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BBEJAEHUME

Metoanveckre yka3aHusl MpeJHa3HaYeHbl UIS CTYJCHTOB 2 M 3 KypCOB OYHO-3a04HOU (hopMbI
o0y4yeHHsi, KOTOPHIMH OHH MOTYT TIONb30BaTbCsi NpPU TOATOTOBKE K TMPAKTHYSCKUM 3aHATHSM.
[IpakTHdeckue 3aHATHS 3TO - IUTAaHUpyeMas ydeOHas, yuyeOHO-HCCIIEeNOBAaTENbCKasl, a TAKXKe HaydHO-
UCCIIeIoBaTeNbCKas paboTa CTyIEHTOB, KOTOPasi BHIIIOIHAETCS B ayAUTOPHOE BPEMsI IO PyKOBOJICTBOM
npenojasarensi. B cocTaBe METOOUYECKUX YKA3aHUM K IPAKTUYECKUM 3aHATUSAM IIPEyCMOTPEHBI
PEKOMEHIAIMH 110 NOATOTOBKE K NMPaKTHYeCKOMY 3aHATHIO. [Ipy BbIIOIHEHUH pabOThl CTYIEHTHI MOTYT
UCIIOJIB30BaTh HE TOJIBKO METOJMYECKUE YKA3aHUs 110 PEIEHHIO 3aa4, HO ¥ Ipyrue MaTepuaibl yaeOHo-
METOANYECKOr0 KOMILIEKCA.

OCHOBHOH LENBI0O METOJUYECKUX YKa3aHUH MO BBINOJIHEHUIO MPAKTUYECKUX pabOT SBISETCS
MOBBIIICHHE HCXOAHOTO YPOBHS BIAACHHA HHOCTPAHHBIM SI3BIKOM, JOCTHUTHYTOTO Ha IpeablIyIIeil
CTyHeHH oOpa3oBaHWs, W OBJAJCHHE CTYACHTAMH HEOOXOJMMBIM W JOCTATOYHBIM ypPOBHEM
KOMMYHUKATHBHOM KOMIIETEHIIMHM JJI1 pELEHUs 3aJad MEXIMYHOCTHOTO U MEXKYJIbTYPHOTO
B3aHMOJEHCTBUS.

Lenp 3akmmroyaercs B GOPMUPOBAHNH Y CTYJCHTOB HAaBBIKOB IIOHMMAaHUsI, U3BJI€UEHUs, 00padOTKU
Y BOCIIPOM3BEICHHUS UHPOPMAIIHH.

CrpykTypa BKIIOYAaeT TEKCTHI pPa3MYHONM HANpPaBICHHOCTH, YIPAXHEHWS W IPaKTHYECKHE
3alaHus] KOMILIEKCHOTO XapakTepa Ul 3aKpEIUIEHHAs OCHOBHBIX 3HAHHUM IO TEMaTHKE COOTBETCTBYIOIIETO
3aHATHSL, YTO NPEATIOIAracT PEAIM3alHI0 CIEAYIOIUX HEIeH:

- TIOBBIIIIEHNE YPOBHS Y4eOHOI aBTOHOMUHU B CLIOCOOHOCTH K CaM000pa30BaHuIo;

- Pa3BUTHE KOTHUTHBHBIX U UCCIEA0BATEIBCKUX YMEHH;

- pa3BUTHUE HABBIKOB YTCHHUs, IOHUMAaHUS U IIEPEBOJA C AHIVIMMCKOTO SI3bIKA HA PYCCKUN;

- pa3BUTHE HABBIKOB YCTHOM pE€YU HA AHITIMMCKOM SI3bIKE;

- 3aKpeIUICHHE JIEKCHYECKOTO0 M TIpaMMaTHYeCKOr0 MaTepuana IMpU IMOMOIIH  pa3INYHBIX

YIOpaKHEHUH.

[ponecc nzyuenus aucuuiuinHbl «HOCTpaHHBIN SI3BIKB TIpodeccoHanbHON cdepey HampaBiIcH
Ha opmupoBanue kKommnereHui YK-4 (ciocobeH ocyIiecTBsITh JeI0BYI0 KOMMYHHKAIIMIO B YCTHOH U
NUCbMEHHOH (opMax Ha rocygapcTBeHHOM si3blke Poccuiickoit ®Penepanmun ¥ HMHOCTPaHHOM(BIX)
si3bIKe(ax)).

B pesynbpTaTe 0cBOEHUS AUCIUILIMHEI 00yYaIOIIUNACS JOIKEH

3HATH:
- IEKCHUKY MPOo(heCCHOHATILHOM HANPaBICHHOCTH;
- HOpMbI yHOTpeOJICHHS JICKCUKU aHTJIMACKOTO SI3bIKa B IPo(deccHoHaabHOU cdepe;
- 0COOCHHOCTH TPAaMMATHKH MPOGECCHOHANTBHOTO aHTIIMHCKOTO SI3BIKA;
yMeTh:
- OCYIIECTBIATh TPO(PECCHOHATBHYI0 KOMMYHHKAIIMIO B YCTHOH W MHUCBMEHHOH (opmax Ha
AHTTUUCKOM S3BIKE;
- YUTaTh U TIEPEBOAUTH CIICIMATBHYIO TUTEPATYPY JJIsI MOMOIHEHUS TPO(ECCHOHATBLHBIX 3HAHUI;
BJIA/IeTh:

- HaBBIKaMU MPOECCHOHATIBHOTO OOIICHUS HA aHTIIUICKOM SI3BIKE;
- croco0amMM TOMOJHEHUS! MPO(QECCUOHANBHBIX 3HAaHUH W3 OPUIMHAIBHBIX HCTOYHHUKOB Ha
AHTTIUIICKOM SI3BIKE.



Conep:kaHue MPaAKTHYECKUX 3aHATHI
Paznen 1. Art / UckyceTBo

IIpakTHyeckoe 3ansiTHEe Ne 2.
Ipaxmuka peuu: Paper / bymara
FpaMMamuKa: Cocaarareannoe II B NPUAATOYHBIX TONMMOJHUTE/IbHBIX IOCJIE IJIaroja VVISh
Henb: ®opmupoBaHre KOMMYHUKATHBHBIX KOMIIETEHIU, OBJIaACHUE JIEKCUKON U IPaMMAaTHKOU
B pe3yjabTaTe OCBOCHHE TEMBI CTYACHT J0JIKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO SI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPEBOAUTH CIICHUAJIBHYIO JIMTEPATYPY IJIA ITOIOJIHCHUA HpO(l)CCCI/IOHaJ'H)HI)IX 3HaHI/II>'I;
OCYHIECTBIATh MPOGECCHOHANBHYI0 KOMMYHHKAIIWIO B YCTHOW M MHUCHMEHHOH (popMax Ha aHTIIHHCKOM
SI3BIKEC.
AKTYaJILHOCTDb TeMbI: 00yCIIOBIIEHa HEOOXOAMMOCTHIO OBJaaeHneM Y K-4.

Teoperuyeckasi 4acTh!

Paper comes in a variety of different sizes and qualities, ranging from newspaper grade for
practice up to high quality and relatively expensive paper sometimes sold as individual sheets. Papers can
vary in texture, hue, acidity, and strength when wet. Smooth paper is good for rendering fine detail, but a
more "toothy" paper will hold the drawing material better. Thus a more coarse material is useful for
producing deeper contrast.

For pen and ink work, typing paper is useful for practice drawings. For polished sketches,
however, heavier paper is more suitable. Bristol board makes a hard surface that is especially good for
ink. Watercolour paper is also an interesting surface for ink drawing due to its texture. Tracing vellum is
useful for experimenting with different textures on top of your drawing.

There are a variety of drawing implements that the artist can employ, and the type chosen will
often depend on what result is intended. Virtually any implement that will leave a mark can aso be
employed for drawing. However specia artist drawing media will usually produce better results, albeit at
a higher cost.

Cocinarateabnoe I1 B IpuIaTOYHBIX JOMOTHATEIBHBIX MOCJIE TJ1arosia Wish

B [OMONHUTEIBHOM TPHIAATOYHOM TPEUIOKEHUH T0Ciae Tiiarosia WiSh Juis BbIpaXKeHHs
COdHCANeHUs, HEOCYWECMBIIEHHO20 JiceNanus YIOTPeOIoTes cieayrone Gopmel cociararenbraoro I1:

a) ¢dopma, coemamaromas ¢ Past Indefinite, mus BeIpakeHust Oeticmeusi, OTHOCSIIETOCS K
Hacmoswjemy BpeMenu (ot riaroia to be moxxer ynorpebisatbes popma Were [yist Beex JIni).
| wish it were summer now. (It’sapity it isnot summer now.) Kak Ol MHe XOTENOCh, YTOOLI ceidac
onu10 JeTo. (= XKas, 4To ceiyac He JIeTo.)
I wish | knew wherethey lived. ( = It’s a pity | don’t know where they live.) Mue Ob1 X0Ten0OCH 3HATB,
rze oHH XUBYT. (= Xaunp, 4TO0 5 He 3HAIO, I7le OHU KUBYT.)

0) popma, coBriamaromast ¢ Past Perfect mis BeipaskeHus deiicmeus, OTHOCSIIETOCS K NPOULIOMY .
| wish | had telephoned him yester day. (It’s a pity I didn’t telephone him yesterday.) Kak »ainb, uto 5
€My He MTO3BOHMII BUepa.

B) /Jlns BbIpakeHHsS COXaJCHUs B OTHOIIGHMM OyIylIero BpPEeMEHH B MPUAATOYHOM
JIOTIOJTHUTEIHOM YIIOTPEOIIAIOTCS MoalibHBIe riarossl Would u could.
| wish they would come to see metomorrow. (but they won’t) Kak skaib, uTo OHH He TIPHAYT KO MHE
3aBTpa.
| wish we could get the job done tomorrow. (But there is too little time left and we won’t be able to
finish it) Kak 661 MHe X0Temoch, uT0OBI paboTa Oblia cZejlaHa 3aBTpa.

[Ipumeuanus:

1. Co BTOpPBIM JHIIOM MOJAIBHBIN Ti1aros Would MokeT BbIpakaTh BEXIIUBYIO WIIH HEBEKIIUBYIO
npock0y B 3aBHCUMOCTH OT HHTOHAIIUH:
| wish you’d (you would) help me with this work. [Momorute MHe, moOXamylcTa, CAeNIaTh 3Ty
pabory.
| wish you would go away. Cxopee Obl BbI yruiu!

2. C TpeThbUM JIUIIOM BBICKA3bIBAHUE C TJIAroioM WOUld MOXKeT MMETh XapakTep BOCKIUIAHUS U
BBIPAXKATh pa3/ipaKeHNUE.
| wish the music would stop! Korpna ke HakoHeI IpeKpaTHTCs 9Ta My3bIKa.



BOl'lpOCbl U 3a1aHUA:
1. Ilepeseoume:

Various tools can aso be put to good use while drawing the picture. These include a pencil
sharpener or sharp knife, sandpaper, kneaded eraser, blending stumps, and chamois. Other tools that
sometimes prove useful are tracing paper, a circle compass, ruler, frisked film, fixative, and drafting tape.
Certain ad hoc implements also come in handy on occasion, such as paintbrushes, felt, typing eraser, and
so forth. The subject of the drawing can be a picture, a still life, one or more live models, or a landscape
or other scene. Drawing from a picture can be easier in some respects as the dimensions of the image can
be carefully measured and then reproduced exactly on the paper. Rendering a scene can be more
challenging, particular if it is only atemporary circumstance. But the artist is |ess restricted in the subject
matter and can view the scene unfiltered by another person’s viewpoint. Drawing an imaginary scene can
be particularly difficult unless the artist draws upon existing forms as examples.

An easdl is an upright stand for holding the drawing paper nearly perpendicular to your line of
sight. When a drawing paper is flat upon atable, the rendered image can become dlightly distorted due to
the perspective of the paper relative to your sight. By holding the paper upright in the same view as your
subject it becomes much easier to compare each to the other. It takes some practice, however, to draw
with an easel asthe armis not being supported past the shoulder.

2. Haiioume 6 mexcme (ynp. 1) cnosa, komopoie 0603nauaom cpeocmea puco8anus, éplnuuiume u
oaitme um onpeoeneHus.
3. IIpouumaiime mexcm u coO21ACHO COOEPHCAHUIO OQliMe HA36AHUE KANHCOOMY NYHKIMY:

1 :

Don't impulse buy furniture without knowing your floor plan and what colours you plan on using
throughout your space (usually 5-7), unless you have the luxury of disposing your furniture as you would
your wardrobe. It pains me when someone is forced to plan their entire room based on abargain find retro
sofathat may not even fit their space or that clashes with existing furniture that they plan on keeping.

Do have a plan. If you are starting your project from scratch and haven't committed to furniture
yet, then always start with the fabrics. There are many more paint colours than there are beautiful fabrics -
unless you own your own silk looming company in the South of France.

2. :

Don't subject your guests to images of yourself. Y our home should aways be areflection of who
you are, so let your decor speak for itself and chill out on the self portraits. Pianos, bookshelves, and
mantels are certainly not open season to document your family tree, photos of you and random cel ebrities,
or 10-year old bathing suit glam shots.

Do take the time to select elegant frames for selectively placed photos. A few framed photographs
add a wonderful accent to any home, but kindly note the words "a few". More personal photos are best
suited for your bedroom or lined gallery style along a private hallway.

3. :

Don't scatter wimpy houseplants throughout your home, especially those in random pots. This
category falls under "Living Chachakas". It's certainly noble and impressive to create life out of a small
clipping, but showcase your science experiments in your greenhouse.

Do place large potted plants in baskets or pots that compliment the scheme of your space. Plants
add warmth and life to any space. Embrace the greenery, just don't be wimpy about it.

. Coznacumecs unu ne coziacumecs co cnedyiomumu 6bICKA3bl6AHUAMU. Oﬁocuyﬁme ce0e MHeHue.
. Don't make sure that framing, colour scheme, and size make perfect sense to your decor.
. Use an arearug that istoo small or too large for your space.

. Don't subject your guests to images of yourself.

. Always get stuck in Beige.

. Clutter your space.

. Fall into the trap of placing random artwork on your walls without a plan.

. Never start renovating your kitchen before you have a very specific plan.

. Scatter wimpy houseplants throughout your home.

. Don’t mix furniture styles and wood grains to help create an ambience

- Make storage space under your bed.

- Match fabrics.

- Never add accent colours to your walls and furniture.

5. 3amenume Kypcusnyto uacme npeonoxcenusn na Cocrazamenwvuoe || ¢ enazonom wish:

OCO~NOURNWNE A



1. It’s a pity he is so shy; he hasn’t made friends with anybody here yet. 2. It’s a pity he was not exact
enough when making that report. He overlooked some important figures. 3. It would be good if we could
engage two more engineers. 4. It’s a pity she started at hearing the news. She gave herself away. 5. It
would be a good thing if | had no engagements for this weekend. | could join your camping party. 6. I’m
sorry I didn’t pick up more good expressions when | was on that business trip. 7. It’ll be very good if
they subscribe to this magazine. It’s very interesting. 8. It would be very good if that doctor agreed to
treat your son. 9. It’s a pity Nick is engaged in some other business now. |’d have asked him to help us.
CHUCOK JINTepPaTypbl, peKOMEeHAyeMblii K HCI0JIb30BAHMIO 110 JaHHOI TeMe:

OcHoBHas JiuTEepaTypa

1. Arab6eksH, U. I1. AHrmiickuii s3b1k utst OakanaBpoB: yueO. mocooue / U. I1. ArabeksH. - Poctos v//1:
®denukc, 2015. -379 c.

JlonoiHUTe/ILHAS JIMTepaTypa

1. WHocTpaHHBI S3bIK (QHTIIMHACKUI S3BIK): MPakTHKYM / MUHHCTEpCTBO KyIbTypbl Poccuiickoit
®enepannn, ObC KeMepoBckuil rocyJapCTBEHHBIH HMHCTUTYT KyJIbTypbl, ColMambHO-TYMaHUTAapHBIN
nHcTHTYT, Kadenpa wHOCTpaHHBIX s3BIKOB. - KemepoBo: KemepoBckuili rocymapcTBEeHHBIN HHCTUTYT
KyJabTyphl, 2017. - 212 c.

2. AHrnmmickuil SI3bIK A CTYJEHTOB YHUBEpCUTETOB. UTeHHe, NMUCbMEHHAas INpakTHKa W TPaKTHKa
yctHO# peun: yuebnuk: B.2 4. / C.U. Kocteiruna, O.A. bepesuna, 10.A. UBanosa u np., Y. 1. - 2-e u3z.,
nepepad. u mom. - M.: Akagemus, 2006. - 400 c.

3. AHIIIMACKUI SI3BIK UTA CTYICHTOB, 00ydalomuxcs 1o crnenuansHocTr "Au3aiin": yueOHoe ocodue
JUTSI CTYJICHTOB, o0yuJaromuxcs no cnenuanbHocTy "Jluzain" / [I'. B. IlleBioBa u np.]. — M.: Beicir. 1k.,
2007.—-340c.

4. bapnunckas, T. P. Aurnuiickuii s3bIk B cepe qu3aitHa DIeKTPOHHBIH pecypc: YueoHoe mocobue / T.
P. bapmunckas, E. B. Kapmesa, A. A. ®nakcman. - Hmwxkumit Hosropon: Hwuxeropoackmii
rOCyJapCTBEHHBIA apXUTEKTYPHO-CTpOoUTENbHBIA yHUBEpcUTeT, DBC ACB, 2018. - 127 c.

IpakTnyeckoe 3ansitue Ne 5.
Ipaxmuxa peyu: The composition of theimage/ Co3nanue o6pa3za
I'pammamuxa: Bpemena rpynnsl Perfect Continuous
Heanb: ®opMupoBaHNEe KOMMYHUKATUBHBIX KOMIIETEHIIUHM, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pesyabTaTte 0cBOeHHE TeMBbI CTYAEHT J0JIKECH
3HATh: HOPMBI YIOTPEOJICHHUS JISKCUKH aHTIIMHCKOTO S3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YuTaTh U NEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY IJIA ITOIOJIHCHUA Hp0(1)€CCI/IOHaJ'ILHLIX 3HaHPII>i;
OCYIIECTBIIATh MPOGECCHOHAIIBHYI0 KOMMYHHUKAIIUIO B YCTHOM M MUCHMEHHOH (hopMax Ha aHTJIMHCKOM
SA3BIKC.
AKTYaJIbHOCTDb Te€MBbI: 06yCJ'IOBJ'ICHa HEOOXOIUMOCTERIO OBlIafeHueM YK-4.

TeopeTnueckasi 4acThb:

The composition of the image is an important element in producing an interesting work of artistic
merit. The artist plans the placement of elements in the art in order to communicate ideas and feelings
with the viewer. The composition can determine the focus of the art, and result in a harmonious whole
that is aesthetically appealing and stimulating.

Theillumination of the subject is also akey element in creating an artistic piece, and the interplay
of light and shadow is a valuable method in the artist's toolbox. The placement of the light sources can
make a considerable difference in the type of message that is being presented. Multiple light sources can
wash out any wrinklesin a person's face, for instance, and give a more youthful appearance. In contrast, a
single light source, such as harsh daylight, can serve highlight any texture or interesting features.

When drawing an object or figure, the skilled artist pays attention to both the area within the
silhouette and what lies outside. The exterior is termed the negative space, and can be as important in the
representation as the figure. Objects placed in the background of the figure should appear properly placed
wherever they can be viewed.

A study is a draft drawing that is made in preparation for a planned final image. Studies can be
used to determine the appearance of specific parts of the completed image, or for experimenting with the
best approach for accomplishing the end goal. However a well-crafted study can be a piece of art onto
itself, and many hours of careful work can go into completing a study.

Bpemena rpynmnsl Perfect Continuous
1. 3nauenne.



Kak mokaspiBaeT Ha3BaHWE MAaHHOM TPYIINbI BPEMEH, OHU codveraroT 3Hadenue Continuous —
NPOTSHKEHHOCTH, TIpOTeKaHus aeiicTBust U Perfect — npeamecTBoBanus.

Bpemena rpymmer Perfect Continuous o6o3HauaroT IeiicTBHE, KOTOPOE HAYalnoch B yKa3aHHBIN
MOMEHT U COBepIIaeTcs (WM COBEPIIAJIOCh) HEKOTOPOE BpeMsi, BKIIOYAs IPYrod yKa3aHHBIH MOMEHT
(M| BIUTOTH IO HETO).

2. O0pazoBanue.

Bpemena rpymmer  Perfect Continuous o6pasyrorcss mpu  nomomu riarona to be B
COOTBETCTBYIOIIEM BpeMeHH rpyiibl Perfect u mpuuactus I (hopma — iNg) cMBICIOBOTO rarofa:

to have been + Part. |

I have been waiting S xny

He has been waiting  Omn xzer

She had been waiting  Omna xxgana (mposxaana)

We shall have been waiting  MsI Oynem xaath (IPOXKIEM)
They  will have been waiting  Onm OyzayT >kaath (IPOXKIYT)

B pasroBopHOi peun mnOepBbId BCIIOMOraTENbHBIA TIJIArOJ, CIMBAsACh C MOAJICKAIIHNM,
BBIPXKCHHBIM MeCTOMMEHHEM, oOpasyer ¢opmsel: |’ve been waiting, he’s been waiting, we’d been
waiting, we’ll have been waiting, they’ll have been waiting.

Jlnst 06pa3oBaHus BOIPOCUTENBbHOM (hOpMBI MepBbIid BcriomorartenbHblii riaron (have, has, had,
shall, will) craButcst mepen mouIeKaIUM:

Have you been waiting? XKnere mu BBI?
Will they have been waiting? BynyT nu onu xmath?

Jlnst 0Opa3oBaHus OTPHULIATEILHON (POPMBI OTpHULIATEIbHAS YacTHIa NOt CTAaBUTCS MOCTIC MIEPBOTO
BCIIOMOTATEJIbHOTO IJIaroja:

He has not (hasn’t) been waiting. OH He KIeT.
We shall not (shan’t) have been waiting. Mb1 He OyeM KIaThb.

3. Ynotpebnenue.

Bpemena rpynmsr Perfect Continuous yrotpeGiisiroTes:

a) Korja B NpPEIIOKEHHHM O0O3HA4YeH Iepuoja BPEMEHH, B TEYEHHE KOTOPOro JIeHCTBUE
HPOUCXO/IMIIO JIO TAHHOTO MOMEHTA U (MJIM) BKJIFOYasi €ro. DTOT Mepro] BpeMeHH 0003Ha4aeTcsi 00bIYHO
00CTOSATEILCTBOM BpeMeHH C pejsiorom for:

I’ve been waiting for you for half an hour. S1 ky Bac yxe moirdaca.

He had been working for two hours by the time | came (= when | came) On paboran yke aBa yaca, K
TOMY BPEMEHH, KOT/Ia s TIPHIIEI.

You’ll have been discussing this problem for half an hour when | come. Bsr 6ynere o6cyxmaTh 3TOT
BOIIPOC YK€ T0JI9aca K TOMy BPEMEHH, KOTa 5 IPUy.

0) Koraa B npeiokeHnu 0003HaYeH MOMEHT, ¢ KOTOPOTO HAUMHACTCsl EHCTBUE. DTOT MOMEHT
0003HayaeTcsi OOCTOSTENLCTBOM BPEMEHHM C TPEUIOroB SINCE ¢ WM NPUAATOYHBIM TPEIOKEHHEM
BPEMEHH C COF030M SINCE ¢ mex nop, Kax:

I’ve been translating this article since 9 o’clock. S mepeBOKy 3Ty CTaThiO ¢ 9 yacos.
What have you been doing sinceyou cameto Moscow?  Yro Tl TOAEBIBACHIb C TEX TMOp Kak
npuexan B MockBy?

[lepron BpeMEHHM WIM €ro Ha4yajl0 MOTYT HMHOI/IA II0JIPa3yMeBAaThCS WIJIM BBIPAKATHCS
KOHTEKCTOM:

Hereisthetranslation I’ve been workng at. Bot nepeBo1, Hajy KOTOPEIM g paboTato.

Bbynymee Bpemsi rpymnmsr Perfect Continuous ymotpeGuisieTcsi TOBOJIBHO PEIKO, B OCHOBHOM B

KHUKHO-ITMCbMEHHOM peyHu.

Bonpocsl u 3ananus:
1. Omeemvme na eonpocoi:
1) What isan important e ement in producing an interesting work of artistic merit?
2) What can give amore youthful appearance?
3) What can make a considerable difference in the type of message that is being presented?
4) Why does the artist plan the placement of elementsin the art?
5) What does the skilled artist pay attention to?
6) Using information you gained from the text comment on artistry.



7) Do you think that the illumination of the subject is also a key element in creating an artistic piece?
Why do you think so?
2. Pewuume Kpocceopo:

1 ] (2 |3 L[ [ |4 |
5 | [ ] 6 [
7 | | 8
9 [ [ | [ao [ ]
[ 11 | |
12 [ ] [13] [ ]
14 |
FI L[
16 17 18 | 19
20 21 | 22 23 |
24
| 25 26 (27| | ]
28| [ [ | |
29 30 ] ] 31
132 | L[] 3| | [ [ ]
|34 1 ] 35 | |

= 1. cloth of matted and pressed fibres of wool; 2. picture representing scenery as seen in a broad view;
5. make alikeness of; 6. tool for shading and blending; 7. disposable piece of thin soft absorbent paper for
wiping, drying, etc.; 9. colouring-matter used as paint or dye; 10. give a glassy surface to; 11. landscapes
or views, 12. having an even surface; free from projections, dents, and roughness; 13. bring into
existence; 14. not or hardly moving; 15. draw or paint or engrave etc. with dots instead of lines; 18. what
is seen; 20. mark with close parald lines; 23. relative dimensions, magnitude; 25. fine parchment, orig.
calfskin; 26. copy by drawing over its lines on superimposed translucent paper; 27. representation of an
object; 28. white soft limestone substance, sometimes coloured, for writing or drawing; 30. dark shape
projected by a body intercepting rays of light; 32. stick or pencil of coloured chalk, wax, etc.; 33. piece of
rubber for removing pencil marks; 34. mark made by a single movement of a pen, paintbrush, etc.; 35.
straight graduated strip of wood, metal, or plastic used to draw or measure.

4 1. part of aview or picture nearest the observer; 3. human creative skill or its application; 4. art of
drawing solid objects on atwo-dimensional surface so as to give the right impression of relative positions,
size, etc.; 6. engraving spire (needle); 8. stand for an artist's work; 9. crayon of powdered pigments bound
with a gum solution; 16. thickness of matter, esp. one of several, covering a surface; 17. soft leather from
sheep, goats, deer, etc.; 19. artists paint made of pigment to be diluted with water and not oil; 21. general
effect of colour or of light and shade in a picture; 22. crystalline allotropic form of carbon used as a
lubricant, in pencils, etc.; 23. rough or unfinished drawing or painting; 24. merge imperceptibly; 29.
outline of a scheme; 31. sticky plastic yellowish substance secreted by bees as the material of honeycomb.
3. Ilpocaywaiime mexcm u n0O20MOBbMECH K €20 YCHIHOMY U3JI0MHCCHUIO:

Exhibit Designer

Most large museums employ an Exhibit Designer whose job it is to trandate curatorial and
educational ideas into gallery instalations. Not only must the Exhibit Designer have a highly refined
understanding of art objects and how they interact with one another in terms of colour and scale, but he or
she must also be aware of the principles of conservation and preservation of artworks so that they may be
installed with proper light and safety precautions. The Exhibit Designer works closely with the organizer
and his or her crew to fabricate special exhibition cabinets, cases, pedestas, or display tables, and
supervises the installation of the exhibition or permanent installation and designs proper lighting once
artworks arein place.

Lighting Designer

A room's lighting should be aesthetically pleasing as well as functional. A good lighting designer
will use combine intensities, direction and Colour of light to create pleasing spaces. The knowledge and


http://en.wikipedia.org/wiki/Illumination

expertise of a lighting designer includes an interior design background that can help size up your
architectural needs; an up-to-date knowledge of electrica codes, word on the latest technica
advancements in lighting and control systems; and experience with maintenance and energy issues.

4. Cumyayusa: Bpl — U3BeCTHBIH XyJOXHHUK, UMEIOIIUHA cBOIO Kony. K Bam mpuien HOBBIH yueHHK, HO
eMy HeoOXOMMO OBJIAIETh UCKYCCTBOM PUCOBAHUS B JOCTATOUYHO KOPOTKUI CPOK.

3adaua: J1oxoqunBo 0OBSICHUTH YYEHUKY a3bl PUCOBAHMS.

5. Ilepeseoume:

A) 1. How long have you been doing this trandation? 2. | 've been waiting for you for an hour and a
half. 3. He’s been working here since 1940. 4. He says he had been studying English for two years
before he joined the courses. 5. | was told your friend had been waiting half an hour before you
telephoned to him. 6. I haven’t seen him since last month. What has he been doing? 7. Since when has
the man been sitting here? 8. Have you been waiting long for the director?

Bb) 1. — Yro BHI 31¢Ch nemaere? — S xay TpamBas. — Bel naBHO ero xaere? — Jla, 1 31ech yxe 15
MHHYT, 1 HH OJIMH TpaMBaii emie He nosiBuics (to come round). 2. — HHTepecHo, YTO jAenaeT ceivac
AnHa? — OHa IpocMaTpUBAET YTPEHHIOK MOYTYy. — CKOJIBKO BPEMEHU OHA ATUM 3aHuMaeTcsi? — MHe
KakeTcs, oHa paboTaer ¢ 9 yacoB. OHa yke MpouHTaga BCE TEJIerpaMMBl M cefidac MpocMaTpHUBaeT
nuceMa. 3. a) OH TaBHO Ha4Yall U3y4aTh aHTIUICKHUN sA3bIK. 0) OH JaBHO W3y4aeT aHTJIMHCKHA S3bIK.
Cnucok JuTepaTypbl, peKOMEHAyeMblil K HCIIO0JIb30BAHUIO 110 JAHHOM TeMe:

OcHoBHas JuTepaTrypa

1. Ara6eksH, . I1. AHruiickuii s3b1k Uit OakanaBpoB: y4e0. mocooue / U. I1. AradeksH. - PoctoB v//1:
®denukc, 2015.-379 c.

JlonoiHUTe/ILHAS JIMTepaTypa

1. WHocTpaHHBI $3bIK (QHTIIMHACKUE $3BIK): TPakTHKYM / MUHHCTEpCTBO KyIbTYpbl Poccuiickoit
®eneparnn, IbC KemepoBckuil rocyJapcTBEHHBIH WHCTUTYT KyJIbTypbl, ColMambHO-TYMaHUTapHBIN
uHcTHTYT, Kadenpa wHOCTpaHHBIX s3BIKOB. - KemepoBo: KemepoBckuili rocymapcTBEeHHBI HHCTUTYT
KyJabTyphl, 2017. - 212 c.

2. AHrnmmickuil SI3bIK AN CTYJEHTOB YHHUBEpCUTETOB. UTeHHe, NMUCbMEHHas INpakTHKa W TPaKTHKa
yctHol peun: yueOnuk: B.2 u. / C.U. Kocteiruna, O.A. Bepesuna, F0.A. NBanosa u ap., U. 1. - 2-¢ u3x.,
niepepad. u nom. - M.: Akagemus, 2006. - 400 c.

3. AHIIIMACKUI SI3BIK TS CTYICHTOB, 00yUaromuXxcs 1o crenuanbHocTr "Au3aifin": yueOHoe ocodue
JUTSI CTYJICHTOB, o0yuaronuxcs o cnenuanbrocty "Jlusain" / [I'. B. IlleBrosa u ap.]. — M.: Beici. 1k.,
2007.-340c.

4. bapaunckas, T. P. Aurimiickuil s361k B cdepe anzaiiHa DIEeKTPOHHBIN pecype: YuebHnoe nmocodue / T.
P. bapmunackas, E. B. Kapmesa, A. A. ®nakcmad. - Hmwkuamit Hosropoa: Hwuxeropoackmii
rOCy/IapCTBEHHBII apXUTEKTYpPHO-CTPOUTENbHBIN YHUBEpcHuTeT, ObC ACB, 2018. - 127 c.

IMpakTuyeckoe 3ausitue Ne 11.
IIpaxkmuxa peuu: Paper marbling/ Mpamophnas 6ymara
I'pammamuxa: Used to m would nist BrIpaskeHusl HOBTOPSIOIIMXCSI I€HCTBHII B MPOLLIIOM
Henb: ®opmMupoBaHre KOMMYHUKATHBHBIX KOMIIETEHIU, OBIaJACHUE JIEKCUKOW U IPaMMAaTHKOM
B pe3yabTaTe 0cBOeHHE TeMbI CTYACHT N0JIKEH
3HATb: HOPMbI yr[OTpe6J'IeHI/I}I JIEKCHKH aHTJIMHCKOTO S3bIKa B HpO(l)CCCHOHaHLHOfI C(bepe
YMeThb: YUTATh U IEPEBOIUTH CHEIUANBHYIO JINTEPATYpPy ISl MOTOHEHHS TPOo(ecCHOHABHBIX 3HAHU;
OCYLICCTBJIATH HpO(i)CCCI/IOHaJ'H:Hy}O KOMMYHUKAIIUIO B YCTHOﬁ A IMTMCbMEHHOM (bopMax Ha aHTJIMHCKOM
SI3BIKEC.
AKTYaJbHOCTB Te€MbI: 00yCIIOBJIEHA HEOOXOANMOCTRIO OBlIafeHueM Y K-4.

TeopeTnueckasi 4acThb:

Paper marbling is a technique for producing colourful patterns on paper by swirls of paint,
traditionally oil-based paint, floating on water. The resulting marbled paper is a popular decorative
material, especialy as endpapers in book binding and stationery. Part of its appeal is that each print is
unique.

The basic process needs only blank paper, a shallow tray filled with water, and some free flowing
oil-based paint. The paper must be strong enough to withstand being immersed in water without tearing.

First afew drops of paint are placed on the water, just enough to create a thin layer. The paint is
slowly and carefully stirred with athin rod to create the desired pattern. Then a sheet of paper is carefully



placed over the water's surface, so that the paint adheres to it. The sheet is then pulled out and laid on a
flat surfaceto dry.

Often paints of two or more colours are used; however, by playing with the thickness of the paint
layer, one can obtain good results even with asingle colour.

Another method, the one used in Turkish marbling, is to take a tray of viscous liquid called the
size, sprinkle pigments mixed with a surfactant such as ox gall, on to the size, one colour after another
until there is a dense pattern in many colours. Each successive layer of pigment spreads less than the last
and may need more surfactant to stay on top of the size. Once the base pattern, known as stones, is laid
down, a gtick or tools including rakes or combs are drawn through the base pattern to make a new pattern.
Paper or cloth that has been coated with alum and allowed to dry is placed on the surface gently to
capture the pattern. The excess pigment and size are rinsed off of the paper and it is allowed to dry.
Without the alum, the desired pattern would wash away with the excess. After the print is made, the
surface of the sizeis cleared of any remaining pigments to make it ready for anew pattern.

Traditional marbling uses carrageenan mixed with water for the size, real broomstraw to sprinkle
the paint, ox gall for the surfactant, and oil base paint for the pigment. Modern marblers use a variety of
new materials, often in combination with traditional materias. Other sizes including mixtures of water
and laundry starch, water and methylcellulose, and plain water can be used. Acrylic paints, watercolours,
or ink can replace the traditional oil paints. Plastic broom straws can be used as well as bamboo sticks and
eyedroppers to place the pigment on the surface of the size. Ox gall is till a superior surfactant, but other
commercially available products may be used. Inkjet papers may not need an alum coating.

The art originated in China over 2000 years ago. It became popular in Japan in the 11th century
under the name of suminagashi ("ink-floating"), first as a divination tool of Shinto priests, later as a
decorative art. In the 15th century a similar art, caled ebru (Turkish for "two-toned marbling") and now
known as "Turkish marbling", developed in Turkey and Persia, but using a rather different technique. In
Europe, marbled paper became popular in the 17th century, especialy for book endpapers. At first a
secret art exploited by few professional makers, it became a popular handicraft in the 19th century after
the English maker Charles Wool nough published his The Art of Marbling.

Marbled paper is still produced in large quantitiesin Venice.

Used to u would niist BbIpaskeHusl IOBTOPSIIONIMXCS IEHCTBUI B POILJIOM
1. Jnsa BoIpaXeHUS  TMOBTOPSIOUIMXCS  JEWCTBUH MM COCTOSHUH B IPOILIOM,
HPOTHBOINOCTABISIEMbIX HMX OTCYTCTBHIO B HAcCTOsee Bpems, ynoTpeOisiercs coueranune used to c

WHOUHUTHBOM:

People used to think that the earth is not round. Pamblire srou tymaitu, 4To 3eMIIst He KpyTiias.
The singer can’t sing any mor e as he used to. DTOT meBell He MOXET IeTh Telepb, Kak
ObIBaJIO.

Lifeinthe North isnot so difficult now asit used tobe. JXusup Ha ceBepe ceifuac He Tak TpyjaHa, Kak
npexe.

BomnpocurenbHaas u otpunatenbHas GopMbl yroTpeOISFOTCs JOBOJIBHO PEAKO.

2. JIns BBIpQKEHUS MOBTOPSIOUIMXCS JEHCTBUI B MPOILIOM YHOTPEOISEeTCs TaKKe COYeTaHHe
rmaroja would ¢ uapuuuTHBOM Oe3 wacTuisl O ¢ TOW TOJABKO pasHuIiel, 4ro Would obo3nauaet
JICWICTBHE, IPOUCXO/IMBIICE BPeMsi OT BPEMEHH, 03 MPOTHUBOIIOCTABICHHS €0 HACTOSIIEMY MOMEHTY, a
TaKKe HE YMOTPEeOIsaeTCs JUIdBRIPAKEHHS COCTO S HHU S BIPOILIOM (T. €. HE COYETACTCS C
riarojiom to be):

She would walk to the station when the weather was fine. Ouna, 6s1Ban0, X0aMiIa Ha CTAHLUIO IELIKOM,
KOT/Ia 1Oro/a OblIa XOpoIIasi.

Kak BHIHO M3 mpHMepoB, 3Ha4eHus, Bbipakacmbie Used t0 m would B pycckom si3pike MOTYT

nepenaBaThCs KOHTEKCTOM MIIM TAKUMHU CIIOBAMHU KakK Obl8al0, panbule, UH020d.

BOl'lpOCI)I U 3aJaHudA:
1. Omeemvme na sonpocoi:
1) What is paper marbling?
2) What does the basic process need?
3) Where is marbled paper still produced in large quantities?
4) When did marbled paper become popular in Europe?
5) Using information you gained from the text comment on paper marbling.



2. Coznacumech uau He CO2NACUMECH CO CJleOylomuMM 6bICKA3bl6AHUAMU. Oﬁocnyﬁme ceoe MHeEHue,
nOJIb3YACHO MEKCMOM:

1. The paper must be strong enough to withstand being immersed in water without tearing.

2. Each successive layer of pigment spreads more than the last and may need |less surfactant to stay on top
of the size.

3. Acrylic paints, watercolours, or ink cannot replace the traditional oil paints.

4. The art originated in Europe over 2000 years ago.

5. Plastic broom straws can be used as well as bamboo sticks and eyedroppers to place the pigment on the
surface of the size.

3. Cocmagbme Ha AHZAUICKOM A3bIKE KPOCCEOPO (CKAHBOPO unu huneopo) ¢ hpazmenmamu na memy
“Painting”.

4. IToozomoevme 000611481-“48 HA QH2TUTICKOM A3bIKe nO meme.

“Painting Styles”: cubism, fauvism, graffiti.

5. Ilepeseoume:

1. Thisisthetown | used to livein. 2. In the evenings Captain Brown would come to their place and they
would play a game or two of chess. 3. She would sit before the open window watching with interest the
busy life of the street. 4. The South-West part of Moscow used to be a dirty place with villages of small
low houses here and there; now it has turned into a fine urban (ropoackoii) area with beautiful high
buildings. 5. The two sisters are no longer as much alike as they used to be. 6. It’s a pity she can’t sing
now as the used to.

6. Cocmasvme npednoiceHuss, UCHOIb3Y MOOETb:

She can ho longer sing as she used to. |

In the evenings she would sit down at the piano and sing to us. |

Cnucok JIMTepaTypsbl, peKOMEHAYeMblil K HCII0JIb30BAHMIO N0 JAHHOI TeMe:

OcHoBHas JMTepaTypa

1. Ara6exsH, U. I1. AHrnmiicknii s361k U1t 6akanaBpoB: yue6. mocodue / U. I1. ArabeksH. - Poctos v//1:
®ennke, 2015.-379 c.

JlonoJiHUTeBbHAS JIUTepaTypa

1. WHOCTpaHHBIA SI3BIK (AHTVIMHACKUAN A3BIK): TPaKTUKyM / MUHHCTEPCTBO KymnbTypbl Poccuiickoit
®enepar, ObC KemepoBckuil TocyJapCTBEHHBIH WHCTHTYT KyJIbTypbl, ColMambHO-TyMaHUTapHBIN
uHCTUTYT, Kadenpa mHOCTpaHHBIX S3BIKOB. - KemepoBo: KeMepoBckuii rocyaapcTBEHHBIH HHCTHTYT
KyJabTypsl, 2017. - 212 c.

2. AHIIMHACKHMN $3BIK AJSI CTYJICHTOB YHUBEPCUTETOB. UTEHHME, NMHCbMEHHAs MPAaKTUKA W IPaKTHKa
yctHol peun: yueOnuk: B.2 u. / C.U. Kocteiruna, O.A. Bepesuna, F0.A. UBanosa u ap., Y. 1. - 2-¢ u3x,,
niepepad. u nom. - M.: Akagemus, 2006. - 400 c.

3. AHTTIMICKUI S3BIK JUTA CTYZCHTOB, 00YJarOIIUXCs 10 crienmanbHocTh "J{u3aiin": yaeOHoe mocobue
JUTSI CTYJICHTOB, o0yuJaromuxcs no cnenuanbuocty "Jluzan" / [I'. B. Illeriosa u np.]. — M.: Beici. 1k.,
2007.-340c.

4. bapaunckas, T. P. Auramiickuii 5361k B cdepe auzaiiHa DNeKTpoHHbIN pecype: Yuebnoe nocobue / T.
P. bapmunckas, E. B. KapmeBa, A. A. ®makcman. - Hwxknaumit Hosropoa: Hwmkeropomckuit
TOCY/IapCTBEHHBII apXUTEKTYPHO-CTPOUTENbHBIN yHUBepcuTeT, DbC ACB, 2018. - 127 c.

IIpakTnyeckoe 3ansitue Ne 12.
Ilpaxmuka peuu: Academic art / AkageMnyeckoe HCKYCCTBO
I'pammamuxa: beccoro3Hoe MoJYUHEHUE
Hennb: ®opMupoBaHre KOMMYHUKATUBHBIX KOMITIETCHITUH, OBJIAJICHHIE JIEKCHKOW U TPAMMAaTHUKON
B pe3yabTaTe ocBOeHHE TEMBI CTY/IEHT A0JI:KEH
3HATh: HOPMBI YIOTPEOJICHHS JIEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHANBHON cdepe
YMeTh: YUTaTh U MEPEBOJANTH CIECIHUATILHYIO JINTEPATYPY JJIs TOMOIHEHUS NMPOo(ecCHOHaIbHBIX 3HAHUH;
OCYIECTBIIATHh MPO(ECCHOHANBHYI0 KOMMYHUKAIIMIO B YCTHOH M NMMCbMEHHOH (opMax Ha aHTIHHCKOM
SI3BIKEC.
AKTYaJILHOCTh TeMbI: 00yCIIOBIIEHa HEOOXOAMMOCTHIO OBlaaeHneM YK-4.
Teoperuueckasi 4acTh!

Academic art is a style of painting and sculpture produced under the influence of European

academies or universities.



Specifically, academic art is the art and artists influenced by the standards of the French
Académie des beaux-arts, which practiced under the movements of Neoclassicism and Romanticism, and
the art that followed these two movements in the attempt to synthesize both of their styles, and which is
best reflected by the paintings of William-Adolphe Bouguereau, Thomas Couture, and Hans Makart. In
this context it is often called "academism", "academicism”, "art pompier”, and "eclecticism", and
sometimes linked with "historicism" and "syncretism”.

The art influenced by academies and universities in general is also called "academic art”. In this
context as new styles are embraced by academics, the new styles come to be considered academic, thus
what was at one time a rebellion against academic art becomes academic art.

The first academy of art was founded in Florence in Italy in 1562 by Giorgio Vasari who called it
the Accademia dell' Arte del Disegno. There students learned the "arti del disegno” (a term coined by
Vasari) and included lectures on anatomy and geometry. Ancther academy, the Accademia di San Luca
(named after the patron saint of painters, St. Luke), was founded about a decade later in Rome. Academia
di San Luca served an educationa function and was more concerned with art theory than Florentine
Accademiaddll' Arte del Disegno.

Academia di San Luca later served as the model for the Académie royale de peinture et de
sculpture founded in France in 1648, and which later became the Académie des beaux-arts. The French
Académie very probably adopted the term "arti del disegno” which it translated into "beaux arts*, from
which is derived the English term "fine arts". The Académie royale de peinture et de sculpture was
founded in an effort to distinguish artists "who were gentlemen practicing a liberal art" from craftsmen,
who were engaged in manual labor. This emphasis on the intellectual component of artmaking had a
considerable impact on the subjects and styles of academic art.

After the Académie royale de peinture et de sculpture was reorganized in 1661 by Louis X1V
whose aim was to control all the artigtic activity in France, a controversy occurred among the members
that dominated artistic attitudes for the rest of the century. This "battle of styles' was a conflict over
whether Peter Paul Rubens or Nicolas Poussin was a suitable model to follow. Followers of Poussin,
called "poussinistes’, argued that line (disegn) should dominate art, because of its appeal to the intellect,
while followers or Rubens, called "rubenistes’, argued that colour (coloure) should dominate art, because
of its appeal to emotion.

The debate was revived in the early 19th century, under the movements of Neoclassicism typified
by the artwork of Jean Auguste Dominique Ingres, and Romanticism typified by the artwork of Eugéne
Delacroix. Debates also occurred over whether it was better to learn art by looking at nature, or to learn
by looking at the artistic masters of the past.

Academies using the French model formed throughout Europe, and imitated the teachings and
styles of the French Académie. In England, this was the Royal Academy.

BeccorozHoe mogunHeHune

HekoTopsle TUNBI MPUIATOYHBIX MPEUIOKEHUN (JIOTIONHUTENbHbBIE ONpeAeTUTEeNbHbIE), MOTYT
NPUCOEAMHATLCS K TTIABHOMY NpeUIoKeHuIo 0e3 coto3a. Hanpumep:

The city || we want to visit this summer || is 2000 miles from Orenburg. - T'opo, KOTOPBIif MBI XOTHM
MOCETUTh 3TUM JieToM, pacniojioskeH 2000 muinb ot OpeHOypra.
| promise || they are much better || than you expected. - YBepsito, oHr ropaso Jydiie, 4eM Thl 03KUJIAIL.

[IpunarouHsle IOMONHUTENBHBIE MPEAJIOKEHNS YHOTPEOJISIOTCS MOCe CKa3yeMOro B TIJIABHOM
MMPEAJIOKECHNHN, IOITOMY IIpU IMEPEBOAC HA TI'paHULC MEXAY CKa3yCeMbIM TIJIABHOTO IIPCAJIONKCHHUA U
MOJUIeKA-IIUM TPUAATOYHOTO JOMOJHUTEIBHOTO NPEAJIOKEHUS! HEOOXOOMMO BBOIJUTH COIO3 ‘UTO’ .
Hanpuwmep:

We know || he will come tomorrow. - Mel 3HaeM, 4TO OH TIPHIET 3aBTPA.

[Ipunarounsle omnpeneNUTENbHbIC MPEUIOKEHHUS  YIIOTPEOISIOTCS  MOCTe  ONPEAEIIeMOro
cyuiecTBUTENbHOTO. [IpH mepeBome Ha pycCKHMM S3bIK Ha TpaHHUIE MEXKIY IJIABHBIM M NPUAATOYHBIM
MIPEIOKEHNEM BBOJUTCS COIO3HOE CIIOBO ‘KOTOPBIN’. DTa rpaHMIla MPOXOIUT MEXKIY ONpeAesieMbIM
CYILIECTBUTEIBHBIM U MOJIEKANIUM IPUIATOUYHOTO ONPEAEIIUTENBHOrO Npeiokenus. Hanpumep:

The candidate || we interviewed for a job yesterday || wants to revoke his application. — IIperennent Ha
BaKaHCHIO, C KOTOPBIM MBI IPOBEJIM coOeceJOBaHNE BUEPa, XOUET OTO3BATh CBOE 3asBJICHUE.

Bonpoce! u 3axanust:
1. Ilepeseoume:

Since the onset of the poussi niste-rubiniste debate many artists worked between the two styles. In
the 19th century, in the revived form of the debate, the attention and the aims of the art world became to



synthesize the line of Neoclassicism with the colour of Romanticism. One artist after another was claimed
by critics to have achieved the synthesis, among them Théodore Chassériau, Ary Scheffer, Francesco
Hayez, Alexandre-Gabriel Decamps, and Thomas Couture. William-Adolphe Bouguereau. A later
academic artist, commented that the trick to being a good painter is seeing "colour and line as the same
thing."

Thomas Couture promoted the same idea in a book he authored on art method — arguing that
whenever one said a painting had better colour or better line it was nonsense, because whenever colour
appeared brilliant it depended on line to convey it, and vice versa; and that colour was really away to talk
about the "value" of form.

Another development during this period included adopting historical styles in order to show the
erain history that the painting depicted, called historicism. This is best seen in the work of Baron Henrik
Leys, a later influence on James Tissot. It's also seen in the development of the Neo-Grec style.
Historicism is also meant to refer to the belief and practice associated with academic art that one should
incorporate and conciliate the innovations of different traditions of art from the past.

The art world aso grew to give increasing focus on alegory in art. Both theories of the
importance of line and colour asserted that through these elements an artist exerted control over the
medium to create psychological effects, in which themes, emotions, and ideas can be represented. As
artists attempted to synthesize these theories in practice, the attention on the artwork as an allegorical or
figurative vehicle was emphasized. It was held that the representations in paintings and sculpture should
evoke Platonic forms, or ideals, where behind ordinary depictions one would glimpse something abstract,
some eternd truth. Hence, Keats famous musing "Beauty is truth, truth beauty". The paintings were
desired to be an "idée", a full and complete idea. Bouguereau is known to have said that he wouldn't paint
"a war", but would paint "war". Many paintings by academic artists are simple nature-allegories with
titles like Dawn, Dusk, Seeing, and Tasting, where these ideas are personified by a single nude figure,
composed in such away asto bring out the essence of the idea.

2. IToozomoevme coo6menue HA QH2TUTICKOM A3bIKe N0 meme.

“Painting Styles”: hard-edge, impressionism, mannerism.

3. ITonb3ysce noyueHHoll uz mexkcma ungopmayueii, noodepume 015 Kaxico020 HA36aHUA
coomeemcmeyrowui yeem: red+bluetyellow, blue, green, red, orange, violet, yellow, off-white, blue-
violet, red-orange, blue-green, yellow-orange, red-violet, yellow-green:

CALM (

Cool white by adding a hint of green. A pleasing pastel that refreshes and softens. A pretty colour
for bathrooms and living rooms. Coolly elegant and refined, palest green is receptive to imperceptible
shifts of natural light making it an excellent choice for large expanses of walls or floors. The colour of
new delicate greenery, light green is also a garden hue. Use as a milky wash for terra cotta pots or paint
this colour on the bottom of a decorative garden pool. Graphic designers frequently blend this tint with
other greens to convey arestrained, peaceful mood or enhance with full violet and rich mocha shades for
acomplex colour scheme.

REFRESHING ( )

Yin and yang. A tint that invig—orates and calms. Add varying amounts of white to blue-green to
create a cool, trans—parent visual experience that is as refreshing as a glass of pure glistening water. This
cool pastel is refreshing, pure, and clean. The ancient Chinese practice of Feng Shui teaches that the
flowing energy of water descends as it seeks the lowest level in nature and so occupies the position of
ultimate rest. This watery pastel soothes as it refreshes bringing a harmonious and sym—metrical
influence to any environment. Blended with large amounts of white this tint will appear translucent and
virtually clear. Balance with its complement, red-orange.

CHARMING ( )

Blue and white, a classic combination used to produce virtua legions of decorative plates,
saucers, cups, and decorative tiles throughout the centuries and around the world. Quaint, picturesque and
utterly charming blue mixed with large doses of white creates a feminine tint that is delectably sweet.
Pale tints of blue are a good choice for bath or spa accessories. Natural partners for powdery pale blues
are plummy purples, pale pinks, and plenty of white. Dilute this dreamy colour that's cool and alluring to
a sheer, watery translucence, then combine with silver greys and stainless steel for an icy modern look.
Perfect for fashion accessories, interiors and contemporary crafts, light blue is a delicate soft hue that's
airy, expansive, and uplifting.

4. Hcnonwv3ya evibpannsvie Bamu npeonoxcenusn, cocmagbme anHomayuio K mexkcmy (ynp.3),
HOOUEPKUBAS €20 UHPOPMAMUBCHYIO UEHHOCHb.




5. Ilepesedume npeonodcenusn. Ykajxcume, Kakou HOOUUHUMENbHBII COI03 UCHONLIYEMCA 6 INMOM
npeonoxcenuu:

| livein astreet that is not far from the City Administration Center.

My friend is very busy for he works as ajudge and has alot of work to do.

Since criminality still existsit is necessary to reveal its causes.

As she thought that it was her cousin at the window, Rose decided to openit.

Since he knew who the man was, Robert was very pleased to have a chance of talking to him.

He worked as a bailiff before he got married.

A will isalegal instrument by which a person over the age of 18 and of sound mind disposes of property
upon his or her death.

The summers here are wet, while the winters are very dry.

Shelost her job because she was often behind time.

CnHcok JINTepaTyphl, peKOMEHAYeMblil K HCII0JIb30BAHMIO 10 JAHHOH TeMe:

OcHoBHag JuTepaTypa

1. Ara6exsH, U. I1. AHrnmiickuii s3p1k U1t 6akanaBpoB: yue6. mocooue / U. I1. Arabekss. - PoctoB v//1;
®enuke, 2015. - 379 c.

JonoaHuTenbHaAs IUTEpaTypa

1. WHOCTpaHHBIA SI3BIK (AHTVIMACKAN SA3BIK): TPakTHKyM / MUHHCTEPCTBO KymnbTypbl Poccuiickoit
Oenepaunn, 9bC KeMepoBckuil rocyaapCTBEHHBIH HMHCTUTYT KyJbTypbl, ColManbHO-I'yMaHUTaApHBINA
uHCTUTYT, Kadenpa mHOCTpaHHBIX s3BIKOB. - KemepoBo: KemepoBckuii rocyaapcTBEHHBI WHCTHUTYT
KynbTyphl, 2017. - 212 c.

2. AHIMUKACKUI $3BIK Ui CTYJEHTOB YHUBEPCUTETOB. UTeHHE, MUCbMEHHAs MPAKTUKa M IPAKTUKA
yctHol peun: yueOnuk: B.2 u. / C.U. Kocteiruna, O.A. Bepesuna, }0.A. NBanosa u ap., Y. 1. - 2-¢ u3x,,
nepepad. u for. - M.: Akanemus, 2006. - 400 c.

3. AHTTIMIACKUI S3BIK JUTA CTYACHTOB, 00YJarOIIUXCs 1Mo crienmanbHocTh "J{uzaiin": yaeOHoe mocobue
JUTSL CTYZIGHTOB, 00y4aromuxcst mo creruansHoctu "Jusaiin" / [T, B. Illesiosa u ap.]. — M.: Beicmr. k.,
2007.-340c.

4. bapnunckas, T. P. Aurnuiickuii s3bIk B cepe qu3aitHa DIeKTpOHHBIH pecypc: YueOHoe mocobue / T.
P. bapmunckas, E. B. Kapuera, A. A. ®nakcman. - Hwxnauit Hosropoa: Hwuxeroponackuit
TOCy/IapCTBEHHBIN apXUTEKTYPHO-CTpouTeNnbHbIN yHIBepcuTeT, ObC ACB, 2018. - 127 c.

Pasnen 2. Theart of architecture/ UckyceTBo apXuTeKTyphI

IIpakTnyeckoe 3ansitue Ne 16.
Tpaxmuxa peuu: Architecture/ Apxurtektypa
I'pavmamuxa: OcoOGeHHOCTH YNOTpedJeHUs] IJIarojoB ¢ WH(PUHUTHBOM/TepyHAHeM B (YHKIUH
JOMMOJIHCHUA
Heﬂbt (DOpMI/IPOBaHI/IC KOMMYHHUKATHBHBIX KOMHGT@HL{I/IIZ, OBJIAJCHHEC JIEKCUKOHU U FpaMMaTHKOﬁ
B pesyabTaTte 0cBOeHHE TeMbI CTYAEHT [J0JIKEH
3HATh: HOPMbI YIIOTPEOJICHUS JIGKCUKH aHTJIUHCKOTO s3bIKa B PO eCCHOHAIBHOM chepe
YMETh: YUTaTh U MEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY JIA ITOIOJIHCHUA HpO(I)CCCI/IOHaJ'ILHLIX 3HaHPII>i;
OCYLICCTBJIATH HpO(l)eCCI/IOHaJ'IBHYIO KOMMYHUKAIIUIO B yCTHOfI A ITUCHbMEHHOM (bOpMaX Ha aHTJIMHCKOM
SI3BIKEC.
AKTYaJILHOCTh TeMbI: 00yCIIOBIIEHa HEOOXOAMMOCThIO OBlaaeHneM YK-4.

Teoperuyeckasi 4acTh!

Architecture is the art and the technique of building, employed to fulfil the practical and
expressive requirements of civilized people. AlImost every settled society that possesses the techniques for
building produces architecture. It is necessary in all but the simplest cultures; without it, man is confined
to a primitive struggle with the elements;, with it, he has not only a defence against the natural
environment but also the benefits of a human environment, a prerequisite for and a symbol of the
development of civilized institutions.

The characteristics that distinguish awork of architecture from other man-made structures are:

1) the suitability of the work to use by human beings in general and the adaptability of it to
particular human activities;

2) the stability and permanence of the work's construction;

3) the communication of experience and ideas through its form.



All these conditions must be met in architecture. The second is a constant, while the first and the
third vary in relative importance according to the socia function of buildings. If the function is chiefly
utilitarian, asin afactory, communication is of lessimportance. If the function is chiefly expressive, asin
a monumental tomb, utility is a minor concern. In some buildings such as churches and city hals, utility
and communication may be of equal importance.

Gothic architecture is a style of architecture, particularly associated with cathedrals and other
churches, which flourished in Europe during the high and late medieval period. Beginning in twelfth
century France, it was known as "the French Styl€" during the period, with the term Gothic first appearing
in the Reformation era as a stylistic insult. Its characteristic features include the pointed arch, the ribbed
vault and the flying buttress.

It was succeeded by Renaissance architecture beginning in Florence in the fifteenth century.

A series of Gothic revivals began in mid-eighteenth century England, spread through nineteenth
century Europe and continued, largely for ecclesiastical and university structures, into the twentieth
century.

The style originated at the abbey church of Saint-Denis in Saint-Denis, near Paris, where it
exemplified the vision of Abbot Suger. Suger wanted to create a physical representation of the Heavenly
Jerusalem, a building of a high degree of linearity that was suffused with light and color. The fagade was
actually designed by Suger, whereas the Gothic nave was added some hundred years later. He designed
the facade of Saint-Denis to be an echo of the Roman Arch of Constantine with its three-part division.
This division is aso frequently found in the Romanesque style. The eastern "rose" window, which is
credited to him as well, is a re-imagining of the Christian "circle-square" iconography. The first truly
Gothic construction was the choir of the church, consecrated in 1144. With its thin columns, stained-glass
windows, and a sense of verticality with an ethereal look, the choir of Saint-Denis established the
elements that would later be elaborated upon during the Gothic period. This style was adopted first in
northern France and then in England since it was ruled by an Angevin dynasty and spread throughout
France, the Low Countries, Germany, Spain and parts of northern of Italy.

OcobeHHOCTH YNIOTPeOJIeHN IJ1aroJ10B ¢ HHGUHUTHBOM/TepYHAHEM B (PYHKIMH TOMOJTHEHHS

HH(UHUTHUB | repyHamii
be busy
OBITH 3aHATHIM, HE UMETH BPEMEHH 3aHUMAThCS, XJIONOTaTh, TPATUTh
(Ha TO, YTOOBI YTO-TO CAENATH): CBOE BpEMS Ha 4TO-TO:

I’ll be too busy to come to the meeting. — 4 6yoy | Savik is busy practising for the school concert. —
CAULUKOM 3AHANM, NOIMOMY He npudy HA co6pa1—tue. Cnasux 3amam noo-20MoOBKOU K WKOJIbHOMY

KOHYyepmy.
forget
3abpBaTh (uTo-mMUOO craenars): He forgot to 3a0BIBaTh (O YEM-TO, YTO IMPOU3OIILIO PaHee):
call me. - Ou 3a6bi1 nozeonums mue. He forgot calling me. — Ou 3abebin 0 mom, umo
Take care, and don’t forget to call me. — Byow | nossonun mue.
ocmopodichee u He 3a0b16atl 360HUNb MHE. I'll never forget hearing this piece of music for the
| forgot to ask himfor his address. first time. — 4 nuxozoa ne 3abydy mozo momenma,
— A 3a6b11 cnpocums adpec y He2o. K020a YCIbIULATL MO MY3bIKAIbHOE NPOU3BEOCHUE 8
nepswlil pas.
regret
U3BHHATHCS, MCIBITHIBATH COXKaJeHHE (0 YeM- COXKalleTh O mOpouciienmeM panee: | regret

To, uto Oyzmer cnenano): | regret to tell you the | telling her about that. — JKane, umo s pacckazan e
truth. — Coorcanero, Ho evinyscoen coobwums eam | 06 smom. Everyone regretted hisbeing dis-
npasoy. missed. - Bce arcanenu, umo e2o ygonunu.

We regret to inform you that your application has | Do you regret doing it? — A eul packausaemecw,
not been successful. — Mer npunocum ceou uzeune- | umo coenanu 3mo?

HUsl, HO 8AUUA 3A516KA ObLIA OM-KIOHEHA.

remember
HUMETh B BUY, IIOMHHTH, IyMaTh (O MIPUIIOMHHATE, BOCKPEIIATh B TAMSATH:
TOM, YTO HY’KHO CIeJIaTh): | remembered answering the letter. —
| remembered to answer the letter. BCHOMHUIL, YMO OMEEMUL HA 3MO NUCLMO.
— A nomuu, 4mo Hy3CcHO OMeems Ha NUCbMO. | remember hearing him come in. — 4 nommio, umo

Did you remember to bring your homework? — Ter | crsiuan, kax on 8owen.




NOMHUIL, YMO HYICHO NPUHECTU CEOH) OOMAULHION
pabomy?
stop

OCTaHABIUBATHCS (YTO OBI BBIMTOIHHUTE YTO-TO): npeKpalaTh; nprocTaHaBiuBark: That phone
He stopped to talk to us. — Ou ocmanosuncs, | never stops ringing! — Omom menegon ne
Ymobbl NO208OPUMb C HAMU. nepecmaém 360-Humb!
We stopped to take pictures. — Mot ocmanosunuce, | Please stop crying and tell me what’s wrong. -
umoowl cghomocpadhuposamucs. Toocaniicma, nepecmanv nIaKamo U CKAdNcu, 4mo
Let’s stop to look at the map. — Jaeatime | npousouino.
OCTAHOBUMCS U NOCMOMPUM HA KAPMY. Has it stopped raining yet? — Joowcov yoce

nepecman?
use

used to do (something): 6siBaio, be used to doing (something) —

paHbIie (4TO-TO IPOUCXOMUIIO, HO OOJIBIINE HE uMmeth npuBbiuky, get used to doing
HPOUCXOJHT), TOCTOSHHO B mpouuioM (4To-To | (SOomething) - TpHUBBIKHYTH K 4eMy-H0o,
MPOUCXOAMIIO), B OBUIBIE BpeMEHa OOBIYHO (YTO- | MPHUCTPACTUTHCS:
MO0 TIPOUCXOTUIIO):

| used to live in a block of flats. — Panvue s | am used to getting up early. — ¥V mens
HCUT 8 MHOSOKBAPMUPHOM OOMe. npusviuka scmasams paro. 1 didn’t think I could

Did she use to have long hair? — 4 panvwe y |  ever get usedto living in a big city. — He oyman,
Heé ObLIu ONUHHbIE 800CHI? umo K020a-HuOyOb CMO2Y NPUBLIKHYMb K HCUZHU

8 KDYNHOM 20pode.

Bomnpocsl u 3a1anus:
1. Ilepeseoume:

Gothic architecture has nothing to do with the historical Goths. It was a pegjorative term that came
to be used as early as the 1530s to describe culture that was considered rude and barbaric. Frangois
Rabelais imagines an inscription over the door of his Utopian Abbey of Théléme, "Here enter no
hypocrites, bigots..." dipping in a slighting reference to "Gotz" and "Ostrogotz." In English seventeenth
century usage, "Goth" was an equivalent of "vandal," a savage despoiler with a Germanic heritage and so
came to be applied to the architectural styles of northern Europe before the revival of classical types of
architecture. On 11 July 1720, the Académie d'Architecture met in Paris, and among the subjects they
discussed, the assembled company noted the new fashions of bowed and cusped arches on chimneypieces
being employed to finish the top of their openings. The Company disapproved of several of these new
manners, which are defective and which belong for the most part to the Gothic. There can be no doubt
that the term 'Gothic' as applied to pointed styles of ecclesiastical architecture was used at first
contemptuously, and in derision, by those who were ambitious to imitate and revive the Grecian orders of
architecture, after the revival of classica literature. Authorities such as Christopher Wren lent their aid in
deprecating the old mediaeval style, which they termed Gothic, as synonymous with every thing that was
barbarous and rude.

In Gothic architecture, new technology stands behind the new building style. That new
technology was the ogival or pointed arch. Other features developed as the consegquence of the use of the
pointed arch.

The Gothic style emphasizes verticality and features almost skeletal stone structures with great
expanses of glass, ribbed vaults, clustered columns, sharply pointed spires, flying buttresses and inventive
sculptural detail such as gargoyles.

Internally there is a focus on large stained-glass windows that allow more light to enter than was
possible with the previous Romanesque style. To achieve this lightness, flying buttresses were used
between windows as a means of support to enable higher ceilings and slender columns. Many of these
features had already appeared, for example ribbed vaults appeared early in Durham Cathedral, whose
construction started in 1093.

As a defining characteristic of Gothic Architecture, the pointed arch was introduced for both
visual and structural reasons. Visudly, the verticality suggests an aspiration to Heaven. Structurally, its
use gives a greater flexibility to Architectural form. The Gothic vault, unlike the semi-circular vault of
Roman and Romanesque buildings, can be used to roof rectangular and irregularly shaped plans such as
trapezoids. The other advantage is that the pointed arch channels the weight onto the bearing piers or
columns at a steep angle.




In Gothic Architecture the pointed arch is used in every location where a vaulted shape is called
for, both structural and decorative. Gothic openings such as doorways, windows, arcades and galleries
have pointed arches. Gothic vaulting above spaces both large and small is usually supported by richly
molded ribs. Rows of arches upon delicate shafts form a typical wall decoration known as blind arcading.
Niches with pointed arches and containing statuary are a major external feature. The pointed arch leant
itself to elaborate intersecting shapes which devel oped within window spaces into complex Gothic tracery
forming the structural support of the large windows that are characteristic of the style.

Gothic cathedrals could be highly decorated with statues on the outside and painting on the
insde. Both usualy told Biblica stories, emphasizing visua typological allegories between Old
Testament prophecy and the New Testament.

Important Gothic churches could also be severely smple. At the Basilica of Mary Magdalene in
Saint-Maximin the local traditions of the sober, massive, Romanesque architecture were still strong. The
basilica, begun in the thirteenth century under the patronage of Charles of Anjou, was laid out on an
ambitious scale (it was never completed al the way to the western entrance front) to accommodate
pilgrims that came to venerate relics. Building in the Gothic style continued at the basilica.

The Gothic cathedra was supposed to be a microcosm representing the world, and each
architectural concept, mainly the loftiness and huge dimensions of the structure, were intended to pass a
theological message: the great glory of God versus the smallness and insignificance of the mortal being.
The building becomes a microcosm in two ways:

- the sculptural decoration and symbolism incorporates the essences of and sacred history as well
as reference to the eternal;

- the mathematical and geometrical nature of the construction is an image of the orderly universe,
in which an underlying rationality and logic can be perceived.

2. IToozomoevme cooﬁmenue HAa QH2IUILCKOM A3bIKE O meMe.

“Painting Styles”: socialist realism, surrealism.

3. Haiioume 6 anzno-pyccKkom cjiosape IKUBAIeHMbl CAeOYIOUUX C/108 U BbIPANCEHUIL U blyYUmME UX.
to redo, a scary proposition, a needless expense, homeowner, the wrong style, showroom, residential
interior, a home furnishings gallery, order, a complete all-at-once room redo, a step-by-step plan, kiln-
dried hard woods, natural fibers, a multi-step process, tabletop, veneer, spatia perception, stamping,
dragging, ragging.

4. Ilpocaywaiime meKkcm u n0O20MOBGLMECH K €20 YCHIHOMY U3JI0HCEHUIO:

Most designers start by interviewing the homeowner and visiting the home in question. They will
gather information about traffic flow, how the room is used, who uses the room, the look you want, and
colour preferences. “We often look at what the person’s wearing (to get an idea of colour preferences),”
our expert confides. She then forms a plan with the client that works within the limitations of his budget.
It might be a complete all-at-once room redo or a step-by-step plan to be carried out over several years.

Our designer emphasi zes the expertise she brings to a project. She knows quality when she sees it
and communicates that to her clients. She urges them to look at the construction of furniture. Upholstered
pieces should be made of kiln-dried hard woods. Cushion cores will last longer if made of natural fibres.
Tables should be finished with a multi-step process as repairs to a one-step process can be costly. Big
expanses of wood, such as cabinet doors and tabletops, should be several layers of veneer so they won’t
warp over time.

A designer can aso help you steer clear of fads that will soon grind to a halt. For instance, our
expert thinks specia paint effects are great—if the room’s design and use call for it. She helps her clients
pick colours, wall coverings, and wall textures appropriate to the look and feel the homeowner desires.

And what will you be left with when it’s all over? A room tailored to suit your mood, your desire,
your preferences, and your lifestyle. In other words, you and your designer will achieve alook that says,
“you.”

Today, homeowners are finding wall finishes an important feature in interior decorating. With the
variety of products and services readily available, any desired look can be achieved.

Colours are appearing throughout the home. Sometimes each wall within a single room is painted
a different colour to add excitement and unique spatial perceptions. New combinations of colours are
occurring too, as well as, new paints and painting techniques to give walls the look of marble, stone and
even leather. Rubber stamping, dragging and ragging, as well as other decorative techniques have
increased in popularity. Wallpapering and stencilling are decorative options, as are fabric wallcovering
and elaborate wall murals created to provide a unique atmosphere to any room. True textures can be



added to create interest and dimension to any wall. Plasters are used over existing walls to make patterns
or simply to add depth and character to an otherwise flat surface.

For those who don’t know where to begin, an interior designer can help with ideas and a painting
contractor can aid those who aren’t confident in their painting skills.

Professionals can help make boring walls into aroom filled with ambience.
5. 3anonnume nponycku 6 RNpeOIONHCEHUAX NPU NOMOWLU 214207108 8 CKOOKAX, YNOMpeonas ux 8
dopme zepynousn unu ungpunumuea. Ilepeeeoume npeonosrcenusn:
Keep (talk) I’m listening to you.
Remember (call) me when you arrive!
Linda offered (look after) my dog while | was out of town.
Y ou should not postpone (pay) your bills.
Mark mentioned (go) to the market later today. I wonder if he’s still planning (go).
I used (go) there every Saturday.
The doctor ordered Mr. Bychkov (not, smoke).
Don’t tell me his secret. I prefer (not, know).
Could you please stop (make noise)? | am trying (concentrate) on my work.
CHHCOK JINTepPaTyphl, PeKOMEHIyeMbIii K HCI0JIb30BAHMIO 110 TAHHOI TeMe:
OcHoBHas JuTepaTypa
1. Ara6exsH, U. I1. AHrnmiickuii s3p1k U1t 6akanaBpoB: yue6. mocodue / U. I1. ArabeksH. - PoctoB v//1;
®denukc, 2015. -379 c.
JlonoHUTEILHAS JIUTEpPATypa
1. WHOCTpaHHBIA SI3BIK (AHTNIMACKAN SA3BIK): TPaKTUKyM / MUHHCTEPCTBO KymbTypbl Poccuiickoit
O®eneparnn, IbC KemepoBckuil rocyJapcTBEHHBIH WHCTUTYT KyJIbTypbl, ColMambHO-TYMaHUTAapHBIN
uHCTUTYT, Kadenpa mHOCTpaHHBIX s3BIKOB. - KemepoBo: KemepoBckuii rocyaapcTBEHHBIH HWHCTHUTYT
KyJabTyphl, 2017. - 212 c.
2. AHIMUKACKUI $3BIK Ui CTYJEHTOB YHUBEPCUTETOB. UTeHHE, NMUCbMEHHAs MPAaKTUKa U IPAKTHKA
yctHol peun: yueOnuk: B.2 u. / C.U. Kocteiruna, O.A. bepesuna, F0.A. UBanosa u ap., Y. 1. - 2-¢ u3x,,
nepepad. u jom. - M.: Akanemus, 2006. - 400 c.
3. AHTTIMICKUI S3BIK [T CTYJCHTOB, 00YJarOIIUXCsl 1Mo crienmanbHocTh "'J{u3aiin": yaeOHoe nocobue
JUTSI CTYJICHTOB, o0yuJaronuxcs no cnenuanbocty "Jluzan" / [I'. B. lleiosa u np.]. — M.: Beici. 1k.,
2007.-340c.
4. bapaunckas, T. P. Aurimiickuil s361k B cdepe anzaiiHa DIEeKTPOHHBIN pecype: YuebHnoe nmocodue / T.
P. bapmunckas, E. B. Kapuera, A. A. ®nakcman. - Hwxnauii Hosropoa: Hwuxeroponackuit
TOCy/IapCTBEHHBIN apXUTEKTYPHO-CTpouTeNnbHbIN yHIBepcuTeT, ObC ACB, 2018. - 127 c.

IIpakTnyeckoe 3ansitne Ne 17.
Tlpaxmuxa peuu: Thework of an architect / Pa6ora apxutekTopa
I'pammamuxa: llpuyactue | (mpoctoe, nepdextnoe) u llpuuacrue 11
I_Ie.JIL: (DOpMI/IPOBaHI/Ie KOMMYHHUKATHBHBIX KOMHCT@HL{I/Iﬁ, OBJIAJCHHEC JIEKCUKOHU U FpaMMaTI/IKOfI
B pesyabTaTte 0cBOeHHE TeMbI CTYAEHT [J0JIKEH
3HATh: HOPMbI YIIOTPEOJICHUS JIGKCUKH aHTJIUHCKOTO s3bIKa B PO eCCHOHAIBHOM chepe
YMETh: YUTaTh U MEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY JIA ITOIOJIHCHUA HpO(l)GCCI/IOHaJ'ILHLIX 3HaHPII>i;
OCYLICCTBJIATH HpO(l)eCCI/IOHaJ'H:HyIO KOMMYHUKAIIUIO B YCTHOﬁ A IMTMCbMEHHOM (bopMax Ha aHTJIHHCKOM
S3BIKEC.
AKTYaJILHOCTh TeMbl: 00yCIIOBIIEHa HEOOXOAMMOCThIO OBlageHneM YK-4.

Teoperuyeckasi 4acTh!

The architect usually begins to work when the site type and cost of a building have been
determined.

The natural environment is at once a hindrance and a help, and the architect seeks both to invite
itsaid and to repel its attacks. To make buildings habitable and comfortable, he must control the effects of
heat, cold, light, air, moisture, and dryness and foresee destructive potentiaities such as fire, earthquake,
flood, and disease.

The placement and form of buildings in relation to their sites, the dis-tribution of spaces within
buildings, and other planning devices discussed below are fundamental elements in the aesthetics of
architecture.

The arrangement of the axes of buildings and their partsis a device for controlling the effects of
sun, wind, and rainfall.



Within buildings, the axis and placement of each space determine the amount of sun it receives.
Orientation may control air for circulation and reduce the disadvantages of wind, rain, and snow.

The characteristics of the immediate environment also influence orientation: trees, land
formation, and other buildings create shade and reduce or intensify wind, while bodies of water produce
moisture and reflect the sun.

Architectural forms. Planning may control the environment by the design of architectural forms
that may modify the effects of natural forces.

Colour has a practical planning function as well as an expressive quality because of the range of
its reflection and its absorption of solar rays. Since light colours reflect heat and dark colours absorb it,
the choice of materials and pigmentsis an effective tool of environmenta control.

The choice of materials is conditioned by their own ability to withstand'the environment as well
as by properties that make them useful to human beings. One of the architect's jobs is to find a successful
solution to both conditions; to balance the physical and economic advantages of wood against the
possibility of fire, termites, and mold, the weather resistance of glass and light metals against their high
thermal con—ductivity, and many similar conflicts.

The control of the environment through the design of the plan and the outer shell of a building
cannot be complete, since extremes of heat and cold, light, and sounds penetrate into the interior, where
they can be further modified by the planning of spaces and by special conditioning devices.

Temperature, light and sound are all subject to control by the size and shape of interior spaces, the
way in which the spaces are connected, and the materials employed for floors, walls, ceilings, and
furnishings.

Today, heating, insulation, air conditioning, lighting, and acoustical methods have become basic
parts of the architectural program.

While environmental planning produces comfort for the senses (sight, feeling, hearing) and
reflexes (respiration), planning for use or function is concerned with convenience of movement and rest.

The number of functions requiring distinct kinds of space within a building depends not only
upon the type of building but also upon the requirements of the culture and the habits and activities of the
individual patrons. A primitive house has a single room with a hearth area, and a modern one has
aseparate areas for cooking, eating, sleeping, washing, storage, and recreation. A meeting-house with a
single hall is sufficient for Quaker religious services, while a Roman Catholic cathedral may require a
nave, aides, choir, apse, chapels, crypt, sacristy, and ambulatory.

Magjor expenses in buildings are for land, materias, and labour. In each case they are high when
the commodity is scarce and low when it is abundant, and they influence planning more directly when
they become restrictive.

When land coverage is limited, it is usually necessary to design in height the space that otherwise
would be planned in breadth and depth, as in the ancient Roman insula (apartment houses) or the modern
skyscraper. When the choice of materials is influenced by cost, al phases of architectural design are
affected, since the planning procedure, the technique, and the form of buildings are dependent on
materias. High labour cost influence the choice of techniques and, consequently, of materials.

Ilpuuactue | (mpocroe, nepgextHoe) u Ilpuyactue 11

ITpuuactue | npocroe Tumna: doiNg BeIpakaeT 00HO8PEMEHHOCHIb

VYnotpebnenue: Travelling about the country, he saw very | Ilymewecmsys NO cmpare, oH
|. Kak oOcTosiTenbeTBo: many interesting things. BHJIETT MHOTO UHTEPECHOTO.
a) BpeMeHH
b) nprunnbl Knowing the life of the workerswell, John | Tak kak /[>xon Pun xopomio 3Hax
Reed helped them in the struggle for their | sxu3Hp pabounx, OH moMoran uMm
rights. B Oopn0e€ 3a uX Impasa.
Not knowing what was the matter, we He 3uas, 9t0 ¢ HEH, MBI HE
couldn’t help her. MOTJIH €l TOMOYb.
c) oOpasa AeHCTBHS I He stood looking thoughtfully out of the OH cTos111, 3ayMYUBO 2715051 B
COITyTCTBYIOIIETO AeiicTBrs | Window. OKHO.
John Reed’s speech exposing the war made | Peus Ixona Puna,
I1. Kak onpenenenue a deep impression on everybody. paszobnayasuias BOHY,

Mpow3Besia Ha BCeX TIIyOOKoe
BIICYATIICHUE.




[puuactue I nepdextHoe THNA: having done Beipakaet npeduiecmsosatue

Vnorpebienue: Having lost the key, they couldn’t get in. Tlomepss K04, OHU HE MOTJIH
Kax o6cTosiTenseTBo: BOWTHU B KOMHATY.

a) IPUYMHBI

b) Bpemenu Having left school, he went to work at a OKoHu16 KOy, OH TMOIIEN

factory. paboTaTh Ha 3aBOJ.

Ipuuacrtue I mepdexrnoe 8 | Everybody knows the name of the man Bce 3HaroT uMs 4enoBeka,
AHTJIMHCKOM SI3bIKE HE who made that discovery. coenasuie2o 3TO OTKPHITHE.
yHoTpeOIsieTcs Kak
OIpeieiicHHE.

[Tpuuacrue I Tuna painted (done) nMeer 3HaYCHUE cMpadamenbHoO20 3a102d
VYrotpebnenue: We were greatly impressed by the events | CoGriTHsI, onucanusie B cTaThe,
KaK OIIpeIe/ICHIE described inthis article. MIPOM3BEIN Ha HAC OOJIBIIOE

BIICYATIICHHE.

Bomnpocsl u 3a1anus:

1. 3axkonuume npeoﬂoofceuuﬂ 6 coomeemcmeuu ¢ meKcmom (u3 meopemutmcxoﬁ uacmu), Ucnonb3ya
cnedyromue cinoea u evipaxcenusn. the environment by the design of architectural forms; is an effective
tool of environmental control; room with a heat area; must control the effects of the natural environment;
light and sound penetrate into the interior; a nave, aides, choir, apse, chapels, crypt, sacristy, and
ambulatory shade and reduce or intensify wind
. To make buildings habitable and comfortabl e the architect...
Trees, land formations, and other buildings create ...
Planning may control ...
Extremes of heat and cold...
. The choice of materials and pigments ...
. A primitive house has asingle
. A Roman Catholic cathedral may require ...
. Cumyayus: Brol paboTaere B KapTUHHOM rajiepee u mpojaere kaptuHbl. K Bam 3a coBeTom oOpatuiics
Ha‘lI/IHaIOH_II/Iﬁ KOJUICKOUOHEP.
3adaua npooasua:

d) J[aTh BCIO HEOOXOAMMYIO MH(MOPMAIHIO O CTHWIAX, HAMPABICHUAX, MPHUEMaX, MCIIOIb3YEMbIX B

JKHUBOIIUCH,
b) npomare emy kapruHy Bamiero moOMMOro XyJI0KHHKA, MOAPOOHO ONMKCAaB JIOCTOMHCTBA
KapTHHBI.

3aoaua Konnexkyuonepa: He TOJIAaBaThCA Ha YrOBOPHI MpOJaBla, T.K. Bbl XoTuTe coOMpaTrh KapTUHBI
JpYroro xXyJIo>KHHKA.
3. HucomeHnno nepeeeoume HA AHZAWICKUIL A3BIK CAeOYIOWUE CO60COUCMAHUA: TIPUTOIHBIA JIs
KWIIbsA; PACIIOJIOXKCHUE, IIOJOXKCHHUE, PE3YyJIbTaThbl B03JIeI>'ICTBPI5[ COJIHIIA, BE€Tpa M OOXIOA; CO31aBaTb
BJIQKHOCTb M OTpaXkaTh COJIHIIE; BakHOE (3PQEeKTHBHOE) CPEACTBO KOHTPOJIS; BHIOOp MaTepHasioB JJIs
CTPOUTCIILCTBA, CII0COOHOCTH MMPOTHUBOCTOATH B03,£[ef/JICTBI/I$IM 0pr>1<a}01ue171 CpeAabl; OTOIUICHHUEC,
H30JIA0MsA, KOHAWIMOHUPOBAHUE BO31AYyXad, OCBCUICHHUE, AKYCTHYCCKUEC METO/BbI, Q)YHKHI/IOHaHBHOC
IIJIAHUPOBAHUC, OOKOBOM He(l); CKJICTI, pHU3HHUIA, YAaCOBH:, pacCXO/Jbl; BJIMATH Ha BLI60p MaTcpUuajioB;
3aBUCCTH OT Tpe60BaHHﬁ 3aKa34yuKa
4. B coomeemcmeuu ¢ munom apxumexmypeut, coeounume: theatres, hospitals, guardhouses, capitols,
schools, stores, prisons, parliament buildings, museums, shrines, court houses, villas, circuses, athletic
facilities, factories, huts, banks, exhibition halls, mines, churches, hostelries, libraries, apartment houses,
markets, publishing houses, mansions, post-offices, |aboratories
1) Domestic Architecture
2) Religious Architecture
3) Recreational Architecture
4) Architecture of Welfare and Education
5) Commercial and Industrial Architecture
6) Governmental Architecture
5. IToozomoevme cooﬁmenue Ha QH2TTUTCKOM A3bIKE O 00OHOU U3 npedﬂo.)fceimblx mem:
- Environmental Design
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- Materials and Techniques

- Aesthetic and Functional Criteriain Architecture

- Economics and Architectural Planning

6. Ilepeseoume na pycckuii A3blK, 00pawias 6HUMAHUE HA NPUYACIUA:

1. Everybody looked at the dancing girl. 2. The little plump woman standing at the window is my
grandmother. 3. The man playing the piano is Kate's uncle. 4. Entering the room, she turned on the light.
5. Coming to the thesatre, she saw that the performance had already begun. 6. Looking out of the window,
he saw his mother watering the flowers. 7. Hearing the sounds of music we stopped talking 8. She went
into the room, leaving the door open.

7. 3amenume npuoamounsle onpedeumesibHble RPEOI0NCEHUSL RPUYACHHbIMU 000pOmMamu:

1. All the people who live in this house are stu dents. 2. The woman who is speaking now is oui secretary.
3. The apparatus that stands on the table in the- corner of the laboratory is quite new. 4. The young man
who helps the professor in his experiments studies at an evening school for la bo ratory workers. 5.
People who take books from the library must return them in time. 6. There are rnany pupilsin our class
who take part in all kinds of extra-curricular activities.

Cnucok JuTepaTypbl, peKOMEHAyeMblil K HCII0JIb30BAHUIO 110 JAHHOM TeMe:

OcHoBHasi TUTEpaTypa

1. Ara6exsH, U. I1. Arrnuiicknii 1361k 1151 6akanaBpoB: yue0. mocodue / U. I1. ArabeksH. - PoctoB v//1:
®ennkc, 2015. - 379 c.

JlonoHUTEILHAS JIUTEpPATypa

1. WHocTpaHHBIN S3bIK (QHTIIMHACKUE $3BIK): TPakTHKYM / MUHHCTEpCTBO KyIbTYpbl Poccuiickoit
Oenepaunn, 9bC KeMepoBckuil rocyaapCTBEHHBI HMHCTUTYT KyJIbTypbl, ConuanbHO-I'yMaHUTapHBINA
uHCTUTYT, Kadenpa mHOCTpaHHBIX s3BIKOB. - KemepoBo: KemepoBckuii rocyaapcTBEHHBIH HWHCTHUTYT
KynbTyphl, 2017. - 212 c.

2. AHIMUKACKUI S3BIK Ui CTYJEHTOB YHUBEPCUTETOB. UTeHHE, MUCbMEHHAs MNPAaKTUKa M IPAKTUKA
yctHO# peun: yuebnuk: B.2 4. / C.U. Kocteiruna, O.A. bepesuna, FO.A. WBanosa u np., Y. 1. - 2-e u3z.,
nepepad. u for. - M.: Akanemus, 2006. - 400 c.

3. AHIIIMACKUI SI3BIK TS CTYICHTOB, 00yUaromuXxcs 1o crenuansHocTr "Au3aiin": yueOHoe ocodue
JUTSL CTYJIEHTOB, o0y4atoruxcs o cnenuanbrocT "J{nzaiin" / [I'. B. lllernioBa u np.]. — M.: Beicir. mik.,
2007.-340c.

4. bapnunckas, T. P. Aurnuiickuii s3bIk B cepe qu3aitHa DIeKTpOHHBIH pecypc: YueoHoe mocobue / T.
P. bapmunckas, E. B. Kapuera, A. A. ®nakcman. - Hwxnauii Hosropoa: Hwuxeroponackuit
TrOCy/apCTBEHHBII apXUTEKTYpPHO-CTPOUTENbHBIN YHUBEpcHuTeT, OBC ACB, 2018. - 127 c.

Paznen 3. Design Basics/ OcHoBbI qu3aiiHa

IpakTnyeckoe 3ansitue Ne 20.
Ipaxmuxa peuu: Modern Design / CoBpeMeHHbIii 1H3aiiH
I'pammamuxa: CTpagaTeJbHBIH 3aJI0T.
HeJIL: CDOpMPIpOBaHI/Ie KOMMYHHUKATHUBHBIX KOMHCTGHL{I/Iﬁ, OBJIAJACHUC JIEKCUKOH U FpaMMaTHKOﬁ
B pesyabTaTte 0cBOeHHE TeMbI CTYACHT J0JIKEH
3HATb: HOPMbI yrIOTpe6J'IeHI/I}I JIEKCHKH aHTJIMHCKOTO S3bIKa B HpO(l)CCCI/IOHaHLHOﬁ C(bepe
YMETh: YUTaTh U MEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY JIA ITOIOJIHCHUA HpO(I)GCCI/IOHaJ'ILHLIX 3HaHPII>i;
OCYIIECTBJIATh NPOGECCHOHAIBHYI0 KOMMYHHUKAIIMIO B YCTHOW M HMHUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
SI3BIKEC.
AKTYaJILHOCTDh TeMbI: 00yCIIOBIIEeHa HEOOXOAMMOCThIO OBlageHneM YK-4.

TeopeTnueckasi 4acThb:

Modern Design of the early 20th century, much like the fine art of the same period, was a reaction
against the decadence of typography and design of the late 19th century. The hallmark of early modern
typography is the sans-serif typeface. Early Modern (not to be confused with the other modern era of the
18th and 19th centuries) typographers such as Edward Johnston and Eric Gill after him were inspired by
vernacular and industrial typography of the latter nineteenth century. The signage in the London
Underground isa classic of this eraand used afont designed by Edward Johnston.



The following years saw graphic design in the modern style gain widespread acceptance and
application, while it simultaneoudy stagnated. Notable names in mid-century modern design are Adrian
Frutiger, designer of the typefaces Univers and Frutiger; and Josef Miiller-Brockmann, who designed
postersin a severe yet accessible manner typical of the 1950s and 1960s.

The reaction to the increasing severity of graphic design was slow but inexorable. The origins of
post-modern typography can be traced back as far as the humanist movement of the 1950s. Notable
among this group is Hermann Zapf who designed two typefaces that remain ubiquitous — Palatino (1948)
and Optima (1995). By blurring the line between serif and sans-serif typefaces and re-introducing organic
lines into typography these designs did more to ratify modernism than they did to rebel.

An important point was reached in graphic design with the publishing of the First things first
964 Manifesto which was a call to a more radica form of graphic design and criticised the ideas of value-
free design. This was massively influential on a generation of new graphic designers and contributed to
the founding of publications such as Emigre magazine.

Another notable designer of the latter Oth century is Milton Glaser who designed the
unmistakable | Love NY ad campaign (1973), and a famous Bob Dylan poster (1968). Glaser took
stylistic hints from popular culture from the 1960s and 1970s.

CrpagaresibHbIH 32J10T

B aHrmiickoMm si3bIKe I1arojibl MOTYT UMETh J1Ba 3ajiora: oeticmeumenvhwiil (the Active Voice) u
cmpaoamenvubili (the Passive Voice).

I'marom B JCHCTBUTEIBHOM 3aJI0T€ ITOKA3bIBAET, YTO JCHCTBHE BBIMOIHACTCS, COBEPINACTCS
JIMIIOM HJIH TIPEIMETOM, 0003HAYCHHBIM IO [IC)KAIIIUM.

I'maron, B CTpagaTelbHOM 3aj0r€ IMOKAa3bIBACT, YTO JIMIIO MM TNPEAMET, 0003HAYCHHBIH
TIOJUTC)KAIIIMM, HCIBITHIBAET BO3JCHCTBHE WM HAXOMUTCS B OMPEACICHHOM COCTOSHHH B PE3yJIbTATe
KaKoro-to Bo3jeicTBus. MYHKIMKA CTPaIaTeIbHOTO 3a0Ta B aHTJIMHUCKOM SI3bIKE TOPa30 IUpE, YeM B
PYCCKOM SI3BIKE.

Obpa3oBanue cTpafaTeJbLHOro 3ajora. CTpajaTenbHbI 3a0r 00pa3yeTcsi B aHIVIMICKOM SI3bIKE C
TTOMOIIBIO BCITOMOTATEIRHOTO Ttarosia t0 be u dhopmer mpuuactus 11 cMBICIOBOTO Ti1aroja. 3TO MOXKHO
IPEICTaBUTh (OPMYJIOiA:

to be + Participle |

®opwma npuyactus Il HMKOraa He U3MEHsETCs, a IOKa3aTeJIeM JIMLA, YMCia U BPEMEHU SBJISIETCA
BCIIOMOTATE bHBIN r1aros to be.

I"1aro. to show B crpanaresibHOM 3as0re Bpemen rpymibl | ndefinite.

1 nuno /1. YMCIIa HACTOSIIETO BPEMEHH am
3 nuno /1. YKciIa HACTOSIIETr0 BpeMEHH is
MH. YHCJIO HACTOSIIETO BPEMEHH are
€J1. YKCJIO MPOIIE/IIIEr0 BPEMEH! was shown
MH. YHCJIO IPOLIEIIIETO BPEMEHU were
1 nuto OyayIero BpeMeHu shall be
JIpyTHe JIHIa OyAyIIero BpeMeHH will be

OrpunarensHas (opma cTpajaTelabHOrO 3ajora oOpasyercs Npu HOMOIIM OTPUIATENILHOM
Y4acTHIIBI NOt, KOTOPasi CTAaBUTCS TIOCIIE MIEPBOTO BCIIOMOTATEILHOTO TJ1aroia:
| am not shownMHe He oKa3bIBatOT
He isnot shown Emy He noka3bIBaroT
We are not shown Ham He noka3bIBaroT
Shewasnot shown  Eii He noka3siBau (He MOKa3am)
They were not shown WM He moKa3bIBaIH (He TOKA3aiIH)
| shall not be shown  MHue He mokaxyT
[t will not beshown  Emy (pebenky) He mokaxyT
BompocurenbHass ¢Gopma  cTpajaTeIbHOro 3ajora o0pa3dyeTcs [OCTAHOBKOW —IEPBOTO
BCIIOMOTATEJIbHOTO TJIArojia Mepe;] Mo UICKaIiM:

Am | shown? MHe noka3sIBaroT?
I's he shown? Emy mokasbiBaror?
Are we shown?Ham nokassiBaror?

W as she shown? Eit noka3ssiBanu?

Werethey shown? WM mokasbiBaiun?



Shall | be shown? MHe oKaKyT?
Will it be shown? Emy (pebGeHKy) moKaKyT?

YnorpedsieHue cTpagaTe/IbHOrO 3a10ra. B aHITHIICKOM sI3bIKE BCE OOBEKTHBIC IIIAr0JIbI MOTYT
YIOTPEOIATHCST B CTPAJAATENLHOM 3aJI0re, TOT/Ia KaK B PYCCKOM SI3bIKE B CTPAJaTeIbHOM 3aJ0re¢ MOTYT
YIOTPEOIATHCS TOJBKO MEPEXOHBIE TJaroibl. B aHMIMICKOM s3bIKE YHNOTpPEOJEHHE CTPaaaTeIbHOrO
3aj10ra ropasjio mupe, YeM B PYCCKOM SI3BIKE, TAK KaK KaTeropusi OOBEKTHBIX TJIAroJioB (TIPUHUMAFOIINX
A1000€ JIOMONHEHUE) 3HAYMTETIBHO IIMPE KATETOPHU IMEPEXOAHBIX IIaroyioB (IMPHHHUMAIOMIUX TOJBKO
IPSIMOE JTOTIOJTHEHHE — JOTIOJHEHHE B BUHUTEIBHOM Maiexe 0e3 mpeiora).

[Motexaiee TPENTIOKEHNS B CTPAJATEIbHOM 3aJ0re€ B PYCCKOM S3bIKE SIBJISETCS BCETJIa
OPSIMBIM, HETOCPEJICTBEHHBIM OOBEKTOM JICHCTBHUsI, T.e. 10 3HAYECHHIO COOTBETCTBYET MPSIMOMY
JIOTIOJTHEHHUIO MIPE/UTOKEHHS B ICHCTBUTEILHOM 3aJ10TE.

[Motexaiiee MPeUIOKEHH B CTPAJATENBHOM 3aJlor€ B AHIJIMHACKOM SI3BIKE MOYKET TaKKe
0003Ha4aTh MPSIMOM HEMOCPEICTBCHHBIN OOBEKT ACHCTBHS, HATPUMED:

Houses ar e built very quickly now. JToma ceiiuac cTposiTest O4eHb OBICTPO.
This house was built last year. D1ot 10M GbLJI MOCTPOEH B ITPOILIOM TOY.

BOl'lpOCbI U 3a1aHUA.
1. Ilepegeoume:

In order to create peace and tranquility in the meditation garden consideration should be given to
building some type of privacy fence or barrier if your garden area is prone to noise or disturbance.
Promoting the growth of wall plants or vines will not only contribute insulation from noise but be
pleasing to the eyes as well.

Another one of the features of a meditation garden that is highly recom-mended is some type of
water. If you can have running water, some type of fountain or stream or even a goldfish pond, adds a
flare of tranquility and peace to a meditation garden. Any true meditation garden enthusiast would agree
that the running water sound and peace it creates certainly lends to the atmosphere a great deal. A small
trickling fountain will aso block out ambient noise.

Create a sitting area. A tranquil seating area can be as simple as a patio with relaxation chairs or
benches constructed from native stone or local wood.

Inspire your meditations with a garden statue. Y our thoughts and reflections might be enhanced
by a religious figure, such as a Buddha or St. Francis of Assisi. Secular statues for meditation gardens
include a child figure or your favourite animal.

Many gardeners choose to attract the native birdlife by erecting a bird feeder or locating a bird
bath for them to preen themselvesin. Their song as well as their gentleness and unflustered lifestyle can
be area boost for a meditation garden.

Build a meditation garden if you need a place to escape. It can be your place, your area for
contemplation and deliberation and reflection on your life, and your circumstances.

Such afeature will quickly become an integra part of and favourite spot for sanatorium guests to
visit and spend timein.

2. Omeemome Ha 6ONPOCHL.

1. What is a meditation garden?

2. What do these gardens often contain?

3. How do you create a sitting area?

4. Why should some type of privacy fence or barrier be given to building?

5. Name all the features of a meditation garden?

6. What should you do if you need a place to escape?

3. Coznacumecw unu ne co2iacumecs co cnedyromumu 6bICKA3bl6AHUAMU. 06ocuyﬁme ceoe MHeHue.
1. Never add depth with the incorporation of a path.

2. A small trickling fountain will aso block out silence.

3. Inspire your meditations with a garden statue.

4. Many gardeners do not choose to attract the native birdlife by erecting a bird feeder or locating a bird
bath for them to preen themselvesin.

5. Such afeature will quickly become an integral part of and favourite spot for sanatorium guests to visit
and spend timeiin.

4. ITucomenno cocmasvme annomauuio K mexcmy (ynp. 1).

5. Haiioume 6 mekcme (meopemuueckoil uyacmu )u evlRuUMWIUME €064, OMHOCAUWUECA K meme
«Modern Designy, ucnoib3ysa anznuiickuit moaKoeslil c106apb, Oaiime um onpeoeieHus.



6. Cocmasvme ceou npedﬂoafcenuﬂ CO cjioeamu u cjioeocouemanuanu:

background 3aHHI TUIaH

base OCHOBa

oil-based Ha MacJsiHOW OCHOBE

water-based Ha BOJIHOIT OCHOBE

wax-base Ha BOCKOBOIT OCHOBE

BC = Before Christ JI0 HaIIei Pl

beige OeKEBBII

benchmark OTMETKA YPOBHS, HCXO/IHBIN IMyHKT

blend Hepexo OT OJHOTO IBeTa B APYroil MM OIHOTO OTTCHKA B
JIpyrou

block (in, out) HaOpachIBaTh BUEPHE

bode npe/iBeIaTh

brown KOPUYHEBBIN

brush KHCTh

6. Ynompeoume nyscnoe epemsa OeiicmeumenbHo20 Uil CMpadameibHO20 34102d 271420714, OGHHO20 8
CKOOKax:

1. He must (to remind, to be reminded) that we’ll have a meeting tomorrow. 2. Their lesson must (not to
interrupt, not to be interrupted). 3. He (to tell, to be told) to take care of the wounded man. 4. It was
difficult for them (to find out, to be found out) his address. 5. Many guests (to invite, to be invited) to my
brother’s birthday party yesterday.

Cnucok JuTepaTypbl, peKOMEHAyeMblil K HCII0JIb30BAHUIO 110 JAHHOM TeMe:

OcHoBHag JuTepaTypa

1. Arab6eksH, U. I1. AHrmiickuii s3b1k Ut OakanaBpoB: yueO. mocodue / W. I1. ArabeksH. - Poctos v//1:
®ennkc, 2015. - 379 c.

JlonoiHUTeIbHAS JIMTEpPaTypa

1. WHocTpaHHBI S3bIK (QHTIIMHACKUE S3BIK): TPakTHKYM / MUHHCTEpCTBO KyIbTYpbl Poccuiickoit
®eneparn, ObC KemepoBckuil rocyIapCTBEHHBIH HWHCTHUTYT KyJIbTypbl, CoIHMambHO-TYMaHUTapHBIN
nHcTHTyT, Kadenpa wHOCTpaHHBIX s3BIKOB. - KemepoBo: KemepoBCkuili rocymapcTBEHHBI HHCTUTYT
KynbTyphl, 2017. - 212 c.

2. AHTIMHACKHAN $3BIK JAJIsl CTYJECHTOB YHUBEPCUTETOB. UTeHHWe, NMHCbMEHHAs MPaKTHKAa M IPaKTHKa
yctHoH peun: yueOnuk: B.2 u. / C.U. Kocteirnna, O.A. bepesuna, 10.A. UBanosa u ap., Y. 1. - 2-e u3x.,
niepepad. u nom. - M.: Akagemus, 2006. - 400 c.

3. AHIIIMACKUI SI3BIK TS CTYICHTOB, 00yUaromuxcs 1o crenuansHocTh "Au3aiin": yueOHoe ocodue
JUTSI CTYJIEHTOB, o0y4atomuxcs o cnenuanbrocTy "Jlnzaiin" / [I. B. IllesnoBa u np.]. — M.: Beicmr. mik.,
2007.-340c.

4. bapnunckas, T. P. Aurnuiickuii s3bIk B cepe qu3aitHa DIeKTpOHHBIH pecypc: YueOHoe mocobue / T.
P. bapmunackas, E. B. Kapmesa, A. A. ®nakcmad. - Hmwkuamii Hosropoa: Hwmxkeropoackmii
rOCy/IapCTBEHHBII apXUTEKTYpPHO-CTPOUTENbHBIN YHUBEpcHuTeT, ObC ACB, 2018. - 127 c.

pakTHyeckoe 3ansiTue Ne 22,
Ipaxmuxa peuu: Poster art / Apuma
I'pammamuxa: llpomenmee n dOyaymee Bpemsi rpynnsl Continuous.
Heab: ®opMupoBaHHEe KOMMYHUKATUBHBIX KOMIIETEHIIUHN, OBJIaJIEeHUE JIEKCUKON U TpaMMaTHUKOU
B pe3yjabTaTe 0OCBOCHHE TEMbI CTYACHT JO0JIKCH
3HATb: HOPMbI yl'[OTpe6J'IeHI/I}I JIEKCHKH aHTJIMHCKOTO S3bIKa B HpO(I)CCCHOHaHLHOf/'I C(bepe
YMeTb: YUTATh U MEPEBOJINTH CHEIUANBHYIO JINTEPATypy JJIs MOTONHEHHs TPO()ECCHOHAFHBIX 3HAHUN;
OCYIIECTBJIATh NPOGECCHOHAIBHYI0 KOMMYHHUKAIIMIO B YCTHOW M HMHUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
S3BIKEC.
AKTYaJIbHOCTH Te€MbI: 00yCIIOBJIEHA HEOOXOANMOCTRIO OBlafgeHueM Y K-4.

TeopeTnueckasi 4acThb:

Poster art has its development origins in Paris, France after the creation of the three-colour
lithograph process around 1850. Led by the work of the father of the industry, Jules Chéret, the poster
provided a low cost method of advertising for theatrical and sporting events as well as store and
manufacturers' goods. The industry attracted the service of many aspiring painters who needed a source of
revenue to support themselves. Competition spawned a breed of poster art specialists and by the 1870s,
colourful posters dotted the city of Paris. In the United States, posters did not evolve to the same artistic



level. American posters were primarily directed towards basic commercial needs to deliver a written
message. However, the advent of the travelling circus brought colourful posters to tell citizens that a
carnival was coming to town. But, these too were very commercialised, of average quality, and few saw
any real artistic creativity.

In France, posters became a work of art that transformed the thoroughfares of Paris into the "art
galleries of the street." Their commercial success was such that some of the artists were in great demand
and theatre stars personally selected their own favourite artist to do the poster for an upcoming
performance. The popularity of poster art was such that in 1884 a major exhibition was held in Paris. By
the 1890s, poster art had widespread usage in other parts of Europe, advertising everything from a bicycle
to a bullfight. By the end of the 9th century, during an era known as the Belle Epoque, personalities such
as Henri de Toulouse-Lautrec raised the level of poster art even further. Between 1895 and 1900, Jules
Chéret created the Maitres de 1'Affiche (Masters of the Poster) series that became not only a commercial
success, but is now seen as an important historical publication.

1. Ilpomenuiee Bpemsi rpynnbl Continuous obpasyercst u3 nporeamniei hpopmsl riiaroia to be u
npuyactust I cMbIcIoBOrO Titarosia — was (Were) + ing:

At seven o’clock T waswriting aletter. B cempb 9acoB s mHcaJT TUCHMO.

What wer e you doing yesterday at five? Uro BbI Jes1aau Buepa B IsITh?

2. IIpomeaiee Bpemst rpymibl CoONtinUOUS yrmoTpebisieTcst:

1) Jlns BbIpaXkeHUs AEMCTBHSA, NMPOUCXOIUBIIETO B OMNpEIENEHHBIH MOMEHT B MPONLIOM. DTOT
MOMCECHT MOXET 6])ITB sSICCH U3 KOHTCKCTA UJIN BBIPAKCH:

a) TOYHBIM YKa3aHHEM BpeMeHH (4acoM) —
| waswaiting for you at ten o’clock  yesterday. Why didn’t you come? 51 :xxnan Bac B 10 yacos Buepa.
ITouemy BbI HEe pUILIN?

0) IpyruM JeiCTBHEM, BRIPAKCHHBIM IJIar0JIOM B MpoimeiieM Bpemenu rpymmsl | ndefinite —
| was preparing my lessonswhen my friend camein. Sl rotoBuJ ypoku, Korjaa BouiesJ Moii Apyr.
What wer e you doing when Pavliov cameto seeyou? Yro Bbl Jedajii, KOrJa K BaM NPHUIIET
IlaBaoB?

ITIpuwmedanu e [lpomemmee Bpems rpynmsl CONtiNUOUS epeBOIUTCS HAa PYCCKHIA SI3BIK
J1aroJioM HECOBEPLIEHHOTO BH/IA.

1. Byaymee Bpemsi rpynnbl Continuous obpasyercst npu oMoy riarojia to be B Oymymem
BpeMeHH 1 npuyacTus | cMbiciioBoro riuarosa Will/shall be + ing:
| shall be listening to alecture at thistime tomorrow.  3aBTpa B 3T0 Bpems 51 0yay CJayIIATH JICKIHIO.
What will you be doing at eight tomorrow? Uro el Oyzerb jenaTh 3aBTpa B BOCEMb 4acoB?

2. bynyuee Bpemst rpymmbel CONtinUOUS ynoTpeOisieTes Uist BBIpaXKeHHs ISHCTBUSI, KOTOpOoe OyaeT
COBEpPIIATHCS, OYIET HAXOMUTHCS B TMPOILIECCE PA3BUTHSI B OIMPEICICHHBIM MOMEHT B OyjayriemM. DTOT
MOMEHT MOET OBbITh SICCH U3 KOHTEKCTA HITH BBIPAKCH:

1) TounsiM yKka3zaHHeM BpeMeHH (daca) B Oy rymem —
| shall be preparing my lessons at eight o’clock tomorrow. I 6yay roToBHTH ypOKH 3aBTpa B
BOCEMb YaCOB.

2) Hpyrum peiicTBueM B OyIyllieM, BBIPaKCHHBIM IJIar0JIOM B HACTOSIIEM BPEMEHH TPYIIIbI
I ndefinite B npuaaTroyHOM NpeIOKEHNN BPEMEHU MIJIH YCIIOBUS —

When you cometoseeme, | shall be pre paring my lessons. Koraa Tl npuaenis Ko MHe, s 0yxy
TOTOBHTH YPOKH.

BOl'lpOCI)I U 3a/laHUA .
1. ITucomenno nepesedoume:.

Other creators such as Eugene Grasset and Alphonse Mucha helped develop Art Nouveau, a
complete new style for poster presentations and more. Poster artists such as Théophile Steinlen, Albert
Guillaume, Leonetto Cappiello and others became important figures of their day, their art form
transferred to magazines for advertising as well as for social and political commentary.

The advent of the movie Theatre saw a new form of poster art, the Movie poster and although
mass produced on lower quality paper intended to have a short lifespan, they nevertheless showed the
same creativity of their forerunners in poster art. World War | saw the Belle Epoque draw to a close and
with it came a sharp decline in the demand for commercial posters as the world had to focus on war-
related messages. In the United States, effective use was made of the Uncle Sam image created on a



poster by James Montgomery Flagg. Directed at citizens to encourage enlistment in the military, to buy
war bonds, or to participate in the war effort in other ways, Montgomery's poster proved very effective.

2. Haiioume ¢ mekcme (meopemuueckoil uacmu) u 6blRUMIUME C1064, OMHOCAUWUECs K meme
«Poster», ucnonv3ysa anenuiicKuil moJKoeslii cj106apv, 0aiime UM onpeoesieHusl.

3. Kaoxtcooe cnoeo 6 aM2AUIICKOM A3bIKE umMeem HeCKOJIbKO 3HtllleHllﬁ, Komopbsle 3aseucam om
KOHmeKcma u cumyauuu, 6 KOmoposlx OHO RPUMEHACMCA, MAKIIce OHO Morcem Obimb KaxK 2jazoiom,
mak u cyuwiecmeumeslibHblM, ROIMOMY 6aM npednazaemcu 6blNOJIHUM b czzedylomue 3a0anus:

- TIOJIB3YSICh AHTIIO-PYCCKUM CIIOBapEM M3YUHTE CTaThio 0 ciose "colour";

- BBIITUIOHUTE CJIOXKHBIC CJI0OBA U IIPONU3BOJIHBIC, IIPUBCIACHHBIC B CTATBAX;

- YKQXKXUTC KOJINMYCCTBO OHpeﬂeHeHHﬁ, MMPUBCACHHBIX B CTATHAX,

- BBIIIMIIUTC U3 TCKCTAa (TCOpCTH‘lCCKOﬁ ‘IaCTI/I) OpeaJIOKCHU C JaHHBIM CJIOBOM M YKAXHUTC, KaAKOC U3
3HAUYEHUH OHO UMEET B JaHHOM KOHTCKCTC.

4. Cocmaevme ceou npedﬂoafcenu}l COo cjloeamu u cjioseocouemanuanu.

debris 00JIOMKH, OCKOJIKH, CTPOUTEIILHBII MyCOp

delineate OYepuHBaTh, YCTAHABIMBATH  OYCPTAHWS WM  pa3Mep,
n300paxkathb

design N 3CKU3, KOMIIO3UIIHS, 3aMbICE, PUCYHOK, YEpTEekK; V Jenarh
3CKHU3, YEPTHTh

designer PHCOBAIBIINK, TPOSKTHPOBIIHK, MOJICIBEP

difference N.OTINYHUTENLHBIA  TPHW3HAK, pa3Horyacue; V. WATH Ha
KOMIIPOMHUCC

dimension N. u3mepenwue; pl. pasmepsl, BeTHUUHA; V. COOIIOAATh HYKHBIC
pa3Mepsbl

distort UCKaXaTh

destructive pas3pyIINTETbHBIN

diverse HHOM, pa3HOOOpa3HbIH

dossal 3aanrapHas 3aBeca

dothe XOJICT

drafting tape YepTeKHast JIEHTa, pyJieTKa

5. ITocmasvme credyrowue npeoodcenusn ¢ npouwieowiem u oyoyuwem epemenu zpynnot Continuous,
0o6asue HeoOX00UMblEe NO CMBICIIY 0OCHOAMENbCHEA BPEMEHU UNU NPUOAMOYHbBIE RPEOI0NHCEHUA
6peMenu:

I. What is Comrade Smirnov’s wife doing?—She is preparing for departure. 2. Comrade Smirnov is not
packing his things. 3. Are you waiting for your friend? — No, | am not, | am waiting for my father. 4.
Where are you hurrying to? — | am hurrying to the railway station. 5. He is talking to a friend of his.
6. My daughter iswashing her dress. 7. They are not smoking now.

Cnucok JIUTepaTypshl, peKOMEHAYeMblil K HCTI0JIb30BAHMIO N0 JAHHOI TeMe:

OcHoBHag JuTepaTypa

1. Ara6exsH, U. I1. Arrnmiickuii s3b1k Ut 6akanaBpoB: yue6. mocodue / U. I1. ArabeksH. - PoctoB v//1:
®enwnke, 2015.-379 c.

JlonoJiHUTeAbHAS JIUTepaTypa

1. MHocTpaHHbI s3bIK (QHMIIMHACKUI S3BIK): NPakTHKYM / MUHHCTEpCTBO KyNIbTypbl Poccuiickoit
®enepannn, IbC KeMepoBckuil rocyJapCTBEHHBIH WHCTHTYT KyJIbTypbl, ColMambHO-TyMaHUTApHBIN
uHCTUTYT, Kadenpa mHOCTpaHHBIX s3BIKOB. - KemepoBo: KeMepoBckuii rocyaapcTBEHHBIH HHCTHTYT
KynbTyphl, 2017. - 212 c.

2. AHIIMHACKHAN $3bIK AJsl CTYJACHTOB YHUBEPCUTETOB. UTeHHME, NMHCbMEHHAs MPAaKTUKA W IPaKTHKa
yctHol peun: yueOnuk: B.2 u. / C.U. Kocteirnna, O.A. Bepesuna, F0.A. UBanosa u ap., Y. 1. - 2-¢ u3x,,
nepepad. u qom. - M.: Akagemus, 2006. - 400 c.

3. AHITIMICKUI S3BIK IS CTYIEHTOB, 00y4aroImuxcs 1o crenuaibHocTy "nzaifH": yue6Hoe mocobre
JUTSI CTYJICHTOB, o0yuJaronuxcs no cnenuanbrocTy "Jluzain" / [I'. B. Illeiosa u map.]. — M.: Beicr. 1k.,
2007.-340c.

4. bapnunckas, T. P. Aurnmiickuii s36IK B cepe qu3aitHa DIeKTpoHHEIH pecypc: YueOHoe mocodue / T.
P. bapmunckas, E. B. Kapuesa, A. A. ®nakcman. - Hwxknuit Hosropon: Huxeroponckuit
TOCYIapCTBEHHBIA apXUTEKTYPHO-CTPOUTENbHBINA yHIUBEpcuTeT, DbC ACB, 2018. - 127 c.

I[pakTnyeckoe 3ansitne Ne 25,
Ipaxmuxa peuu: Web sitedesign / Iu3aiin caiita



Ipammamurxa: CTeneHu cpaBHeHHsI MpUJIaraTejbHbIX.
Heab: ®opMupoBaHUEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TpaMMaTHUKOU
B pe3yjabTaTe OCBOCHHE TEMbI CTYACHT JTOJIKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKY aHTJIMHCKOTO sI3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YUTaTh U NEPECBOAUTH CIICHUAJIBHYIO JIMTEPATYPY HJIA ITONOJIHECHUA HpO(bCCCI/IOHaJ'ILHLIX 3HaHI/II71;
OCYIIECTBIATh MPOGECCHOHABHYI0 KOMMYHHKAIIMIO B YCTHOW M MUCHMEHHOH (popMax Ha aHTIIHHCKOM
SI3BIKEC.
AKTYyaJIbHOCTb TeMbI: 00YyCIIOBIIeHa HEOOXOAMMOCTBIO OBNIaieHneM Y K-4.
TeopeTnueckasi 4acThb.

Let's pretend you asked me to design a Web site for you. Then we also need to pretend, of course,
that | said yes, which | would almost never do because freelance clients are usually nuttier than an
Almond Joy and about as smart as a bag of hair. I'm speaking generally, of course.

Now pretend | said, "I quit. You can design this site by yourself." Which I'd most likely do,
because in this scenario you're the client, and I've already expressed my views about the client.

"Don't worry, though. I'll talk you through it," | say. "Why? Because that's the kind of guy | am."
Thefirst thing you need to do is ask yourself afew questions:

» What isthe point of the site?

» What are your goals?

+ Do you want to show the world pictures of your cat?

* Are you trying to sell worms through the mail?

+ Are you promoting your new major motion picture?

The answer will help you begin to focus your page. As you edit your material, you will quickly
see that the picture of your cat has no business on the homepage of your new blockbuster.

Next questions:

» Who are you, and who's your audience?

» Areyou a 21-year-old girl trying to communicate with other 21-year-old girls?

* The president of a start-up company trying to get some cash from an investment bank?

Hint: Purple and unicorns will work really well for one of these situations. Then you've got to
answer technology questions. Y ou might have to guess on this one, but you still need to think about it:

» How will your audience view your page?

» Will your content appeal to a business crowd accessing the Net on aT 2, or isit for the folks at
home with 14.4 modems?

While considering speed, you should also think about browsers and plug-ins as well.

» What makes more sense for the purpose of your page?

Y ou don't need Shockwave, RealAudio, or Java if you only want to post a picture of your cat. On
the other hand, they might be necessary if you want to impress people with fancy-shmancy smoke and
mirrors. Remember, Manhattan was purchased for US$ 4 and some beads.

CreneHu cpaBHeHHUs PUJIAraTeJbHbIX.

[lpunararenbHble B aHIIMHACKOM SI3BIKE, B OTIMYME OT PYCCKUX WMMEH MpUIIaraTteibHBIX, HE
UMEIOT KaTeropuu poja, 4ucia, majexa. KadecTBeHHbIe HMEHa NpUiaraTtelibHble B aHTITUHCKOM SI3BIKE,
TaK e Kak U B PYCCKOM f3bIKE, UIMEIOT TPU CTENICHH CPAaBHEHHS: IOJIOKUTEIbHYIO, CDABHUTEIBHYIO U
npeBocxoHyto. OJHAKO B OTJIMYME OT PYCCKOTO $3bIKa, B KOTOPOM KaXK[0€ MNpHjaraTeibHOe, Kak
NPaBUIIO, UMEET U CIIOXKHYIO (COCTOSIIYI0 M3 JIBYX CIIOB) M TPOCTYI0 (OPMBI CTETICHEH CpaBHEHWUS
(mampuMmep: WHTEpecHee W OoJjlee WHTEPECHBIA, WHTEPECHEWINMI M caMblii MHTEPECHBIH), KaKaoe
AHIJIMKACKOE MpUIIaraTesibHOe, Kak MPaBHII0, UMEET TOIBKO OAHY (pOpMYy — IPOCTYIO MM CIIOKHYIO.

1. OtHOCHOXKHBIE TIPUIIATATENILHBIE U JIBYXCIIOKHBIE TIPUIIaraTelibHble, OKaHUYUBAIOIIUeCs Ha -Y, -
e, -er, -OW, o0pa3ylT CpaBHHUTEIBHYIO CTENEHb IyTEeM MpPUOABICHUS K TIOJOXUTEIHHON CTETeHU
cyhdukca -er, KOTOPBI YMTaeTCs, ¥ NPEBOCXOAHYIO CTENEHb — IyTeM npuOaBieHus cypdukca -est,
KOTOPBIN YUTAETCS:

small manenvru smaller menvuuii smallest naumenvuuuii

easy ieekuil easier secue easiest camwlii n1eckuli

2. IIpaBuna opdorpaduu. [Ipu 0OpazoBaHuU CTENEHEH CpaBHEHUS MPU MOMOIIN CyPPHUKCOB -er
u -est cieyeT IOMHUTh CIeayoLIee.

a) Ecnu nmpunararenbHoe B IOJIOKUTEIbHOM CTETIEHN OKaHYMBAETCSl HA HEMYIO OyKBY €, TO IIpU
npubaBiIeHNN -el 1 -est 3Ta OyKBa OImycKaeTcs:

large 6orvwon largrer 6orvwun  largrest maubonvuuil



6) Ecnu mpunarateiapbHOE B TOJIOKUTENBHOM CTETIEHW OKaHYMBAETCS Ha COTJACHYIO OYKBY C
MPEIIIECTBYIOMIEH TTIaCHON, MMEIOIIEH KpaTKoe YTeHHe, TO KOHeUHas corjlacHast OyKBa yABanBaeTCA:

big 6onvuon

big+gter 6onvuuii

big+tgtest naubonvuuii

B) Eciu mpuiararenbHoe B MONOKHUTEIBLHON CTEMEHH OKAaHYMBACTCS Ha y C TPEAIICCTBYIONICH
COrJIaCHOM OYKBOM, TO B CPABHUTEIILHOMN M MPEBOCXOIHOMN CTEIICHN Y TIEPEXOIHUT B i

busy sanameii busier 6onee sanamoni busiest camoiti sanamoiii

OnHaxko, ecni OyKBe y MPEALIECTBYET TacHasi, TO y ocTaeTcsi 0e3 M3MEHEHHUSL:

gay secenviti gayer bosee gecenviti gayest camoiii secenviti

3. Anrnmiickue mpuiararenbubie good xopowwit, bad naoxoi, little manenvxkuit, maro, many u
much mrHozo, Tak ke Kak U COOTBETCTBYIOIIUE CIIOBA B PYCCKOM sI3bIKE, 00Pa3yIOT CTEIIEHH CPAaBHEHHS HE
MOCPEACTBOM CY((HUKCOB, a OT JPYTroro KOpHS:

TlososxnrensHas cTENEHD

CpaBHHTEIBHAS CTEIICHD

IIpeBocxoHas CTENIEHD

good xopouiui
bad nroxou

little manenvruit
many mrozo

far oanexun

better ryuwe
WOr Se xyorce

less menvue

mor e bobuie
further 6onee
Farther oanexuu

best (naw)ryuwui
wor st (nau)xyowui
least naumenvuui
most bobue 6ceco
furthest camoui
farthest oanexuii

ITpumeuanue Pycckoe cI0BO MeHbIIe NTEPEBOANUTCS HA aHTIIMHACKUIN s3bIK CIIOBOM |€SS B
TOM CIly4ae, KOr/ia OHO OTHOCHUTCSI K HEHCUHCISIEMOMY CYLIECTBUTENBLHOMY, U cioBamu Smaller, fewer,

Korga OHO OTHOCHUTCA K UCUUCIACMOMY CYHICCTBUTCIIBHOMY:

CerozHsl y HaC MeHbIIIe CBOOOTHOTO BpeMeHH, YeM BUepa.

yesterday.

Today we have less free time than

Orta KOMHaTa MeHbIe Toi (pazmep). Thisroom issmaller than that one.

S menaro celiyac MeHBbIIIE OILINOO0K .

I make fewer mistakes now (koruuecmeo).

4. BOJBIINHCTBO ABYCJIOKHBIX MPpHIAraTeJbHbIX, a TaKKE MPUJIaraTejibHbIC, COCTOAIINE U3 TPEX

U OoJiee CIOroB, 00pasyrOT CPaBHUTEIIBHYIO CTEICHb IPH MOMOILM CJIOB MOre 6onee win 1€SS menee,
most camwii, nauboree wnn least wuaumenee, KOTOpBIE CTaBATCS NepeA IpHIAraTelbHBIMH B
MOJIOKUTENIBHON cTerneHu. TakuM 00pa3oM 3T mpuiaraTeibHble MMEIOT CIOXKHBIE (HOPMBI CTENeHeH
CpaBHEHHMS (COCTOSIIINE U3 ABYX CIIOB):

mor e active most active
active bonee akmugHwlll camblti aKMuUBHbIL
AKMUBHDILL less active least active
MeHee aKmuHblll HaumeHee akmueHblil
mor e interesting most interesting
interesting bonee unmepecHwiil camwiil UHmMepecHvill
unmepecHwiil lessinteresting least interesting
MeHee UHmepecHblll HauMeHee UHMepPeCHbIIL.
[Ipumeyanus.

1. CYH_IGCTBI/ITGJ'II:HOG C OIIPCACIICHUECM, BBIPAKCHHBIM IIPUJIATraTCIbHBIM B HpeBOCXOIlHOﬁ
CTeNMeHH, YMoTpeOisieTcsl ¢ ONpeelCHHBIM apTUKIIEM, €CIH 10 CMBICTY He TpeOyercs Kakoe-IMOo
MECTOMMCHHUC:

Moscow isthelargest city in our country.

Ho:

My best friend livesin Leningrad. Moii ayummii 1pyr xuBet B JIeHUHTpaje.

2. OHpe}.‘[eJ’IeHHHﬁ APTUKIIb COXPAHACTCA NIEPC HpeBOCXOﬂHOﬁ CTCIICHBIO U B TOM CJ]Iy4ac, Korjga
CYLIECTBUTEIHHOE HE YIOMSIHYTO (T.€. HOJpa3yMeBaeTcs):

The Moscow Underground isthe most beautiful intheworld. MockoBckoe MeTpo — camoe KpacuBoe
B MHpE.

MockBa camblii 00JIbIION TOPOJ B HAaIlIEH CTpaHe.

3. B aHrnomiickoM s3bIKe TIOCJEe NPUJIaraTellbHOTO B CPAaBHUTENBHON CTENEHW BCerjaa
yrotpebisiercsi coro3 than uem, Toraa Kkak B pycCKOM SI3bIKE 3TOT COKO3 MOXKET OITyCKaThCS:

My son isyounger than you. Moii el MoJIozKke, YeM BEI. (MOii ChIH MOJI03Ke Bac.)

4. Tlpu mnepeBoje PYCCKHUX CIOBOCOUYCTAHUM CO CIIOBaMH JIYYIIWd, XyJIIIWA, MJIaJIIUM,
cTapmmii ClieyeT UMETh B BHIY, YTO TOJBKO IO KOHTEKCTY MOXHO ONPEICIUTH, SBISIOTCS U OHU
CPaBHHUTEIHHOHN I TIPEBOCXOTHOM CTETIEHBIO COOTBETCTBYIONINX MTPHUIIATraTeIbHBIX.

Cpasnume:



Maiite MHe My4Ymmii yemoaaH. DToT MHe He HpaBurcsa . Give me a better suit-case. | don’t like this
one. (CpaBHUTEIbHAS CTCTICHD ).

Ot0 My4mas yamma Hamiero ropoga.  Thisisthe best street in our town. (ITpeBocxoHast CTENeHb)

Bel ganu xyaummii mpamep, yem ToBapui [leTpos. Y ou gave a wor se example than Comrade Petrov
did.

Bot xymmmii nukrant. Hereisthewor st dictation.

Bonpocs! u 3a1aHus:
1 Hauoume ¢ AHZ2I0-PYCCKOM cjlosape IKeuesdleHmbl cnedyromux cjloe u 6blpa.7f(’el-luﬁ U seplyuume ux:
pretend, sketch pads, adobe, obsolete, software, to design a Web site, smart, nuttier, edit, to sell worms
through the mail, goal, to impress people with fancy-shmancy smoke and mirrors.
2. ITucomenno nepesebume npednoafcenuﬂ, oﬁpamaﬂ 6HUMAHUEe Ha nepeeoo 2J1a207106, évlnuniume ux,
onpedenume spemennyio opmy u ykaxcume ungpunumue. Modern graphic design has evolved into a
profession that is done almost entirely on computers. Common tools include Apple Macintosh computers,
sketch pads, Adobe InDesign, Adobe Photoshop, Adobe lllustrator, and Adobe PageMaker (now
considered obsolete, but used by many U.S. high schools), QuarkXPress, Macromedia Freehand and
Fireworks, Paint Shop Pro, Corel Graphics Suite, and many other software programs.
3. ITucomenno nepesedume mexkcm (meopemuyecKoll Yacmu) U3z nPAMoil peiu 8 KOC6eHHYIO.
4, ITucomenno oaiime omeemuvl HA NOCMAG/ICHHbIE 6 MEKCMe (meopemuttecxoﬁ lmcmu) 60npocsl.
5. Cocmaevme ceéou npedﬂoofcenuﬂ CO cjloeamu u cjioeseocouemanuAanu.

galery rajepest

generous BEJIMKOIYILLIHBIH, IEApPbIiA

genius TeHui

glaze r1a3yphb, I€CCUPOBKA

gesso THIIC ISl CKYJIBIITYPBI

ginger PBDKHI [IBET

grace U3SMecTBO (JTII00E3HOCTD), OJaroCKIOHHOCTh, TAKT, NPUIHYHE,
MUIIOCEpIUE

grade N. KA4eCTBO, COPT; V. MOCTEMIEHHO MEHSATHCS, IEPEXOTUTh

grid peleTKa, ceTka

grind pactupath (B MOpOMIOK); NUIM(OBATH, MOIUPOBATH;, TPAHUTH
(ayiMa3) nmenaTh MaTOBBIM (CTEKIIO)

grisaille IpHU3aiiIb

grant JKaJIOBATh IEHBIH

grattage pactupanue

6. Ilepeseoume na anenuiicKuil A3bIK cledylouiue npujlazamesibhole U 00pasyime ux cmenenu

CPABHEeHUA:

Y3KUU, TPSI3HBINA, BAXKHBIN, IUPOKUM, MAJICHbKUM, TOHKUH, TOJOIHBINA, KPACUBBIH, MJIOX0M, CHACTIIMBBIM,
TUIOZIOTBOPHBINA, CTPAHHBIN, YAOOHBIHN, CEpINTHINA, TPOMKHAN, HU3KWH, XOPOIITHH, MTPSIMOH, MOJIOIOH,
JIOpPOTOH.

1. Ilepeseoume na anenuiicKuii A3bIK cedyloujue npedioycenus, 00pauan 6HUMane Ha Cmenenu
CPAGHEHUs RPUIA2AMETbHBIX:

1. 3necr oueHb TemHo. /laBaiite 3annMathcst B komHate Ne3. OHa cBeTu1ee Hareil. 2. Bamre mecto (Seat)
camoe Heyo0Hoe. 3. 3uMoii THN Kopoye, yeM setoM? 4. Kakoil Mmecarl caMblii KOpOTKHU# B roxy? 5.
Bama nous crapme Moel. Moell fouepu TOJIBKO LIECTh JIET, & Balllel yXKe ceMb. 6. 3aBTpa MbI ITOEIEM 32
rOpoJi caMbIM paHHUM moe3oM (train). 7. Okomo okHa X0Ji0aHO. [[aBaiiTe cseM Cro/ia, 3/1eCh Teliee.
Cnucok JIMTepaTyphl, peKOMeHAyeMblii K HCT0JIb30BAHMIO N0 JaHHOI TeMe:

OcHoBHas auTepaTypa

1. Ara6exsH, W. I1. Anrnuiickuit s3pIk s 6akanaBpos: yued. mocobue / U. I1. Arabeksn. - Pocros u//1:
®ennke, 2015.-379 c.

JonoaHuTtenbHas JuTeparypa

1. MHocTpaHHbBI S3bIK (QHMIIMHACKUI S3BIK): NPakTHKYM / MUHHCTEpCTBO KyNIbTypbl Poccuiickoit
®enepannn, IbC KeMepoBckuil rocyJapCTBEHHBIH HWHCTHTYT KyJbTypbl, ColMambHO-TyMaHUTAapHBIN
unctutyt, Kadeapa mHOCTpaHHBIX A3bIKOB. - KemepoBo: KemepoBCKHiI roCymapCTBEHHBI HHCTUTYT
KyasTypsl, 2017. - 212 c.



2. AHTIWIACKHAN $3bIK JJIsI CTYJCHTOB YHUBEPCHUTETOB. UTeHHME, NMHChMEHHAs MPaKTUKa W MPaKTHKA
ycTHO# peun: yueOnuk: B.2 4. / C.U. Kocteirnna, O.A. bepesuna, FO.A. MBanosa u ap., U. 1. - 2-¢ u3.,
nepepad. u for. - M.: Akanemus, 2006. - 400 c.

3. AHIMUACKUI S3BIK VTS CTYICHTOB, 0Oydaromuxcs no cnenuansHocTy "Au3aiin": yueOHoe mocodue
JUTSL CTYJIEHTOB, oO0y4atonuxcs no cunenuanbHocT "Jn3ain" / [I. B. llleBnosa u np.]. — M.: Beicmr. k.,
2007.—-340c.

4. bapnunckas, T. P. Aurnmiickuii s36Ik B cepe qu3aitHa DNeKTpOHHEIH pecypc: YueOHoe mocobue / T.
P. bapmunckas, E. B. KapmeBa, A. A. ®makcman. - Hwknawmit Hosropoa: Hwmkeropomckuit
rOCYapCTBEHHBIN apXUTEKTYPHO-CTpOUTENbHBIN yHHBepcuTeT, ObC ACB, 2018. - 127 c.

I[pakTnyeckoe 3ansitne Ne 26.
Ipaxmuxa peuu: Web sitedesign / Iusaiin caiita (poIoioKeHue)
I'pammamuxa: UIMeHHbIe 0e3THYHbIE NPeIJI0KeHUs].
He.l'lb: qDOpMHpOBaHI/Ie KOMMYHHUKATHUBHBIX KOMHGTCHHHﬁ, OBJIAJACHUC JIEKCUKOH U FpaMMaTHKOfI
B pe3yiabTaTte ocBOeHHE TeMbI CTYAEHT J10JKEH
3HATh: HOPMBI YIIOTPEOIICHUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
YMETh: YNTaTh U NCPECBOJUTH CICHHUAIBHYIO JIMTCPATYPY AJIA IOIMOJIHCHUA HpO(i)CCCI/IOHaJ'II)HLIX 3HaHI/II71;
OCYIIECTBIATh MPOGECCHOHANBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOH (hopMax Ha aHTIMHACKOM
SI3BIKEC.
AKTYaJlbHOCTbH TE€MBI: 06yCJIOBJIeHa HE00X0AUMOCTEIO oBlIafeHueM YK-4.

TeopeTnueckasi 4acThb:

Now that you've figured out what your site is about, who the viewers are, and what kind of
technologies you want to use, it's time to think about hier-archies. Not everyone has a huge monitor, so
your most important elements need to be at the top of the page, where viewers will see it immediately.
The smallest monitor out there is 640 by 480 pixels, so your design should work on a basic level within
those parameters. If one of your goalsisto get people to call your 800 number, you better make sure they
can see it without scrolling. (Advertisers don't want their banners placed three clicks down for a reason.)
Think of that first screen as the front page of a newspaper. Really important stuff goes on the front page,
and the most important stuff goes on the top or "above the fold," as newspaper folks say.

Another thing to remember is that people read left to right and top to bottom. They almost always
look at the upper-left corner first, which is a good place to put something really important. None of this
holds true, of course, if you're Japanese and read top to bottom, right to left, but the point is that it's good
to be aware of how your audience's eyes will travel across the page.

When deciding which colours (your paette) you'll use on the site, you need to ask (again with the
questions):

* Do the colours you pick work well with the goals of your site?

* Do the colours exist on the universal-colour pal ette?

* In an old browser, will you be able to read black type on the back-ground colour you picked?

Use a limited palette: a few colours can go a realy long way. Be smart about the colours you
pick. Don't think in terms of your favourite or least favourite colours. Just make sure they support your
message and tell your story.

HNmennble Oe3nuunble mpenio:keHusi. besnmunsie npemnoxkenuss tuna It is difficult to find
SIBTISIFOTCS. PA3HOBHTHOCTBIO UMEHHBIX OE3JTMYHBIX TPEAJIOKEHUH W OTIMYAIOTCS OT HUX TEM, YTO OHU
BBIPQ)KAIOT OTHOLICHUE, MHEHHE TOBOPSILETO O JCHCTBUH, BEIPaKEH HOM MHQHUHUTHBOM, CIEIYIOLINM 32
MMEHEM TpHiIaraTelibHbIM, HalPUMep:

Itiseasy toread thisbook. DTy KHUTY JIETKO YHTATh.

Korna rosopsiiiuii sxenaeT ykaszarhb JIMIO, KOTOPOE BBIMOJIHSET JIECTBUE, BHIPAXKEHHOE
UHQUHUTHBOM, YHOTpeOIseTcs 000poT ¢ npeiorom for:

It iseasy for him to read this book. Emy sierko unrtath 3Ty KHHTY,

B Takux 0€37MYHBIX MPEATIOKEHHSX Jallle Bcero ynorpedisirores nmpuaratesbusie difficult
mpyoHulll, €asy neekuil, Strange cmpannwiii, POSS ble 6ozmoorcrwiil, IMPossible nesozmooicubil, NECESSAY
HeobXx00umMblll 1 HEKOTOPBIC IPYTHUE.

Bonpocs! 1 3aganus:
1. Ilepeseoume:



The other big question with colour is readability. The type should sit comfortably on the background
colour. It's more than an issue of high contrast. White type on a black background is readable, but if you
try light grey type on black, the end result is more comfortable to the eye. If you go for alot of contrast
and then back off a bit, you'll probably end up with something subtle that's a little more complex and
interesting. Of course, you can never go wrong with black type on a white background. It might not be the
flashiest way to go, but it's bulletproof.

2. Coznacumecs unu He co2n1acumecs co czzedylomufnu BbICKA3bl6AHUAMU. 060cuyﬁme ce0e MHeHue.
1. Everyone has a huge monitor, so your most important elements need to be at the top of the page, where
viewers will seeit immediately.

2. If one of your goalsisto get people to call your 800 number, you better make sure they can see it with
scrolling.

3. Another thing to remember is that people read | eft to right and top to bottom.

4. Use unlimited palette: alot of colours can go areally long way.

5. The type should sit comfortably on the background colour.

6. You can never go right with black type on a white background.

3. Cocmaevme anzno-pycckuii ciosaps 01a padomoet WEB-Ou3aiinepa.

4, Coenaiime maxem ceoeiit Hnmepnem-cmpanuuybl.

5. Iloozomoevmecs Kk ponegoit uzpe.

Cumyayusa: Be1 — muzaiinep. [lonb3ysice momydeHHOW MH(pOpMAaIHeEl, mpoBeauTe O6eceqy ¢ KIUeHTOM,
KOTOpBII XOYeT caenarb BaM 3aka3 Ha W3roTOBJIEHUE Iulakata U VHTEpHET-CTpaHWIbl Il CBOEH
KOMITaHUMH.

6. Cocmaevme ceéou npedno.ucenuﬂ CO cjlosamu u ciaosocouemanHuamu.:

handy yIOOHBII, TOPTATHBHBIN

hang BCIIATh, pa3BCIINBATh, BLICTABIISATh KAPTUHBI

hatching HITPUX, IITPUXOBKA

cross hatching rpaBUPOBKA, IITPUXOBKA MIEPEKPECTHBIMHU IITPUXAMH

random hatching IpaBUPOBKA, IITPUXOBKA OECIIOPSIOYHBIMHU IITPUXAMHU

broken hatching IpaBUPOBKA, MITPUXOBKA JIOMAHBIMHU JTUHHSAMHU

haze JIBIMKa, TyMaH

heat-set oils HpeIBapUTEIIbHO TOI0TPEThIe MACIISIHbIE KPACKU

heir HACJIEJHUK

highlight Nn. cBeroBoil 3ddekr, OMMK, Hambonee SPKHE YYACTKH
U300pakeHNs; V. BBIBUTATh HA EPEAHUI I1aH, SIPKO OCBEIATh

hire HaHUMATh

hoax 00MaH, MUCTHKA

hue LBET, OTTEHOK

7. Ilepeseoume npeonoxncenus Ha aHZIUICKUNL A3bIK, 00pawias 6HUMAHUE HA Oe3UUHble

npeonoceHun:

1. Ceituac ciuIkoM paHo o0CyXzaaTh 3TOT Bonpoc. 2. BaxHo cka3aTb eMy CEeroHs, KOTJa Mbl ye3’KaeM.
3. 3uma. JloBOJIbHO X0J101HO. YacTo UAET CHET, U MHOT/IA S COBCEM HE X0y BBIXOAMUTH U3 AoMy. 4. 3UMOit
TPY/ZHO BCTaBaTh paHO, MOTOMY 4YTO. YTPOM ellle TeMHO. 5. Bopuc 3HaeT HeMelkuii u (paHIy3cKuii
A3BIKH, TIO9TOMY €My JIETKO M3y4aTh aHTIUICKUH A3bIK. 6. Bam TpynHo uartu? /laBaiiTe BO3bMEM TaKCH,
a? 7. CoBceM He cTpaHHO, 4TO IleTpoB, HakOHEI], 3aKOHYWJI MHCTUTYT, OH MHOTO 3aHuMaicd. 8. Jloxab
yxe uner? — Her emie, HO ckopo moiiaeT. 9. Korna s Beimen u3 goma, men n1oxas. 10. Kak gacto umyt
3aech goxau? 11. Cerogust yTpoM elie men JoXIb, a ceuac uaet cHer. 12. Ha npouwioii Hexene yacto
IIeJT CHET.

Cnucok JIMTepaTyphl, peKOMeHAyeMblii K HCT0JIb30BAHMIO N0 JaHHOI TeMe:

OcHoBHas auTepaTypa

1. Ara6exsH, W. I1. Aarnuiickuid s3bIk 1151 6akanaBpoB: yued. mocodbue / U. I1. Arabekss. - Pocros u//1;
®ennke, 2015.-379 c.

JlonoJiHUTeAbHAS JIUTepaTypa

1. MHocTpaHHbBI S3bIK (QHMIIMHACKUI S3BIK): NPakTHKYM / MUHHCTEpCTBO KyNIbTypbl Poccuiickoit
®enepannn, ObC KeMepoBckuil rocyJ1apCTBEHHBIH HWHCTUTYT KyJIbTypsl, CoIManbHO-TYMaHUTAapHBIN
unctutyt, Kadenpa mHoCcTpaHHBIX sA3bIKOB. - KemepoBo: KemepoBCKHiI roCymapCTBEHHBI HHCTUTYT
KyasTypsl, 2017. - 212 c.



2. AHTIWIACKHAN $3bIK JJIsI CTYJCHTOB YHUBEPCHUTETOB. UTeHHME, NMHChMEHHAs MPaKTUKa W MPaKTHKA
ycTHOH peun: yueOnuk: B.2 4. / C.U. Kocteiruna, O.A. bepesuna, FO.A. MBanosa u mp., Y. 1. - 2-¢ u3.,
nepepad. u for. - M.: Akanemus, 2006. - 400 c.

3. AHITIMICKYIA S3BIK IS CTYICHTOB, 00yYaroImuxcs 1o crenuaibHocTy "nzaifH": yaueGHoe mocodre
JUTSL CTYJIEHTOB, o0y4atoruxcs no cnenuanbHocTH "{n3aiin" / [I. B. IlleBnoBa u np.]. — M.: Beicmr. mik.,
2007.—-340c.

4. bapnunckas, T. P. Aurnmiickuii s36Ik B cepe qu3aitHa DNeKTpOHHEIH pecypc: YueOHoe mocobue / T.
P. bapmunckas, E. B. KapmeBa, A. A. ®makcman. - Hwknawmit Hosropoa: Hwmkeropomckuit
TOCy/IapCTBEHHBII apXUTEKTYpHO-CTPOUTEIbHBIN yHUBepcuTeT, DbC ACB, 2018. - 127 c.

I[pakTnyeckoe 3ansitue Ne 28,
Ipaxmuxa peuu: |mportance of line and colour / BaskHOCTh JIMHAH H IBETA
I'pammamuxa: CpaBHUTeIbHbIE KOHCTPYKIIUH «as ... a8, NOt SO ... as».
Heﬂb: qDOpMHpOBaHI/Ie KOMMYHHUKATHUBHBIX KOMHGTGHHHﬁ, OBJIAJJCHUC JIGKCUKOH U FpaMMaTI/IKOI\/'I
B pe3ysabTaTte ocBOeHHE TeMbl CTYAEHT J0JI5KEeH
3HATh: HOPMBI YIIOTPEOIICHUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
YMETh: YNTaTh U NCPECBOJUTH CICHHUAIBHYIO JIMTCPATYPY AJIA IOIMOJIHCHUA HpO(i)eCCI/IOHaJ]I)HBIX 3HaHI/II71;
OCYHIECTBIATh MPOGECCHOHANBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOH (popMax Ha aHTIIHHACKOM
SI3BIKEC.
AKTYaJlbHOCTbH TE€MBI: 06yCJIOBJIeHa HE00X0AUMOCTEIO oBlIafeHueM YK-4.

TeopeTnueckasi 4acThb:

The art world aso grew to give increasing focus on allegory in art. Both theories of the
importance of line and colour asserted that through these elements an artist exerted control over the
medium to create psychological effects, in which themes, emotions, and ideas can be represented. As
artists attempted to synthesize these theories in practice, the attention on the artwork as an alegorical or
figurative vehicle was emphasized. It was held that the representations in paintings and scul pture should
evoke Platonic forms, or ideals, where behind ordinary depictions one would glimpse something abstract,
some eternd truth. Hence, Keats' famous musing "Beauty is truth, truth beauty”. The paintings were
desired to be an "idée", a full and complete idea. Bouguereau is known to have said that he wouldn't paint
"a war", but would paint "war". Many paintings by academic artists are simple nature-allegories with
titles like Dawn, Dusk, Seeing, and Tasting, where these ideas are personified by a single nude figure,
composed in such away asto bring out the essence of the idea.

Thetrend in art was also towards greater idealism, which is contrary to realism, in that the figures
depicted were made simpler and more abstract - idealized - in order to be able to represent the ideals they
stood in for. This would involve both generaizing forms seen in nature, and subordinating them to the
unity and theme of the artwork.

Because history and mythology were considered as plays or diaectics of ideas, a fertile ground
for important allegory, using themes from these subjects was considered the most serious form of
painting. A hierarchy of genres, originally created in the 7th century, was valued, where history painting -
classical, religious, mythological, literary, and alegorical subjects - was placed at the top, next genre
painting, then portraiture, still-life, and landscape. History painting was also known as the "grande genre'.
Paintings of Hans Makart are often larger than life historical dramas, and he combined this with a
historicism in decoration to dominate the style of 9th century Vienna culture. Paul Delaroche is a
typifying example of French history painting.

All of these trends were influenced by the theories of the philosopher Hegel, who held that history
was dialectic of competing ideas, which eventually resolved in synthesis.

CpaBHUTE/IbHbIE KOHCTPYKIHH aS ... as, Not S0 ... as. CpaBHEHHE JBYX MPEJAMETOB, KOTOPHIM B
PaBHOIA CTENICHH MPUCYILE OJHO U TO K& KaYeCTBO, MPOU3BOIUTCS MPU MOMOIIM CPABHUTEIHLHOTO COK3a
as ... B maxk gice ... KaK, MAKoU Jice ... KaK:

Thisbook is asinteresting asthat one.  Dta kHUra makas dce UHTEPECHAs!, KAK U Ta.

Ecnu sxe mepBblii U3 JBYX CPaBHHBACMBIX IMPEIMETOB YCTYMaeT BTOPOMY IO CTEIEHH KayecTBa
WK CBOWCTBA, TO YMOTPEOJISIETCs COK03 NOt SO ... as Ke MAK ... KaK, He MaKoil ... KaKk I not as ... as,
[PHYEM OTPHUIIAHKE NOt CTOUT MPH TJIaroie:

This book is not so interesting as that one. Dta kHuTa He Mmakas UHTEPECHAS, KaK Ta.
IMpumMeuanue. ITH COKO3bI YIOTPEOIAIOTCS TAKXKE U C HAPSUUSIMHU [IPU CPABHUTEIBHON XapaKTEPUCTHKE
JIBYX JI€HCTBUI:



My friend reads English aswell as | do. Moii mpyr unTaer mo-aHTIHIACKH TaK J#ce XOPOuio, KaK W .
My friend doesn't read English as well as | do. Moii apyr He YuTaeT MO-aHTIHICKH MaK e XOpouio,
kax 5. (=Mo# Ipyr unTaeT No-aHTJIUICKH HE TaK XOPOLIO, KaK s1.)

Bonpocsk! u 3a1aHus:
1. Ilepeseoume:

Towards the end of the 19th century, academic art had saturated European society. Exhibitions
were held often, and the most popular exhibition was the Paris Salon and beginning in 1903, the Salon
d'Automne. These salons were sensational events that aftracted crowds of visitors, both native and
foreign. As much a socid affair as an artistic one, 50,000 people might visit on a single Sunday, and as
many as 500,000 could see the exhibition during its two-month run. Thousands of pictures were
displayed, hung from just below eye level dl the way up to the ceiling in a manner now known as " Salon
style" A successful showing at the salon was a seal of approval for an artist, making his work saleable to
the growing ranks of pri-vate collectors. Bouguereau, Alexandre Cabanel and Jean-Léon Gérome were
leading figures of this art world.

During the reign of academic art, the paintings of the Rococo era, previously held in low favor,
were revived to popularity, and themes often used in Rococo art such as Eros and Psyche were popular
again. The academic art world also idolized Raphadl, for the ideality of his work, in fact preferring him
over Michelangelo.

Academic art not only held influence in Europe and the United States, but also extended its
influence to non-Western countries. This was especialy true for Latin American nations, which, because
their revolutions were modeled on the French Revolution, sought to emulate French culture. An example
of aLatin American academic artist is Angel Zarraga of Mexico.

Y oung artists spent years in rigorous training. In France, only students who passed an exam and
carried a letter of reference from a noted professor of art were accepted at the academy's school, the Ecole
des Beaux-Arts. Drawings and paintings of the nude, called "académies", were the basic building blocks
of academic art and the procedure for learning to make them was clearly defined. First, students copied
prints after classical sculptures, becoming familiar with the principles of contour, light, and shade. The
copy was believed crucial to the academic education; from copying works of past artists one would
assimilate their methods of art making. To advance to the next step, and every successive one, students
presented drawings for evaluation.

If approved, they would then draw from plaster casts of famous classical sculptures. Only after
acquiring these skills were artists permitted entrance to classes in which a live model posed. Interestingly,
painting was not actually taught at the Ecole des Beaux-Arts until after  863. To learn to paint with a
brush, the student first had to demonstrate proficiency in drawing, which was considered the foundation
of academic painting. Only then could the pupil join the studio of an academician and learn how to paint.
Throughout the entire process, competitions with a predetermined subject and a specific alotted period of
time measured each students' progress.

2. Pazoeiime mexcm (meopemuueckoil uacmu) Ha j102udecKue 4acmu u 03aziagbme Kaxcoyro.

3. H3 kasicoozo ab3aua mexkcma (meopemuueckoil yacmu) évinuniume npeodiodceHue, 3aKuiouanouiee
6 cebe OCHOBGH)I0 MblCJlb.

4. Hcnonv3zysa evibpanusvie Bamu npeodnoscenusn, nUCbMEeHHO COCHIAGbME NJIAH HEPEeCcKa3a mekcma
(meopemuueckoii uacmu).

5. Iloozomoevme pe3rome u unIOCmMpayuu K mexcny (meopemuueckoi 4acmu).

6. Hpoxwwnenmupyﬁme yacmos mexkcma (meopemuqea(oﬁ lmcmu), Komopas eam nokKasaiaco
Haubonee unmepecHoll.

7. Cocmaevme ceou npedﬂoafcenml CO cyioeamu u ciaosocouemanusamu:

joint CycTaB

juxtapose COTOCTABJISATh, HAKJIA/IBIBATH
kneaded eraser MSATKHUH JIACTUK, «KIISYKa»
laborious TPYIOEMKHIA

landscape neisax, nangmagpT

life-size B HaTypaJIbHYIO BEJIMUMHY
light CBETIIBIH

likeness 00pas, TIOPTPET; CXOIACTBO

loose He (TUIOTHO) IPUKPEIUICHHBIH



8. 3anoanume nponycku corozamu as ... as, (not) so ... as u nepeseoume NpPeoyONCeHUs. Had PYCCKUlL
AZBIK:

1. Her husband is ... old ... yours. 2. His daughter is ... young ... mine. 3. Are there ... many places of
interest in Moscow ... there are in Leningrad? 4. Thisbuilding is ... high ... our Institute. 5. “Is Lesson Six
teen ... simple ... Lesson Fifteen?” “No, Lesson Fifteen is not ... simple ... Lesson Sixteen, it’s more
difficult.” 6. Have you got ... many friendsin Kiev ... you have in Moscow? 7. This year you don’t work
at your English ... much ... you did last year, do you? 8. Literature is ... interesting to me ... History. 9. Is
your son doing ... well thisyear ... he did last year?

9. Omeemuvme na 6onpocet, 00pawian 6HuManue Ha cO3bl CPAGHUMENbHBIX KOHCMPYKYUIL:

1. IsLeningrad as big as Moscow?

2. IstheVolgaaslong asthe Don?

3. Isyour friend’s flat as large as yours? Which is larger?

4. Do you know English aswell as Russian?

5. Canyou learn new foreign words as easily now as you did in your childhood?

Cnucok JMTepaTypbl, peKOMEHAyeMblil K UCII0JIb30BAHUIO 110 JAHHOM TeMe:

OcHoBHas JuTepaTrypa

1. Arab6eksH, . I1. AHrmiickuii s3b1k Ut OakanaBpoB: yueO. mocodue / W. I1. ArabeksH. - PoctoB v//1:
®enuke, 2015. - 379 c.

JlonoiHUTe/ILHAS JIMTepaTypa

1. WHocTpaHHBI S3bIK (QHTIIMHUCKUE $3BIK): MPakTUKYM / MUHHCTEpCTBO KyJIbTYpbl Poccuiickoii
®enepannn, IbC KemepoBckuil rocyJapCTBEHHBIH WHCTUTYT KyJIbTypbl, ColMambHO-TYMaHUTAapHBIN
uHcTHTYT, Kadenpa wHOCTpaHHBIX s3BIKOB. - KemepoBo: KemepoBckuili rocymapcTBEeHHBI HHCTUTYT
KynsTyphl, 2017. - 212 c.

2. AHrnmmickuil SI3bIK AN CTYJEHTOB YHUBEpCUTETOB. UTeHHe, NMUCbMEHHas INpakTHKa W TPaKTHKa
yctHO# peun: yuebnuk: B.2 4. / C.U. Kocteiruna, O.A. bepesuna, FO.A. Banosa u np., Y. 1. - 2-e u3z.,
niepepad. u mom. - M.: Akagemus, 2006. - 400 c.

3. AHIIIMACKUH SI3BIK UTS CTYICHTOB, 00yUalomuxcs 1o crenuansHocTr "Au3aiin": yueOHoe ocodue
JUTSI CTYJICHTOB, o0yuaronuxcs no cnenuanbuocty "Jluzan" / [I'. B. Illeriosa u np.]. — M.: Beici. 1k.,
2007.-340c.

4. bapnunckas, T. P. Aurnumiickuii si3bIk B cepe nu3aiiHa DeKTpoHHBIH pecype: YueOHnoe nocodue / T.
P. bapmmnackas, E. B. Kapmesa, A. A. ®nakcmad. - Hmwkumiit Hosropoa: Hwmxeropoackmii
rOCy/IapCTBEHHBII apXUTEKTYpPHO-CTPOUTENbHBIN YHUBEpcHuTeT, ObC ACB, 2018. - 127 c.

IIpakTnyeckoe 3ansitue Ne 29,
Tpaxmuxa peuu: Realistsand impressionists/ PeaaucTbl 1 HMIPECCHOHUCTHI
T'pavmamuxa: T'narojibHble 0e3TUYHbIE NPENJIOKEHUS.
Heanb: ®opMupoBaHNE KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pe3yabTaTe ocBOeHHE TeMbI CTYAEHT I0JIKEH
3HATh: HOPMBI YIIOTPEOJICHHS JIEKCUKH aHTJIMHCKOTO S3bIKa B MPO(ECCHOHATIBHOM cdepe
YMETh: YNTaTh U NCPEBOJUTE CICHHUAIBHYIO JIMTEPATYPY AJIA IOIMMOJTHCHUA HpO(l)eCCI/IOHaJ'H)HLIX 3H3HHI71;
OCYIIECTBJIATh NPOGECCHOHAIIBHYI0 KOMMYHHUKAIIMIO B YCTHOW M HMHUCBMEHHOHM (hopMax Ha aHIIIMHACKOM
A3BIKE.
AKTYaJILHOCTh TeMbI: 00yCIIOBIIEHa HEOOXOAMMOCThIO OBlaaeHneM YK-4.

TeopeTnueckasi 4acThb:

The most famous art competition for students was the Prix de Rome. The winner of the Prix de
Rome was awarded a fellowship to study at the Académie frangaise's school at the Villa Medici in Rome
for up to five years. To compete, an artist had to be of French nationality, male, under 30 years of age,
and single. He had to have met the entrance requirements of the Ecole and have the support of a well-
known art teacher. The competition was gruelling, involving several stages before the final one, in which
10 competitors were sequestered in studios for 72 days to paint their final history paintings. The winner
was essentially assured a successful professiona career.

As noted, a successful showing at the Salon was a seal of approva for an artist. The ultimate
achievement for the professional artist was election to membership in the Académie francaise and the
right to be known as an academician. Artists petitioned the hanging committee for optimal placement "on
theling" or a eye level. After the exhibition opened, artists complained if their works were "skyed," or
hung too high.



Academic art was first criticised for its use of idealism, by Redlist artists such as Gustave
Courbet, as being based on clichés and representing fantasies and tales of ancient myth while real social
concerns were being ignored. Another criticism of Realists was the "false surface” of paintings — the
objects depicted looked smooth, dick, and idealized — showing no real texture. The Realist Theodule
Augustin Ribot worked against this by experimenting with rough, unfinished texturesin his paintings.

Impressionists, who were associated with loose brushstrokes, likewise criticized the smooth finish
of academic art. Actually, such loose brushstrokes were also part of the academic process. When artists
started planning a painting, they would first make drawings and then oil sketches of their subject. These
oil sketches, known as "esquisses', were painted freely and looked similar to the canvases of the
Impressionists, many of whom were trained in the academic tradition. Only after the oil sketch did the
artist produce the final painting with the trademark academic "fini". Academic artists tried to hide the
brush stroke, as to bring attention to the subject of the art, instead of the means of creating it. The
Impressionists generally did not create a smooth finish, preferring instead loose brushstrokes that
captured the play of light and attested to the artists presence. Impressionists and other artists championed
the idea of plein air painting, where the painter would work from life outside, rather than doing dry
academic exercises confined to astudio.

Realists and Impressionists also defied the placement of still-life and land-scape at the bottom of
the hierarchy of genres. It isimportant to note that most Realists and Impressionists and others among the
early avant-garde who rebelled against academism were originally students in academic ateliers. Claude
Monet, Gustave Courbet, Edouard Manet, and even Henri Matisse were students under academic artists.

I'narosnbHble Oe3/IMYHbIE MPENJI0KeHUs1
1. Kpome HMEHHBIX OE3JIMYHBIX MPEITOKCHUN, B AHTJIHHCKOM SI3BIKE CYIIECTBYIOT TJIarojbHbIC
Oe3muuHbIe MPEIOKEHUS, KOTOPBIC OTIHYAIOTCS OT UMEHHBIX TEM, YTO CKa3yeMOe ITHX IMPeIIoKEeHHUH
— MPOCTOE, TIIArojbHOE, BHIPAKEHHOE OC3TMYHBIM IJIaroJioM, TaKUM Kak tO rain uomu (o doocoe), 10
SNOW udmu (0 cHeze) 1 HEKOTOPBIE APYTHE.
It often rainsin autumn. OCEeHBIO YacTO HIAET A0XKIb.
It snowed much last winter.  TIporwioii 3uMoOit YacTo mies1 CHer.

B pycckoM si3bIKe HET IIarojoB, COOTBETCTBYIONIMX Iriarojam tO rain u t0 SNOW (10CaoBHO —
0021cOUmMb, CHeXCUms), OJHAKO B PYCCKOM SI3BIKE TOXE CYIIECTBYET KAaTE€ropHs OE3JIMYHBIX TJIaroJioB:
TeMHEeTb, MOPO3MTh U T.I., KOTOPBEIE HCIONB3YIOTCS s 00pa3oBaHUs OE3NMUYHBIX IMPEIOKEHHH,
MPUYEM TJIarojl CTABUTCS TaK XKe KaK U B aHTJIMICKOM S3bIKE B 3 JIHIIC €]1. YHCTIa: TEMHeeT, MOPO3HT:

It is getting dark. TemHeeT.

OnHako B PyCCKOM O€3HYHOM TPEIIOKEHHH HET TOJIE)KAIIEro, TOra Kak B aHTIIMHCKOM
SI3BIKE €r0 HAJTMUUE 00513aTeJILHO.

2. BompocurenbHas W OTpUIaTelIbHAsS (OPMBI TIIArOIBHBIX OC3MHUYHBIX MPEAJIONKESHUH 00pa3yroTcs Mo
TEM JK€ TIpaBHWjaM, MO KOTOPBIM 3TH (OPMBI 00Pa3yrOTCS B MPEUTOKEHUIX ¢ OOBIYHBIM TJIArOJIEHBIM
CKa3yeMbIM.

Cpasnume:

Doesit oftenrainin autumn?  Yacto Jiu MAET AOKIb OCEHbIO?

Does he go to school? Xoaut Jiu oH B miKkory?

Did it snow much last winter? Yacro yin mies1 CHer mpoIuIoi 3UuMoit?

Did he go to school last year? Yumicsi 1u oH B IKOJIE B IPOLIIOM rogy?

Isit raining now? Hner 1 noxap ceityac?

Ishewriting now? OH numer ceituac?

It does not often rain herein summer. 3mech He YacTO MAET AOXKAb JICTOM.

He does not go to schoal. OH He yYUTCH B IIKOJIE.
It did not snow much last winter. TTpoIIoii 3UMO# He 4acTO IIeJ CHET.
He did not go to school last year. OH He y4HJICS B IIIKOJIE B MTPOILIOM T'OJTY.

BOl'lpOCI)I U 3a/laHUA .
1. Ilepeseoume:

As modern art and its avant-garde gained more power, academic art was further denigrated, and
seen as sentimental, clichéd, conservative, non-innovative, bourgeois, and "styldess'. The French
referred derisively to the style of academic art as "art pompier" (pompier means fireman) aluding to the
paintings of Jacques-Louis David (who was held in esteem by the academy) which often depicted soldiers



wearing fireman-like helmets. The paintings were called "grande machines' which were said to have
manufactured false emotion through contrivances and tricks.

This denigration of academic art reached its peak through the writings of art critic Clement
Greenberg who stated that all academic art is "kitsch". References to academic art were gradually
removed from histories of art and textbooks by modernists, who justified doing this in the name of
culturd revolution. For most of the 20th century, academic art was completely obscured, only brought up
rarely, and when brought up, done so for the purpose of ridiculing it and the bourgeois society which
supported it, laying a groundwork for the importance of modernism.

Other artists, such as the Symbolist painters and some of the Surrealists, were kinder to the
tradition. As painters who sought to bring imaginary vistas to life, these artists were more willing to learn
from a strongly representational tradition. Once the tradition had come to be looked on as old-fashioned,
the allegorical nudes and theatrically posed figures struck some viewers as bizarre and dreamlike.

With the goals of Postmodernism in giving a fuller, more sociological and pluralistic account of
history, academic art has been brought back into history books and discussion, though many postmodern
art historians hold a bias against the "bourgeois' nature of the art. Still, the art is gaining a broader
appreciation by the public at large, and whereas academic paintings once would only fetch measly
hundreds of dollarsin auctions, they're now commanding millions.

2. Pazoeiime mexcm (meopemuueckoil uacmu) Ha j102uiecKue 4acmu u 03aziagbme Kaxcoyro.

3. H3 Kaotcoozo ad3aua mexkcma (meopemuyeckoii yacmu) evltnuriume npeododicenue, 3axKaiouainuiee
6 cebe OCHOGHYI0 MblCJlb.

4. HC”OJle'y}l BblﬁpaHHble Bamu npec)ﬂo.ucenuﬂ, RUCbMEHHO cocmaeébme NJIAH nepeckasa mexkcma
(meopemuueckoii uacmu).

5. Iloozomoebme pe3rome u uniioCmpayuu K mexkcmy (meopemuueckoil yacmu).

6. Ilpokommenmupyitme uacmov mekcma (meopemuueckoil uacmu), KOmopas 6am noKa3auiacs
Hauboee unmepecHoll.

7. Cocmaevme ceéou npedno.ucenuﬂ CO cjlosamu u ciaosocouemanuamu.:

Magdalenian smoxa MajyteH ( 5-ThicsueneTre 10 H. 3.)
manner of drawing MaHepa PHCOBaHUS

manor house MOMENTAYHAN TOM

marker Mapkep

master BEITUKHN XyI0KHUK; OpUTHHA, 00paserl
to be master of OBJIAJETh, 001aaTh Y-II

masterpiece IIeIeBp

means CPEJICTBO, CIIOCO0

medium CPEJICTBO; PacTBOPUTEb

merit 3aciyra, KauecTBO

milestone 9Tall, BEXa

miscible CIIOCOOHEBIN CMEINUBATRCS; JTETKO CMEITUBAIOIIANCS
mislead BBOJIMTH B 3a0JIy)KICHHE

model MOJIEITH

modelling WCIIOJIHEHHE TI0 MOJIETIH; JierHast pabora
moisten YBIQKHSThH, CMAYMBaTh

movable MIEPEHOCHOM, pa300pHBIH, CKIIaTHON
mural ¢bpecka

muscle MBIIIIA

8. Ilepeseoume na anenuiickuil A3bIK, 00pawas énumanue Ha ynompeodaenue ooopoma it takes.

1. ToBapum IleTpoB xuBeT 3a ropogoM. EmMy TpeOyercs nBa gaca, 4ToObI 10€XaTh A0 MHHHUCTEPCTBA. 2.
CKOJbKO BpeMEHHU BaM NOTpeOyeTcs, YTOObI MPUTOTOBUTH Ball 10KiIan? — MHe moTpebyeTcst Ha 3TO JIBe
Henenu. 3. CKOJbKO BPEMEHHU YIUIO y HETO Ha TO, YTOOBI OTBETUTH HA 3TH NMHCbMa? — Y HEro yuien Ha
910 Jac. 4. CKOJIBKO y Bac yIIIO BUepa BPEMEHH Ha TO, YTOOBI BEIYYUTH HOBBIE CJIOBA? — Y MEHS YIIUIO
Ha 3T0 nBa yaca. 5. CKONBKO BpeMEHHM UM TNOTpeOyeTrcsi, YTOOBI 3aKOHYHTH CBOIO padory? — Um
norpedyeTcs AecATh THEH.

Cnucok JuTepaTypbl, peKOMEHAyeMblil K HCIO0JIb30BAHUIO M0 JAHHOM TeMe:

OcHoBHas JuTepaTypa

1. Arab6eksn, U. I1. AHruiickuii s3bIk s OakanaBpoB: yueO. mocooue / WM. I1. ArabeksH. - PoctoB #//1:
®denukc, 2015. -379 c.

JonoJiHUTebHAS JIUTepaTypa



1. MHocTpaHHBIH SI3bIK (QHIVIMACKUAN S3BIK): MPaKkTUKyM / MUHHCTEPCTBO KyNbTypbl Poccuiickoit
Oenepannn, 9bC KeMepoBckuil rocyaapCTBEHHBIH WHCTUTYT KyIbTyphl, CoIManbHO-TYMaHUTAPHBINA
uHCTUTYT, Kadenpa mHOCTpaHHBIX 3bIKOB. - KemepoBo: KemepoBckuii rocyaapcTBEHHBIN WHCTUTYT
KynbTyphl, 2017. - 212 c.

2. AHrWiACKWHA SI3BIK A CTYJASHTOB YHUBEPCHUTETOB. UTeHWe, NMUChbMEHHAs IMPAKTHKa W TPaKTHKa
yctHol peun: yueOnuk: B.2 u. / C.U. Kocteiruna, O.A. Bepesuna, F0.A. NBanosa u ap., U. 1. - 2-¢ u3x.,
nepepad. u for. - M.: Akanemus, 2006. - 400 c.

3. AHTTIUHCKHUH SI3BIK TSI CTYIEHTOB, O0YYAIOIINXCS TI0 criennaibHoCcTH "J{n3aifH": yueOHoe mocobme
JUTS CTYJIEHTOB, oO0y4atoruxcs no cunenuanbaocTH "Jn3ain" / [I. B. llleBrosa u ap.]. — M.: Beicmr. mik.,
2007.-340c.

4. bapnuuckas, T. P. Aurnmiickuii s36Ik B cepe qu3aitHa DNeKTpOHHEIH pecypc: YueOHoe mocobue / T.
P. bapmunckas, E. B. KapmeBa, A. A. ®makcman. - Hwknawmit Hosropoa: Hwmkeropomckuit
TrOCy/IapCTBEHHBII apXUTEKTYpPHO-CTPOUTENbHBIN YHUBepcuTeT, ObC ACB, 2018. - 127 c.

Pasznea 4. Architecture and buildings/ ApxutexkTypa u 31aHust

IIpakTuyeckoe 3ansitue Ne 38.
Tlpaxmuxa peuu: The difference between architecture and building / Pazanua mexay apxutekTypoi
U CTPOUTEJIBCTBOM
I'pammamuxa: Tipomenuiee Bpemsi rpynnbi Perfect.
Heanb: ®opMupoBaHHE KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pesyabTarte 0cBOeHHE TEMBbI CTYAEHT [J0JI5KEH
3HATh: HOPMBI YIIOTPEOIICHUS IEKCUKH aHTIUICKOTO S3bIKa B PO ECCHOHAIBHOM chepe
yMeTh: YUTaTh U MEPEBOANTD CIEIHAIBHYIO JIUTEPATYPY IJIS TOMOIHEHHUS MPOo(ecCHOHaIbHBIX 3HAHUH;
OCYIIECCTBIATh MPOGECCHOHAIIEHYI0 KOMMYHHUKAIIUIO B YCTHOW M MUCBMEHHOHM (hopMaxX Ha aHIIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TeMBbI: 00YyCIIOBIIeHa HEOOXOAMMOCThIO OBJIaieHneM Y K-4.

TeopeTnueckasi 4acThb:

The difference between architecture and building is a subject matter that has engaged the
attention of many. According to Nikolaus Pevsner, European historian of the early 20th century, "A
bicycle shed is a building, Lincoln Cathedral is a piece of architecture”. In current thinking, the divisionis
not too clear. Bernard Rudofsky's famous Architecture Without Architects consolidated a whole range of
structures designed by ordinary people into the realm of architecture. The further back in history one
goes, the greater is the consensus on what architecture is or is not, possibly because time is an efficient
filter. If like Vitruvius we consider architecture as good building, then does it mean that bad architecture
does not exist? To resolve this dilemma, especialy with the increasing number of buildings in the world
today, architecture can also be defined as what an architect does. This would then place the emphasis on
the evolution of architecture and the architect.

Architecture is also the art of designing the human built environment. Buildings, landscaping, and
street designs may be used to impart both functional as well as aesthetic character to a project. Siding and
roofing materials and colours may be used to enhance or blend buildings with the environment. Building
features such as cornices, gables, entrances, and window treatments and borders may be used to soften or
enhance portions of a building. Landscaping may be used to create privacy and block direct views from or
to a site and enhance buildings with colourful plants and trees. Street side features such as decorative
lighting, benches, meandering walkways, and bicycle lanes may either enhance or degrade the experience
of aproject site for passersby, pedestrians, and cyclists.

Ipomemmee Bpemsi rpynmbl Per fect
1. Tpomemmee Bpems rpynnbl Perfect ymorpebmsiercs s 0003HaveHHs JACHCTBHUS, yKe
COBEPUIMBILErOCsA A0 ONPENEICHHOIO MOMEHTa B IPOILIOM M COOTHECEHHOIO C 3THM MOMEHTOM B
npouuioM, a He ¢ MoMeHToM peud. [lostomy mnpomenmee Bpems rpynmel Perfect HaspiBator
OTHOCUTEJIbHBIM BPEMEHEM.
JIaHHBIN MOMEHT B IIPOILJIOM MOXET OBbITh BBIPa)KEH TOUYHBIM YKa3aHHUEM BpeMeHH (Toza, YHCIa,
yaca ¥ T.0.) C NPEIIOTOM BpeMeHH DY x WiIM JIpyruM TNPOIICANIMM JCHCTBUEM, COOBITHEM WIIU



curyanueii. B mporeaiiem Bpemenu rpymmsl Perfect Bcrmomorarensubiii riaron to have crout B
POIIIE/IIIEM BPEMCHH:

My friend had read the book by five o’clock yesterday. Buepa x msitu 4yacam Mot apyr (yxe)
[POYMTA KHHUTY.

2. B moBecTBOBaHWH, IIPU OINIMCAHUH TIOCIIEI0BATENBHBIX COOBITHIA B TIPOIILIOM B aHTJIMICKOM SI3bIKE, KaK
U3BECTHO, ymoTpeOisieTrcss mpoineaiiee Bpems rpynmel |ndefinite. Eciu ke mocienoBarenbHOe
U3II0)KEHHUE COOBITHI HAPYIIAeTCs, T.C. €CIH YKa3bIBAaeTCs ACHCTBHE, KOTOPOE MPOHU3OILIO paHee, OHO
BBIpA)KAETCs TIPOLIEINIAM BpeMeHeM rpyrmsl Perfect:

We hurried to the theatre. We entered MBI IOCTIENIIIN B TeaTp. MBI BOIILIH B
hall at a quarter to eight and took 3aj1 63 YeTBePTH BOCEMb M 3aHSITH
our seats near the door. The concert CBOM MecTa 0KoJ10 JBepu. KoHuept
had already begun. My friend looked y:ke HavaJjicst. Moii Apyr mocMoTpe
around. He had never been to this BOKpYT. PaHbIle oH HUKOTIa He OBLT
thestre before and wanted to see what B 3TOM TeaTpe, U €My XOTEeJIOCh YBU-
the hall looked like... JIeTh, YTO TPEICTABIISAET COOOKO 3all...

3. B CIOKXHOMOAYNHEHHOM TMPEUIOKCHIN C TPHAATOYHBIM MPEIOKEHIEM BPEMEHH TPOIIIE/IIee BpeMs
rpynnel Perfect moxker ymoTpeOnsTbCs Kak B TJIaBHOM MPEIJIOKEHHH, TaK M B TMPHUIAATOYHOM B
3aBHCHMOCTH OT TOTO, KaKOe JICWCTBHE COBEPIIIIOCH paHbiie. Ecan cka3yemMoe TIIaBHOTO TPeI0KEHHUSI
0003Ha4YaeT JeHCTBHE, COBEPIIMBLICECS paHee NEHCTBUS, 00O3HAUYCHHOTO CKa3yeMBIM IPHAATOYHOTO
NpEUIOKEHUS, TO TIEPBOC CTAaBHTCS B TMPOIIEANIEM BpeMeHu rpymmsl Perfect, mpuyem npumaTounoe
IPEeIoKEHNEe BpeMEeHH BBOUTCs coto3amu befor e oo moeo, kak; neped mem, kax win when xozoa:

My friend had rung me up before Moii apyT MO3BOHMII MHE TIEPE YXOI0M

he went home. nmomoii. (Ilepen TeM, Kak TOIIEI JTOMOM).
We had aready reached thevillage = MsI yxke m1o0painch 10 1epeBHH, KOTa
when it began to rain. TIOLIENT TOKIb.

Ecnnm xe ckazyemoe mMpumaTovyHOro MpesIosKeHHsT 0003HaYaeT IEUCTBUE, KOTOPOE COBEPIINIIOCH
paHee IIGﬁCTBI/ISl, BBIPA)KCHHOT'O CKa3y€MbIM TIJIaBHOI'O IPEAJIOKECHUA, TO CKa3z3yeMO€ BPEMCHHOI'O
NPUIATOYHOTO TPEUIOKEHUsI CTOUT B TPOIIEANIeM BpeMeHH rpymibl Perfect u BBoguTcs B 3TOM ciiydae
coro3amu after, as soon as, when:

As soon asthey had had dinner, they Kaxk TosbKko (0HM) M006ena i, OHH 110~
went for awalk. IJIA TOTYJIATS.

They went for awak after they had OHM MOIIUTH MOTYJISTH MOCJIe TOT0, KaK
written lettersto their friends. HAMMCAJIH [THCHMA JIPY3bSIM.

Il pumeuamnue Korma orHo neiicTBre OBICTPO ClieAyeT 3a IPYruM, OCOOEHHO JeHCTBHS,
BeIpaXkKaeMble riaronamu Tuma t0 come, to enter, to finish, mocie coro3oB when, as soon as, after
yrnotpebsieTcs ckazyemoe B TpoiieanieM Bpemeru rpymisl | ndefinite:

Assoon as| finished work, | went home. Kak To1bKko s 3aKoHYMJI paboTy, s (Cpasy) MOIIeT JOMOH.

4. B moBecTBOBaHWH Tpoiie/iiee Bpems rpymmbl Perfect ymorpeGnsiercs B Tex ke ciydasix, KOraa B
JIMAIOTMYECKOM peur YHOTpeOsieTcs HacTosIee Bpems rpymisl Perfect:

When | was going along the strest, | Korpa s men no yswiie, s BETPETHI OJHOTO
met an old friend of mine whom | 13 CBOMX CTaphIX JAPY3€i, KOTOPOTO 1 He
hadn’t seen since he left for Leningrad. BH/IEJI € TeX MOp, KaKk OH yexai B JIeHuHrpas.

5. Ipomreamee Bpems rpymmsl Perfect ynorpedisiercs taxke Uit 0003HaYSHUS ICHCTBUS, KOTOPOE eIle
HE YCIICIO COBECPIINTHCA 10 JAHHOTO MOMCHTA B IIPOIIJIOM.

DTOT MOMEHT 4acTO 0003HAYaETCA APYTUM OpOomCaAIInM HeﬁCTBHeM. B sTtoMm CJIydac CKa3syeMoc B
npoure/meM BpeMeHu rpynmsl Perfect crourt B orpunarensHoit hopme:
They had not yet got on the tram when it started off.  Ouwm eme He ycmenu cecTh B TpaMBaii, Kak OH
TPOHYJICS.

Bonpocs! 1 3aganusi:
1. Boibepume nooxoosmue no cmoicay nazeéanue. Interior, The Dome, St. Peter's Square, History, St.
Peter's Basilica, Details:
1

Directly to the east of the church is the dliptical St. Peter's Square (Piazza San Pietro), built
between 1656 and 1667, in the center of which is a 25.5 m tall obelisk. The obelisk was moved to its
present location in 1585 by order of Pope Sixtus V. The obelisk dates back to the 13th century BC in
Egypt, and was moved to Rome inthe st century to stand in Nero's Circus some 250 m away. Including



the cross on top and the base the obelisk reaches 40 m. On top of the obelisk there used to be a large
bronze globe allegedly containing the ashes of Julius Caesar, this was removed as the obelisk was erected
in St. Peter's Square. There are also two fountains in the square, the south one by Maderno (1613) and the
northern one by Bernini (1675).

2

The dome or cupola was designed by Michelangelo, who became chief architect in 1546. At the
time of his death (1564), the dome was finished as far as the drum, the base on which domes sit. The
dome was vaulted between 1585 and 1590 by the architect Giacomo della Porta with the assistance of
Domenico Fontana, who was probably the best engineer of the day. Fontana built the lantern the
following year, and the ball was placed in 1593.

As built, the double dome is brick, 4.3 m in interior diameter (almost as large as the Pantheon),
rising to 120 m above the floor. In the early 18th century cracks appeared in the dome, so four iron chains
were installed between the two shells to bind it, like the rings that keep a barrel from bursting. (Visitors
who climb the spiral stairs between the dome shells can glimpse them.) The four piers of the crossing that
support it are each 18 meters across. It is not simply its vast scale (136.57 m from the floor of the church
to the top of the added cross) that makes it extraordinary. Michelangelo's dome is not a hemisphere, but a
paraboloid: it has a vertical thrust, which is made more emphatic by the bold ribbing that springs from the
paired Corinthian columns, which appear to be part of the drum, but which stand away from it like
buttresses, to absorb the outward thrust of the dome's weight. The grand arched openings just visible in
the illustration but normally invisible to viewers below, enable access (not to the public) al around the
base of the drum; they are dwarfed by the monumental scale of their surroundings. Above, the vaulted
dome rises to Fontana's two-stage lantern, capped with a spire.

The dome designed by Michelangelo was completed by Giacomo della Portain 1590.

The egg-shaped dome exerts less outward thrust than a lower hemispheric one (like Mansart's at
Les Invalides) would have done. The dome conceived by Donato Bramante at the outset in 1503, was
planned to be carried out with a single masonry shell, a plan that was discovered not to be feasible. San
Gallo came up with the double shell, and Michelangelo improved on it. The piers at the crossing which
were the first masonry to be laid, which were intended to support the origina dome, were a constant
concern, too slender in Bramante's plan, they were redesigned several times as the dome plans evolved.

Other domes around the world built since, are always compared to this one, which served as
model: Saint Joseph's Oratory in Montreal, Quebec, St Paul's Cathedral in London, Les Invalidesin Pearis,
United States Capitol in Washington, DC, Harrisburg, PA, and the more literal reproduction at the
Basilicaof Our Lady of Peace of Y amoussoukro, Cote d'lvoire.

Above the main entrance is the inscription IN HONOREM PRINCIPIS APOST PAVLVS V
BVRGHESIVS ROMANVS PONT MAX AN MDCXII PONT VII (In honour of the prince of apostles;
Paul V Borghese, pope, in the year 1612 and the seventh year of his pontificate). The fagade is 114,69
metres wide and 45,55 m high. On top are statues of Christ, John the Baptist, and eleven of the apostles;
St. Peter's statue is inside. Two clocks are on either side of the top, the one on the left is electricaly
operated since 1931, with its oldest bell.

Between the fagade and the interior is the portico. Mainly designed by Maderno, it contains an
18th century statue of Charlemagne by Cornacchini to the south, and an equestrian sculpture of Emperor
Constantine by Bernini (1670) to the north. Entering the southernmost door, designed by Giacomo
Manzu, is called the "Door of the Dead". The door in the centre is by Antonio Averulino (1455), and
preserved from the previous basilica.

The northernmost door is the "Holy Door" in bronze by Vico Consorti (1950), which is by
tradition only opened for great celebrations such as Jubilee years. Above it are inscriptions. The top reads
PAVLVS V PONT MAX ANNO XIII, the one just above the door reads GREGORIVS XIII PONT
MAX. In between are white slabs commemorating the most recent openings.

2. Pazbeiime mexcm (meopemuueckoil 4acmu) Ha A02UdeCKUe YACMU U 03a2/148bHe KAXCOYIO.

3. H3 kastcoozo ab3aua mexcma (meopemuyeckoil 4acmu) evlnumiume npeoiodiceHue, 3axadaouiee
6 cebe OCHOBGH)I0 MblCJlb.

4. Hcnonv3zysa ewvibpanuvie Bamu npeonoiicenus, RUCbMEHHO COCMAGbmME NIAH NEPEeCKa3a meKcma
(meopemuueckou uacmu).

5. Iloozomoevme pe3tome u unirocmpayuu K mexcmy (meopemuueckoi vacmu).

6. Ilpokommenmupyitme uacmov meKkcma (meopemuueckou uacmu), KOMopas 6am HnOKaA3aaaco
Haubonee uHmMepecHoll.

7. Ilepeseoume na anznuilcKuii A3vlK, 00pawMas 6HUMAHUE HA HOPMY BpeMeHU 2NA20NA-CKAZYEMO20:



a) 1. ConHue y>xe B30LJI0, H MBI MOXXEM OTIpPaBIIsAThCA Ha peky. Hamm nonku yxxe tam. 2. [louemy BbI
He Npuriacuiu ropapuina KinuMosa npussaTe yuactue B Hauel padore? OH OYeHb XOPOUIO 3HACT 3TOT
npeaMeT U MOXKeT HaM MoMoub. 3. CbIH MOel cecTpbl O4eHb crtocoOHbIH. EMy TonbKo 4eThipe roaa, HO
OH y’ke Hay4uJics unTath. 4. [louemy Thl ocTajcs qoma? JJoKTop emie He pa3pewni Tedbe BRXoauTs? 5.
Sl Toxe HUKOrZa HE CJBIAJ 3TOr0 pacckasza. Ilostomy s aymaro, s ToXe Moaydy OOJbILIOE
YIOBOIIBCTBHUE ciymas ero (oT Hero). 6. Uro cayumiaoch ¢ [letpom? [louemy on eme He mpumen? 7. 5
pan, uro ToBapuul JlaBpoB mpucoenuHuIcsa K BaM. Ternepb Bam OyneT jierde 3aKOHUUTh 3Ty padoty. 8. 5
JyMaro, YTO HaM IPUAETCS OCTaThCs 3/1eCh 10 ceMH 9acoB. 9. 'ne Mou kHuru? 51 ToJBbKO YTO OCTABUI UX
3nech. Kto-anbynp 0611 316Ch?

CnHcok JINTepaTyphl, peKOMEHAYeMblil K HCII0JIb30BAHMIO 10 JAHHOH TeMe:

OcHoBHag JuTepaTypa

1. Ara6exsH, U. I1. AHrmmiicknii 361k 1151 6akanaBpoB: yued. mocobue / U. I1. ArabeksH. - PoctoB 1//1:
®denukc, 2015. -379 c.

JonoHuTeILHAS JINTEPATypa

1. WHOCTpaHHBIA SI3BIK (AHTNIMHACKAN A3BIK): TPakTHKyM / MUHHCTEPCTBO KymnbTypbl Poccuiickoit
Oepnepaunn, 9bC KeMepoBckuil rocyaapCTBEHHBIH HMHCTUTYT KyJdbTypbl, ConuanbHO-I'yMaHUTaApHBINA
uHCTUTYT, Kadenpa mHOCTpaHHBIX s3BIKOB. - KemepoBo: KeMepoBckuii rocyaapcTBEHHBIH HWHCTHUTYT
KyJabTyphl, 2017. - 212 c.

2. AHrHHACKWHA SI3BIK JJISL CTYJNEHTOB YHUBEPCHUTETOB. UTeHWE, NMUChbMEHHAs IMPAKTHUKa W TPAKTHKA
ycTHOH peun: yueOnuk: B.2 u. / C.U. Kocteiruna, O.A. Bepesuna, 0.A. MBanosa u np., Y. 1. - 2-¢ u3.,
nepepad. u for. - M.: Akanemus, 2006. - 400 c.

3. AHTTIMIACKUI S3BIK TS CTYACHTOB, 00YJarOIIUXCs 1Mo crienmanbHocTh "J{uzaiin": yaeOHoe mocobue
JUTSI CTYJICHTOB, o0yuJaromnuxcs no cnenuanbHocTy "Jluzain" / [I. B. llleBriosa u ap.]. — M.: Beici. k.,
2007.-340c.

4. bapnuuckas, T. P. AHrnmiickuii sS36IK B cepe qu3aitHa DIeKTpOHHEIH pecype: YueOHoe mocodue / T.
P. bBapmunckas, E. B. Kapuera, A. A. ®nakcman. - Hwxuuii Hosropoa: Hwuxeroponckuit
roCyJIapCTBEHHBIN apXUTEKTYpHO-CTpouTenbHbIi yHIBepcuteT, ObC ACB, 2018. - 127 c.

IIpakTnyeckoe 3ansitue Ne 40.

Tpaxmuxa peuu: Therole of the architect / Poab apxurexkTopa
I'pammamuxa: Bo3BpaTHbIe MECTOMMEHHUS.
Heﬂbl CDOpMPIpOBaHI/Ie KOMMYHHKATHBHBIX KOMHCTQHL{I/Iﬁ, OBJIAJICHUC JIEKCUKOH U FpaMMaTHKOﬁ
B pe3ysabTaTte ocBOeHHE TeMbl CTYAEHT J0JI5KEeH
3HATh: HOPMbI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO I3bIKa B IPOeCCHOHAIBHOM chepe
YMETh: YuTaTh U MEPEBOAUTH CIICHUATIBHYIO JIMTEPATYPY IJIA ITOIOJIHCHUA Hp0(1)€CCI/IOHaJ'ILHLIX 3HaHHﬁ;
OCYHIECTBIATh MPOGECCHOHAIBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOH (popMaxX Ha aHTIIMHACKOM
SI3BIKEC.
AKTYyaJIbHOCTh TEMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajicHueM Y K-4.

Teoperuyeckasi 4acTh!

Buildings are one of the most visible productions of man, and vary greatly in design, function,
and construction implementation across the globe from industrialized countries to "third world", or
developing countries. The role of the Architect also varies accordingly. The vision (or lack of) that
Architects project on the society in which they practice has a profound effect on the built environment,
and conseguently on the people who interact with that environment. The skills of the architect are sought
after in many situations ranging from complex building types such as the Skyscraper, Hospital, Stadium,
Airport to less complicated project types such as commercial and residential buildings and development.
Many types of projects or examples of Architecture can be seen as cultural and political symbols.
Generdly, thisiswhat the public perceives as architecture. The role of the architect, though changing, has
been central to the successful (and sometimes unsuccessful) design and implementation of the built
environment in which we live. There is always a dialogue between society and the architect. And what
results from this dialogue can be termed architecture - as a product and as a discipline.

Bo3BpaTHble MecTOUMEHHS
1. V Bcex JNMYHBIX MECTOMMEHHH B AHTJIMUCKOM S3BIKE €CTh COOTBETCTBYIOIIHE BO3BPATHBIE
MECTOMMEHHS, KOTOphIe MMEIOT OKOHUYaHwus -Self B e, uncie u -Selves Bo MH. uncie.

JInuHbIE

BosBparasie MecTouMeHUA
MECTOUMEHUS



I myself

you yourself

he himself
she herself

it itself

we ourselves
you yourselves
they themselves

Kpome ToOro, cyiecTByeT BO3BpaTHOE MECTOMMEHHE, COOTBETCTBYIOLIEE HEOMPEICICHHOMY
MecTouMmeHuio one — oneself, kotopoe ymorpebisieTcst mpu Tiarose, CTOSIEM B HHPUHUTHBE, YTOOBI
0003Ha4NTh 00s3aTebHOE YIIOTPEOIeHHE BO3BPATHOIO MECTOMMEHHS B COOTBETCTBYIOIIEM JIHIE B
npemmoxennn: to enjoy oneself nacaascoamecs, xopowo nposecmu epemsi.

2. Bo3BpaTHbIe MECTOMMEHHUS YIIOTPEOIIAIOTCS:

1) Kak mokasarens BO3BpaTHOTO 3HAYCHHS TiIaroina —

At last he found himself in abig hall HakoHerr OH 04yTHJICS B OTPOMHOM
with large windows and... 3aje ¢ OONBIIMMH OKHAMH H ...
Be careful! Y ou may cut your self. Bynbre ocropokHsl! Bel MOkeTe mope3arnes.

B coBpeMEHHOM aHTIIMIICKOM S3bIKE MPHU CICAYIOMKX riaronax: t0 wash ymwsieamocs, to dress
oodesamwvcs, 10 bathe xynamwscs, t0 shave 6pumscs, to hide npsmamocs, to behave secmu cebs
BO3BpAaTHOE MECTOMMEHHE, KaK IPaBUIIO, HE YIOTPEOJISETCs, XOTS OTH IJIArojbl HE TEPSIOT CBOEro
BO3BPATHOT'O 3HAYCHHUS:

Do you like to bathein the sea? BoI smr00uTE KymaThest B Mope?

ITpuwmeuanue Korga 3t miarossl ynoTpeoistoTcs B MOBEIUTEILHOM HAKIOHEHHH, OHU
COXpPaHSIOT IPH cebe BO3BpATHOE MECTOMMEHHE BTOPOTO JIHIIA:

How dirty you are! Go and wash your self! Kaxoii o1 rpsi3ubiii! IToiian ymoiics.
Hide your selvesin that forest! CupsiubTech B TOM Jiecy!

2) Bo3sBpaTHbIE MECTOMMEHHS MOIYT YHOTPEOIATHCS CAMOCTOSATENBHO B KAyeCTBE TOrO HIIM

HHOTO YJIeHa MPeIOKEH s (IPSAMOTo JOMOIHEHHUS, PEUIOKHOTO IOMOJIHEHUS):

When | saw myself in the looking glass, Korna st yBuzen cedst B 3epkaie, st ObUT
I got very much surprised: I’ve changed so greatly. OYCHb YJIMBJICH: TaK CHJILHO 5T U3MEHUJICS.
He never speaks of himself. OH HUKOT/Ia HE TOBOPHT O cede.

Pycckoe MmectonMeHue cebsi (coboti) 4acTo COOTBETCTBYET B AHTIHICKOM SI3bIKE JHYHOMY
MECTOMMEHHIO B 00BEKTHOM MaJiexKe:

BruI BospMeTe ¢ ¢000ii cBOMX HeTeii? Will you take your children with you?

BosBpaTtHoe ke MeCTOMMEHHE YHOTPeONsAeTCS TOrja, KOrja B COOTBETCTBYIOIIEM PYCCKOM
MPEIIOKCHUH UMEETCSI MECTOUMEHHE cam (cam cebsi, camozo cebs, camum coooil):

OH Bcera J0BOJICH CO0OIA. He isaways pleased with himself.

3) Bo3BpaTHble = MECTOUMEHHS  YHOTPEONSIOTCS  TakKe KaK  CPEICTBO  YCHIICHUS
CYIIECTBUTEIBHOTO MJIM MECTOMMEHHS, YIOTPEOJIAeMbIX B (DYHKIIMH MOIICKAICTO WK IOMONHEeHUs. B
9TOM 3HAYEHUH OHH COOTBETCTBYIOT PYCCKOMY YCHIMTEIHHOMY MECTOMMEHHIO CAM.

IIpuMeuanue. BaHrniickoM s3bIKe ¢ BO3BPATHBIMH MECTOMMEHHSIMU YACTO YIOTPeOsieTcs
JUIs OONbIIeH BBIPA3UTENBHOCTH Tpeior DY, B pPYyCCKOM sI3bIKE HCMONB3YIOTCSA JAPYTHE CpECTBa
YCHJICHUSI, HATIPUMED, CII0BA: COBEPULEHHO, ADCOTIOMHO, MOAbKO:

He did it al by himself. OH cemnan 5TO CO8EPUIEHHO CAMOCOAMENbHO.

Bonpocs! 1 3aganusi:
1. Boibepume nooxoosmue no cmoicay nazeéanue. Interior, The Dome, St. Peter's Square, History, St.
Peter's Basilica, Details:
1

The Basilica of Saint Peter, officially known in Italian as the Basilica di San Pietro in Vaticano
and colloquially called Saint Peter's Basilica, ranks second among the five major basilicas of Rome and
its Vatican City enclave. Possibly the largest church in Christianity, it covers an area of 23,000 m? and
has a capacity of over 60,000 people. One of the holiest sites of Christendom, it is believed to be the site
of crucifixion and burial of the basilica namesake Saint Peter, one of the twelve apostles of Jesus and first
Bishop of Antioch and later first Bishop of Rome. Tradition holds that his tomb is below the baldachino



and altar; for this reason, many Popes, starting with the first ones, have been buried there. The current
basilica was started in 1506 and was built over the Constantinian basilica

Contrary to popular belief, the basilica does not hold the distinction in the Roman Catholic
Church of being the ecumenical motherchurch, as it is not the cathedral of the Pope (in fact, it is not a
cathedral at al). That distinction belongs to the Basilica di San Giovanni in Laterano. However, due to
the proximity of the Papal residence, most Papal ceremonies take place at St. Peter's. The basilica also
holds arelic of the Cathedra Petri, the Episcopal throne of the basilica's namesake when he led the Roman
church, but which is no longer used. These are the sources of the confusion.
2

The current location is probably the site of the Circus of Nero in the first century. After Emperor
Constantine officially recognized Christianity he started construction in 3 4 of a great basilica in this
exact spot, which had previously been a cemetery for pagans as well as Christians.

In the mid- 15th century it was decided that the old basilica should be rebuilt. Pope Nicholas V
asked architect Bernardo Rossellino to start adding to the old church. This was abandoned after a short
while. In the late 15th century Pope Sixtus IV had the Sistine Chapel started nearby.

The basilica in itself is an artwork composed of many valuable artistic ele-ments. Construction
started under Pope Julius Il in 1506 and was completed in 1615 under Pope Paul V. Donato Bramante
was to be the first chief architect. Many famous artists worked on the "Fabbrica di San Pietro" (as the
complex of building operations were officially caled). Michelangelo, who served as main architect for a
while, designed the dome. After the death of Julius Il building was halted until Pope Paul 111 asked
Michelangelo to design the rest of the church. After Michelangel o's death his student Giacomo della Porta
continued with the unfinished portions of the church. Carlo Maderno became the chief architect later on,
and designed the entrance.

2. O3aznasvme mekcm (meopemuueckoil Hacmu).

3. H3 mexcma (meopemuueckoii yacmu) plnuniume npeooiicenue, 3axaruaouiee ¢ cebe 0CHOBHYI0
MblCJlb.

4. ”CnOJle'y}l BblﬁpaHHble Bamu npet)no.ucenu}l, RUCbMEHHO cocmaeébme NJIAH nepeckasa mexkcma
(meopemuueckoit wacmu).

5. Iloozomoevme pe3tome u uniocmpayuu K mekcmy (meopemuyeckoii yacmu).

6. Ilpokommenmupyitme uacmov meKkcma (meopemuueckou uacmu), KOMopas 6am HOKA3AaaAcCh
Hauboee uHmMepPecHoll.

7. Cocmaevme ceéou npeOJloofceHu;l CO cjlosamu u ciaosocouemanHuiamu.:

ubiquitous BCTPEYAIONIUICS TIOBCIOLY

upper BTOpasi TIOJIOBUHA (JIECATHIIETHS, BeKa U T.JI.)
urban TOPOJICKOi

usage 00x0XIeHre, 00bIYaid, CIIOBOYIOTPEOIeHEe
vanish ucue3aTh

vanishing line JIMHUS CX0JIa MapajlIeNbHBIX TNIOCKOCTE!
vanishing point TOYKA CXO/Ia MapaluIe/IbHbIX JTHHUMA

vellum BeJICHEeBast Oymara

view BUJI

violet ¢uoaeToBbIit

virtually (aKTHUECKH, B CYIIHOCTH, IOUCTHHE
viscosity BSI3KOCTB, JINTIKOCTH, TATYYECTh, KIEHKOCTD
visual HArISAIHBIA, BUIAMBINH

8. Jlaiime omeembi Ha chedyouiue anbmMepHAmMUEHbBIE BONPOCHl, 00paAULAs GHUMAHUE HA
ynompeﬁﬂenue 6036pamHbIX MecCmouUMeHUIl:

1. Do you usualy prepare your meals your self or does anybody else do it for you?

2. Did you teach your son to read (write, draw) or did he learn to read (write, draw) by himself
(camocrosiTenbHO)?

3. Does your son (daughter) always prepare his (her) lessons himself (her self) or does he (she) sometimes
turn to you for help?

4. Do your children go to school by themselves or does anybody accompany them?

5. Do you do your English exercises by your selves or do your friends help you to do them?

Q. Ilepeseoume cnedyiowiue npeoiodNceHus, o0pawias GHUMAHUE HA YROMpeOieHue 6036PAMHbBIX
MeCmouMeHu:



1. 51 cam y3Haro, monpaBwics i ToBapui] OunuH. 2. MBI caMu HE OKHIaIu, 94To ToBapuil [leTpoB Tak
IUIOXO0 cOacT dk3aMeHbl. 3. OHa camMa HaMm Bce 00BACHUT ceiiuac. 4. Ilpodeccop Oyaer menarh 3Ty
oneparuio cam? 5. S HameCh, YTO BBl OOCYIUTE 3TOT BOmpoc camu. 6. Hamwm netu Obutn jeToM 3a
ropoJIoOM ¥ XOpomo mpoBeaun Tam Bpems (t0 enjoy oneself). 7. [laBaiiTe caMHM MpPOYUTaEM 3TOT
AHTTIMICKUI TEKCT.

CHUCOK JIMTepaTypbl, peKOMEeHAyeMblii K HCI0JIb30BAHMIO 110 JaHHOI TeMe:

OcHoBHag JuTepaTypa

1. Ara6exsH, U. I1. AHrmmiickuii 361k U1t 6akamaBpoB: yue6. mocodue / U. I1. Arabeksn. - Poctos v//1:
®denukc, 2015.-379 c.

JlonoiHuTEILHAS JIMTEpaTypa

1. WHocTpaHHBI S3bIK (QHTIIMHUCKUE $3BIK): MPakTUKYM / MuUHHCTEpCTBO KyIbTypbl Poccuiickoii
Oeneparrn, IbC KemepoBcknil TOCYIapCTBEHHBIM WHCTHTYT KyIbTypbl, CommanbHO-TYMaHUTApHBIN
uHCTUTYT, Kadenpa mHOCTpaHHBIX A3bIKOB. - KemepoBo: KemepoBckuii rocyaapcTBEHHBIN WHCTHUTYT
KyneTypsbl, 2017. - 212 c.

2. AHrWACKWHA SI3BIK AL CTYJNEHTOB YHUBEPCHUTETOB. UTeHWE, MUChbMEHHAs IPAKTHUKa W TPaKTHKA
yctHO# peun: yuebnuk: B.2 4. / C.U. Kocteiruna, O.A. bepesuna, FO.A. Banosa u np., Y. 1. - 2-e u3z.,
nepepad. u for. - M.: Akanemus, 2006. - 400 c.

3. AHTIMIACKUI S3BIK JUTA CTYACHTOB, 00YJarOIIUXCs 1Mo crienmanbHocTh "J{uzaiin": yaeOHoe mocobue
JUTSL CTYJIEHTOB, oO0y4atoruxcs no cnenuanbaocTH "J{nzain" / [I. B. Illesnosa u mp.]. — M.: Beicmr. mik.,
2007.-340c.

4. bapnunckas, T. P. Aurnuiickuii 361k B cepe qu3aiiHa DiIeKTpoHHBIH pecype: YueOHnoe nocodue / T.
P. bBapnunckas, E. B. Kapuera, A. A. ®nakcman. - Hwxuuit Hosropoa: Hwuxeroponackuit
roCyJIapCTBEHHBIN apXUTEKTYpHO-CTpouTenbHbIN yHIBepcuTeT, ObC ACB, 2018. - 127 c.

Paznen 5. Painters/ XynoxHuku

IIpakTuyeckoe 3ausitue Ne 41.
Tpaxmuxa peuu: Raphael / Padazan
FpaMMamuKa: KOHCprKIIHH CJIOZKHOE JIOMOJIHEHHUE IMOocJIe rjiaroja «to make».
Heanb: ®opMupoBaHNEe KOMMYHUKATUBHBIX KOMIIETEHIIUHM, OBJIaJICHUE JIEKCUKON U TPaMMaTUKOU
B pe3ysabTaTte ocBOeHHE TeMbl CTYAEHT J0JIKEeH
3HATh: HOPMBI YIOTPEOJICHHUS JISKCUKH aHTIIMHCKOTO S3bIKa B IPOECCHOHAIBHOM chepe
YMETh: YNTaTh U NCPEBOJUTE CICHHUAIBHYIO JIMTEPATYPY AJIA IOIMMOJTHCHUA HpO(l)eCCI/IOHaJ'II)HI)IX 3HaHI/II>'I;
OCYHIECTBIATh MPOGECCHOHAIBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOH (popMaxX Ha aHTIIMHACKOM
SA3BIKC.
AKTYyaJIbHOCTh TEMbI: 00YCJIOBJICHa HEOOXOAMMOCThIO OBJajicHueM Y K-4.

TeopeTnueckasi 4acThb:

Raphadl was born in Urbinoin 1483. At an early age Raphad must have come under the in
fluence of Pietro Perugino’s art. In the inspired beauty and tranquil flowing lines of Perugino’s
compositions, the young Raphael recognised the perfection of his own artistic aspirations.

Raphael went to Florence late in the autumn of 1504. Soon his works bear evidence of the
impressions which had conquered him there. All those world-famous Madonnas which Raphadl painted
during his Florentine period, from the end of 1504 to the end of 1508, are but the more mature sisters of
the “Madonna Connestabile” and of the “Marriage of the Virgin”, painted by him earlier.

In al his Madonna compositions the movements and groupings are handled with such ingenuity
and natural ness that the spectator can hardly ever be aware of the careful planning, the precise aculation
of even each brush stroke. Thus, Raphael’s artistic connection w ith Leonardo is a very particular one; he
was the only immediate follower capable of further developing Leonardo’s ideas and of adding his own.

Towards the end of the year 1508, Raphael left Florence to participate in the decoration of the
Vatican. The first room which Raphael was commissioned to paint is referred to as Stanza della
Segnatura. The completion of the frescoes in the Stanza della Segnatura in signified agreat triumph for
Raphadl.

The Pope immediately decided to have Raphagl paint the decorations in the adjoining room,
which was used for private audiences, w ithout regard to aready existing paintings by older as well as
contemporary artists. A careful examination of the existing documents on this subject leaves no margin



for doubt that works by Piero della Francesca, Bramantino and others had to be effaced in order to make
room for the new paintings with which the Stanza d’Eliodoro was to be adorned.

In the very years when the immediate work in the first and second Stanze was done, Raphael's
activity extended to numerous easel-paintings, atarpieces, mythologies and portraits. Besides the many
excellent portraits in serted in the murals of the Stanze several individual easel-portraits emerged from
Raphael’s studio. During the brief seven years before Raphael’s death an astonishing number of
masterpieces were created. In addition, innumerable ideas and artistic inventions of Raphael survive
inengravings, woodcuts and studio-paintings.

In the Madonna paintings of Raphael’s last period only a few compositions with half-l ngth
figures, such as the “Madonna della Tenda” in Munich and the “Madonna with the Rose” in the Prado,
need be mentioned. Theothers are compositions with full-length figures, mostly of large dimensions.

Among them the most famous Madonna representation of all times: the “Madonna with St Sixtus
and St Barbara” in the Dresden Gallery. Apparently neither Raphael nor his contemporaries were aware
what a unique masterpiece they sent to the Black Monks of St Sisto in Piacenza. It is not until the 8th
century that the picture gained the enthusiastic admiration which it has retained ever since. This was the
last Madonna which Raphagl painted. It was executed entirely by his own hand, and while all the other
Madonnas and easel pictures by Raphael (except the St John of the Uffizi, Florence) were painted on
wood, this oneis on canvas of very fine texture.

KoHcTpyKiusi CJI03KHOE I0NOTHEHHE MocJ1e raroya «to make»

[Tocne rmarona to make sacmaensimes B KOHCTPYKIMH CJIOKHOE AOMOJTHEHHE BTOpas 4acThb
BBIpaKeHA HHOUHUTHBOM 6e3 yacTHIs! tO:
Who makes you do thiswork at once? Kro 3acrapJisieT Bac aes1ath 3Ty paboTy HEMeICHHO?
I[IpuMedanue BKOHCTpYyKIHH CJIOKHOE TONOJHEHHE TIOCTIe Tiarosia t0 make Bropast 4acTh MOXKET
OBITH BBIpa)KEHA TPHJIAraTelIbHBIM, H BCE COYETaHHE CIOB BMeCTe ¢ TarojoM to make B sTom ciydae
HIEPEBOIUTCS HA PYCCKHIA SI3BIK TJ1ar0JIOM:
to make smb. sorry ozopuamo
to make smb. angry paccepoumn, cepoumun
to make smb. happy o6padosamuo

Hampumep:
“Don’t make Mother angry, Bob, go to bed at once,” said his elder sister. ,He cepmum math, BoO,
UM ceiuac ke cnarh’‘, — cKa3aja ero crapiias cecTpa.

BOl'lpOCbI U 3aJaHUA:
1. Cocmasvme ceou npeOJloofceHuﬂ COo cjioeamu u cjioseocouemanuanu.

wash TOHKHUH CJIOM XKUIKOH KpacKu

wax BOCK

withhold yIIep)KUBATh, yTauBaTh, OTKAa3hIBATh
workshop MacTepcKas

yolk JKEITOK

zigzag 3UT3aroo0pa3HbIit

zincography LIUHKOTpadust

zone pa3nensTb Ha 30HBI

2. Ilepeseoume:

A pretty, but not authentic, legend says that the idea of the angels at the base of the picture was
suggested to Raphad by seeing two little boys w ho had climbed up to one of the windows of his studio
and were intently gazing at him while he worked. This masterpiece by Raphael has been regarded by
manycritics as the first paintingin the world. In force and sentiment and in the ease and harmony of its
composition, this work has hardly an equal; whilst in the dignity and grandeur of the Divine Mother, no
work can be compared with it. The peculiar “divine” expression of the Madonna’s face is due in part to an
exaggerated breadth between the eyes, and partly to the peculiarn on focussing of the eyes by which they
are made to look at no par—ticular point, but into in definite distance .

We have no direct know ledge of Raphael’s working habits, except what we candeduce from his
pictures and drawings. Each picture by Raphael seems to tell that the search for perfection even in the
smallest detail was his compelling passion. And his drawings show what in finite pain she took to achieve
perfection. Raphad was born with an uncommonly keen eye and a sensitive hand which was entirely at
his eye’s command. He transformed the drapery motifs of his teachers. The clothes that hepainted look no



longer as though artfully arranged over a puppet and frozen forever; they flow and they reflect the live
body underneath. Nowonder that some artists of the early eiteenth century suspected them to be drawn
from draped live models rather than from an immobile wooden figure.

Raphael’s figures are true to life and reveal a complete command of the human form. He often
drew a figure in its entirety, though it was to appear in the picture only partially, so as to avoid the
impression that a composition was pieced to gether from fragments. Thus, Raphael succeeded in giving
the appearance of completeness to each figure in a crowd, however much it may be concealed behin do
thers (as, for instance in his famous “The School of Athens”). Former centuries highly valued the
expressiveness of Raphael’s art. It was for this that every young artist was expected to devote him self to
the study of Raphael’s composition.

3. Jlaiime anznuiickue IK6UGATIEHMbL.
TIIATETFHO TIPOAYMaHHAs KOMIO3HIINS, CTPYKTYPHOE TTOCTPOSHHUE; H300paKeHHe 3aJyMaHO KaK €INHOe
LeNIoe; y4acTBOBaTh B pocnucd BaTukana; el (3Tol KapTHHE) HET PaBHOM; HEOOBIKHOBEHHO OCTPOE
BOCIIPHATHE; >KU3HEHHONPABANBOEC HM300pakeHUE; B COBEPILCHCTBE I€peAaBaTh AHATOMHIO (HUTYpHI;
pucoBaTh GUTYPY HETUKOM.
4. Omeembvme HaA 80NPOCHL.
1. What is characteristic of Raphael’s Madonna compositions? 2. What commission did Raphael
undertake in Rome and how did he fulfil it? 3. How is Raphael’s Sistine Madonna regarded by many
critics? What does it represent? How does Raphael achieve the “divine” expression of the Madonna’s
face? 4. What do Raphael’s pictures and drawings tell us of his working habits? 5. How did Raphael
succeed in making his figures so trueto life?
5. Ilepesedoume c pyccko2o Ha anenuiicKuil A3bIK cedyiouiue npeonoyHcenus, oopauias HUMAanue Ha
ynompeodneHue c10)4cH020 OONOTHEHUA:

€T0 MpOYUTaThb 3TY KHUTY.

CBOETO ChIHA HAIUCAaTh UM MHCHMO.
1. A 3actaBmio €€ U3MECHUTDH CBOU IUIAHBI.

UX caMUuX CZeNaTh 3Ty padory.

€ro camoro 1mo3ab0TUTHCS O HUX.

ee MPEKPaTUTh PadoTy.

2. Br1 He MOXkeTe HNX HECTHU TAaKHEC TAXKECIIBIC HEMOJAaHBbI.

3aCTaBUThH €ro TOBOPHUTD C STUM YEJIOBEKOM, €CJIH OH 3TOTO HE XOYET.
ee BBITIOJIHUTD CBOE O0CIIaHue, TaK KaK OHa y)Ke yexaa.

€ro IpeKpaTUTh KypeHne?

€€ BBIIIOJIHUTH paboTy B CPOK?

WX IeKYPUTh KOKIBIA IeHb?

Hac TMOBEPUTH BaM?

MEHS JIeJIaTh 3Ty paboTy eXeTHEBHO?

3. Bel MOXkeTe
3aCTaBUTh

UX NPUNTH CIOJA €Il pas.

4. M5l 3acTaBUM €ro CIepKaTh CBOe oOeIIaHue.

JIETEV BBIMBITh PYKH MPEXKJIE YEM CECTh 3a CTOI.

Cnucok JIMTepaTyphl, peKOMeHAyeMblii K HCT0JIb30BAHMIO N0 JaHHOI TeMe:

OcHoBHas TuTepaTypa

1. Ara6exsH, W. I1. Anrnuiickuit s3pIk s 6akanaBpos: yued. mocobue / U. I1. Arabekss. - Pocros v//1;
®ennke, 2015.-379 c.

JlonoJiHUTeAbHAS JIUTepaTypa

1. MHocTpaHHbBI S3bIK (QHMIIMHACKUE S3BIK): MPakTUKYM / MuUHHCTEpCTBO KyIbTypbl Poccuiickoii
Oenepann, ObC KemepoBcknil TOCyIapCTBEHHBIH WHCTHTYT KyJIbTypbl, CommambHO-TyMaHUTAapHBIN
uHCTUTYT, Kadenpa mHOCTpaHHBIX s3BIKOB. - KemepoBo: KeMepoBckuii rocymapcTBEHHbBIH WHCTHUTYT
KyneTypsbl, 2017. - 212 c.

2. AHIIMHACKMH SI3BIK AN CTYJCHTOB YHUBEPCHUTETOB. UTeHHE, NMUCbMEHHAs INpakTHUKa W TpPaKTHKa
ycTHO# peun: yueOnuk: B.2 4. / C.U. Kocteirnna, O.A. bepesuna, FO.A. WBaHosa u 1p., Y. 1. - 2-¢ u3.,
nepepad. u mom. - M.: Axkanemust, 2006. - 400 c.




3. AHMIIMICKAHN SI3BIK IS CTYACHTOB, 00YJAIOIUXCSI 10 CHeIuaIbHOCTH " [n3aifH": yueOHOe mocobue
JUTSI CTYJICHTOB, O0yJaromuxcs no cnenuanbHocTy "Juzain" / [I'. B. IllerioBa u mp.]. — M.: Beicir. 11k.,
2007.-340c.

4. bapaunckas, T. P. Aurnmiickuii s3p1k B cepe AnzaiiHa DNeKTpOHHEIH pecype: YueOHoe nocodue / T.
P. bapmunckas, E. B. KapmeBa, A. A. ®makcman. - Hwknawmit Hosropoa: Hwmkeropomckuit
TOCy/IapCTBEHHBII apXUTEKTYpHO-CTPOUTEIbHBIN YyHUBepcuTeT, DbC ACB, 2018. - 127 c.

IIpakTuyeckoe 3ansiTue Ne 42,
Ipaxmuxa peuu:. Michelangel o / Mukenanmzkeso
I'pammamuxa: Coro3 «neither ... nor».
He.l'lb: qDOpMHpOBaHI/Ie KOMMYHHUKATHUBHBIX KOMHeTeHHHﬁ, OBJIAJACHUC JIEKCUKOH U FpaMMaTHKOfI
B pe3yjabTaTe OCBOCHHE TEMBI CTYACHT J0JIKCH
3HATh: HOPMBI YIOTPEOJICHHUS JICKCHKH aHTJIMHCKOTO SI3bIKa B IPOECCHOHAIBHOM chepe
yMeTbZ YUTaTh U NCPCBOJUTH CIICHUAIBHYIO JIMTCPATYpPY AJIA MOIMOJIHCHUA HpO(i)eCCI/IOHaJ'H)HI)IX 3HaHPII>i;
OCYHIECTBIATh MPOGECCHOHAIBHYI0 KOMMYHHKAIIAIO B YCTHOW M MHUCHMEHHOHN (popMax Ha aHTIIHHACKOM
SI3BIKEC.
AKTYaJlbHOCTbH TE€MBI: 06yCJIOBJIeHa HE00X0AUMOCTHRIO oBlIafeHueM YK-4.

Teoperuyeckasi 4acTh!

Michelangelo was without doubt one of the most inspirational and talented artists in modern
history. During his life, the western world underwent what was perhaps the most remarkable period of
change since the decline of the Roman Empire. The Renaissance saw changes in all aspects of life and
culture, with dramatic reforms sweeping through the worlds of religion, politics, and scientific belief.
Michelangelo was one of the most fervent advocates of this exciting new philosophy, working with a
remarkable energy that was mirrored by contemporary society. One of the leading lights of the Italian
Renaissance, his extraordinary talents emerged in early works such as the Pieta for the Vatican, and the
statue of David commissioned for the city of Florence. His paintings and frescoes were largely taken from
mythological and classical sources works. He managed to combine his high level of technical competence
and his rich artistic imagination to produce the perfect High-Renaissance blend of aesthetic harmony and
anatomical accuracy in hisworks.

Michelangel o was born on March 6, 1475 in Caprese near Arezzo, Tuscany. He was the first artist
who was recognized during hislife time. He is also the first western artist whose biography was published
when he is till alive. Two biographies for him was written, one was by Giorgio Vasari, who praised
Michelangelo as the greatest artist since the beginning of renaissance. He is the best documented artist in
16th Century and has influenced so many areas of art developement in the West. Together with Leonardo
DaVinci, the two stood out as strong and mighty-personalities with two irreconcilably opposed attitudes
to art, yet with abond of deep understanding between them.

At age of 6, Michelangelo was sent to a Florence grammar school but he showed no interest in
schooling. He would rather watch the painters at nearby churches, and draw what he saw there. His father
realized he had no interest in family's financial business and agreed to send him to the painter Ghirlandaio
to be trained as an apprentice. He was 13 years old at time. In this fashionable Florentine painter's
workshop, Michelangel o learned the technique of Fresco and draftsmanship.

Michelangelo spent only a year at the workshop the moved into the palace of Florentine ruler
Lorenzo the Magnificent, of the powerful Medici family, to study classical sculpture in the Medici
gardens. He studied under famous sculptor Bertoldo di Giovanni there and exposed himself to many of
the great artists of past centuries, Giotto, Masaccio, Donatello, as well as the masterpiece antiquities of
ancient Greece and Rome: works that were held in Medici's vast collection. He also met many living
artists, philosophers, writers and thinkers of the day, including Poliziano, Marsilio Ficino and Pico della
Mirandola. It was while he was with the Medicis that Michelangelo completed his first two commissions
as a sculptor: marble reliefs, Madonna of the Stairs, and Battle of the Centaurs. Both amazingly
sophisticated and complex works for a teenager. Michelangelo became, during this time, an expert in
portraying the human form, drawing from life and studying anatomy. He also obtained special permission
from the Catholic Church to study human corpses to learn anatomy, though exposure to corpses had
worsened his health condition.

After the death of Lorenzo de Medici, Michelangelo left the Court and, soon after, the arrival of
Savonarola and the expulsion of the Medicis from Florence brought huge change for the young artist.
After a short return to his father's house, Michelangelo left Florence during the political upheaval and,
maintaining hislinksto his patrons, the Medicis, he followed them to Venice, then on to Bologna.



Coro3 neither ... NOr wu ... Hu SBISETCS OTPUIATEIHLHBIM COIO30M M MOXET COCAUHSTH
OJTHOPOIHBIC WICHBI MPEIOKEHHS, BBICTYIAIOIINE B JII000# (DYHKIMK B TPeAoKeHnH (IOIEKAIIIero,
CKa3yeMoro, JIOMOJHEHH s, 00CTOSTEILCTBA, ONPEACICHHS):

Neither my friend, nor | am fond of skating.  Hu moii Opye, nu s He TOOUM KaTaThCsi HA KOHBKAX.
(coeoumnsem noonesxcawue)

My daughter could neither write, nor  read when she went to school. Mos nous He ymena wu nucamo,

HU 4umams, KOTJa TOIIUIA B MIKOIY. (coedunsiem ckazyemvie)

We shall get neither to the theatre, nor to the cinema to-night. Msr He momagem HH B TeaTp, HH B

KHMHO ceroust. (coedunsiem obcmosmenscmea)

| like neither football, nor hockey. S re mo60 HU PyTOOI, HU XOKKEii. (coedunsem donoanenus,)

Shelikes neither green, nor red coats. Ona He JTIOOHUT HU 3€J€HbIX, HH KPACHBIX IaIbTO. (coedunsem

onpeoenenus)

ITpumeyanus.

1. Korma coro3 neither ... nor... coequuseT mopiexaiiie, CkazyeMoe IpeIoKeHUS COTIacyeTcst
(T.€. CTOUT B COOTBETCTBYIOIIEM JIUIIE ¥ YUCIIE) C OMMKAUIITIM TTO/IJIEKATITIIM:

Neither they, nor he intends to stay here for another week. Hu oHHM, H OH He COOMPAKOTCS OCTABATHCS
3]IECh eIlIe Ha HEeJEIIO.

2. B aHITTHIICKOM TIPEUIOKECHUH MOYKET OBITh TOJILKO OJTHO OTPHIIaHKE, B TAHHOM ciydae neither
... NOr, cJe0BaTeIbHO CKa3yeMOoe CTOUT BCET/ia B YTBEPAUTEIBHOM (hopMme.

Bomnpocsl u 3a1anus:
1. Ilepeseoume:

In Bologna, Michelangelo continued his work as a scul ptor. He carved three statues for the Shrine
of St. Dominic, an angel with a candlestick, and saints, Petronius and Proculus. Continuing to be heavily
influenced and inspired by classical antiquities, Michelangelo also became involved in a scheme to pass
off one of his sculptures, a marble cupid, as an ancient work. Allegedly, he was told by Lorenzo di
Pierfrancesco de Medici to make it ook as though it had been dug up, so he could sell it in Rome.
Cardinal Raffagle Riario, who bought the piece, discovered the deception, but was so impressed by the
quality of the sculpture that he invited the artist to Rome.

Michelangelo arrived in Rome in 1496 when he was 21 years old. It was while in Rome, in his
early twenties, that Michelangelo sculpted Pieta, now in St. Peters in the Vatican, in which the Virgin
Mary weeps over the body of Jesus. Michelangelo went to the marble quarry and selected the marble for
this exquisite piece himself. It was frequently said that Michelangelo could visuaise the finished
sculpture just be gazing at a block of stone.

He was now a man at the height of his creative powers, and, in 1504, back in Florence, he
completed his most famous sculpture, David. David, depicted at the moment he decides to battle Goliath,
was a symbol of Florentine freedom. It is said to be a masterpiece of line and form. A committee,
including Leonardo da Vinci and Sandro Botticdlli, was created and decided on its placement, in front of
the Palazzo Vecchio.

Michelangel o accepted many commissions, sculptures and paintings during his time in Florence,
many of which went unfinished when, in 1505, he was called back to Rome to work on a Tomb for Pope
Julius I1. It was planned to be finished within 5 years but he worked on it (with frequent interruptions) for
over forty years, and it seems it was never finished to his satisfaction. Fortunately, Michelangelo also
completed some of his best, and most well-known work, during this time, most notably the fresco on the
ceiling of the Sistine Chapel, which took him four yearsto finish.

This grand fresco contains over three hundred figures over five hundred square meters of ceiling.
It took Michelangelo four years, lying on his back, to complete this masterful work, which stands even
today as a testament to this one man's dedicated and accomplished artistry. The scenes depicted are from
the Book of Genesis, the most famous of which is The Creation of Adam. The outstretched hands of God
and Adam are an iconic image, perhaps the most widely known and imitated detail from any renaissance
piece. Michelangelo, in this work, demonstrated his deep understanding of the human form, and how to
depict it in ahuge array of different poses.

The complex, twisting figures and vibrant colors of this work, and the sculptures with their
writhing forms, played a huge role in the birthing of an entire artistic movement. Mannerism, largely
derived from the work of Michelangelo, is a deliberately stylized form of sophisticated art, in which the
human body isidealized. It can be characterized by often complex, and sometimes witty, composition and



unnatural use of vibrant colors. Without Michelangelo, the works of later Mannerist artists like, for
example, Pontormo and Bronzino, would not exist. Raphael was also strongly influenced by
Michelangelo, as were later ceiling painters in the Baroque period, and many others since. His influence
on art over the past centuries cannot be estimated. He is rightly viewed as a genius, and as the archetypa
Renai ssance man.

One of the leading lights of the Italian Renaissance, Michelangel o's talents were prodigious; not
only was he a superb painter, he was aso a magnificent draughtsman, sculptor, poet, and architect. His
paintings and frescoes were largely taken from mythological and classical sources and were deployed for
the main part in religious work. He managed to combine his high level of technical competence and his
rich artistic imagination to produce the perfect HighRenaissance blend of aesthetic harmony and
anatomical accuracy in hiswork.

Just like William Shakespeare on literature, and Sigmund Freud on psychology, Michelangelo's
impact on art is tremendous. Michelangelo not only outshines all his predecessors; he remains the only
great sculptor of the Renaissance at its best. What most L ate Renai ssance artists lacked was not talent but
the ability to use their own eyes and share a vision with either their contemporaries or posterity.
Michelangelo's extreme genius left little scope for works that escaped his influence, damning all his
contemporaries to settle for aping him. Appreciation of Michelangelo's artistic mastery has endured for
centuries, and his name has become synonymous with the best of the Renaissance Art.

2. O3aznaevme mexcm (meopemuueckou wacmu u ynp.1).

3. U3 mexcma (meopemuueckoii uacmu u ynp.l) evtnuwiume npeonodicenue, 3aKuiouarouiee 8 ceoe
OCHOBHYIO MbLCITb.

4. Hcnonwv3ya eviopannsle Bamu npeonoscenus, nucobmeHHO cocmasbme nidH nepecKaza meKcma
(meopemuueckoii wacmu u ynp.1).

5. IToozomoewvme pe3tome u unnrocmpayuu K mekcmy (meopemuueckoi wacmu u ynp.I).

6. IIpokommenmupyiime uacmo mexkcma (meopemuueckoii wacmu u ynp.1), komopas éam nokasanacs
Hauboiee UHmMePeCcHoIl.

7. Ilepesedume na auenuiicKuili A3BIK Cledylouiue NPEONOIHCeHUs, 00pawas GHUMAHUE HA
ynompebnenue coro3oe Neither ... nor:

1. Bo Bpems OredyecTBeHHOU BOIHBI rpakaane (froau) JleHWHTpaga Xxpabpo 3alHiaid CBOW POIHOMN
ropoa. Hu crapuku, HH JeTH HUKYJa HE XOTEJU ye3)KaTh U MOMOTalld COJiIaTaM B UX 00pbOe MpPOTHB
Hemenkux (ammctoB. 2. MHe cka3aiu, yto HM VBaHOB, HM JIOrOB HE CMOTYT IOWTH B KWHO, U MHE
MIPHUJIETCS BEPHYTH OWMJIETHI B Kaccy.

CnHcoK JINTepaTypshl, peKOMEHAYeMblil K HCII0JIb30BAHMIO 110 JaHHOH TeMe:

OcHoBHasi TUTEpaTypa

1. Ara6exsH, U. I1. AHrnmiickuii s3b1k Tt 6akanaBpoB: yue6. mocodue / U. I1. ArabeksH. - PoctoB v//1;
®denmnxkce, 2015.-379 c.

JlonoHUTEILHAS JIUTEpaTypa

1. WHOCTpaHHBINH s3bIK (QHTJIMHACKUHA SI3BIK): TPaKTHKyM / MHHHCTEPCTBO KyJbTyphl Poccuiickoit
Oenepannn, ObC KeMepoBcknil roCyJapCTBEHHBIH HWHCTHTYT KyJbTypbl, ColMambHO-TyMaHUTApHBIN
uHCTUTYT, Kadenpa mHOCTpaHHBIX S3BIKOB. - KemepoBo: KemepoBckuii rocymapcTBEHHBIH WHCTHUTYT
KynbTyphl, 2017. - 212 c.

2. AHIIMHACKHAN $3bIK AJsI CTYJIEHTOB YHUBEPCUTETOB. UTeHHe, MUCbMEHHAs MPAaKTHKa M MPaKTHUKa
yctHol peun: yueOnuk: B.2 u. / C.U. Kocteirnna, O.A. bepesuna, F0.A. UBanosa u ap., Y. 1. - 2-e u3x.,
nepepad. u qom. - M.: Akagemus, 2006. - 400 c.

3. AHIIIMICKUI S3BIK IS CTYIEHTOB, 00y4aroImuxcs 1o crenuaibHocTy "nzaifH": yaeGHoe mocobue
JUTSL CTYJIEHTOB, o0yuatomnuxcs no cnenuanbHocTy "Jlnzain" / [I'. B. lleBnioBa u np.]. — M.: Beicr. mik.,
2007.-340c.

4. Bapaunuckas, T. P. Aarnmiickuii s3Ik B cdepe au3aiiHa DIIEKTPOHHBIH pecype: YuebHoe mocooue / T.
P. bapmunckas, E. B. Kapuesa, A. A. ®nakcman. - Hwxnuit Hosropon: Huxeroponckuit
TOCY/IapCTBEHHBII apXUTEKTYPHO-CTPOUTENbHBIN yHUBepcuTeT, DbC ACB, 2018. - 127 c.

Pasnen 6. Famous architects of the 21st century / 3namenntslie apxutekTopbl XXI Bekxa

IIpakTuyeckoe 3ausiTue Ne 47.
Ipaxmuxa peuu: Alvaro Siza/ AabBapo Cuza
T'pammamuxa: PacuieHeHHbIe BOIPOCHI.
Heab: ®opMupoBaHUEe KOMMYHUKATUBHBIX KOMIIETEHIIUH, OBJIaJICHUE JIEKCUKON U TpaMMaTHUKOU



B pe3y.bTaTe OCBOEHHE TeMbI CTYEHT J0JI:KeH
3HATh: HOPMBI YIIOTPEOJICHNUS JTEKCUKH aHIIINIICKOTO S3bIKa B MpodeccnoHanbHOM chepe
YMETh: YUTaTh U MEPEBOAUTH CIICHUAJIBHYIO JIUTEPATYPY IJIA ITOIOJIHCHUA HpO(l)CCCI/IOHa.]'H)HI)IX 3HaHHI71;
OCYUICCTBJIATH HpO(i)CCCI/IOHaJ'IBHyIO KOMMYHUKAIIUIO B YCTHOP'I U NHUCHbMEHHOM (bopMax Ha aHTJIUHCKOM
SA3BIKE.
AKTYyaJIbHOCTb TeMbI: 00YyCIIOBIIeHa HEOOXOAMMOCTBIO OBNaieHneM Y K-4.

TeopeTnyeckasi 4acThb:

Alvaro Joaquim de Melo Siza Vieira (born 25 June 1933) is a Portuguese architect and
architectural educator, internationally known as Alvaro Siza. He graduated in architecture in 1955, at the
former School of Fine Arts of the University of Porto. He completed his first built work (four houses in
Matosinhos) even before ending his studies in 1954, the same year that he started his private practice in
Porto. In 1992, he was awarded the Pritzker Prize for the renovation project that he coordinated in the
Chiado area of Lisbon, a historic commercia sector that was all but completely destroyed by fire in
August 1988. Siza believes that architects don’t invent anything, that they just transform redlity — a
philosophy that saw the jury citation for his 1992 Pritzker Prize state that, “Like the early Modernists, his
shapes, moulded by light, have a deceptive simplicity about them; they are honest.”

The Expo’98 Portuguese National Pavilion is a monumental piece of architecture, imposing
itself like a sculpture of stature on the banks of the Tagus River in Lisbon, Portugal. Designed by Alvaro
Siza, and coupled with the engineering ingenuity of artist Cecil Balmond, the pavilion with its dreamy
concrete canopy frames breath-taking views of the river and the city on either end. In 1998, Lisbon hosted
a World Exposition and the government at the time needed a representation of the values of Portugal
embalmed in an architectural statement. Unlike most other pavilions, this one would be permanent, with
no official brief or accommodation schedule, but designed in such away as to be adaptable for any space
needs that may arisein future.

In 1998, Alvaro Siza was the country’s most renowned architect — he still is. 6 years earlier he
had just won the most prestigious architecture award: the Pritzker Prize. In the jury citation, his
architecture was praised and lauded, “The architecture of Alvaro Siza is a joy to the senses and uplifts the
spirit. Each line and curve is placed with skill and sureness,” the jury cited.

“Like the early Modernists, his shapes, moulded by light, have a deceptive simplicity about them;
they are honest. They solve design problems directly. If shade is needed, an overhanging plane is placed
to provideit. If aview isdesired, awindow is made. Stairs, ramps and walls al appear to be foreordained
in a Siza building. That simplicity, upon closer examination however, is revealed as great complexity.
There is a subtle mastery underlying what appears to be natural creations. To paraphrase Siza’s own
words, his is a response to a problem, a situation in transformation, in which he participates.”

The Building on the Water. Birthed as avision of Por-Shih Lin, Chairman of Shihlien Chemical
Industrial (Jiangsu) Co. Ltd. — the Building on the Water is a 11 000 sqm office complex that “floats” on
the 100 000 sqm artificial lake of the industrial park. Alvaro Siza, the 1992 Pritzker Prize laureate, was
hand-picked to head the creation of a building that best represented the forward-looking innovations of
the company and in so doing create a world-class precedent in industrial design. What resulted was a
flowing undulating horse-shoe form that hovers over the most important manufacturing element of glass—
water.

Located in the Jiangsu Province of China within the New Salt Industrial Park of Huai’ An city, the
Shihlien Chemical Industrial Company is one of the largest soda ash and ammonium chloride production
plant in the world. Covering an area of more than 2 000 000 sqm the plant is renowned for application of
some of the world’s advanced manufacturing technologies and processes. It is on this backdrop that
Alvaro Siza paired up with Carlos Castanheira to create this concrete edifice.

As with all buildings by Siza, the Building on the Water expresses a meticulous application of
building materias. The building is a symphony of white concrete and glass. A deliberate effort can be
read in the design team’s attempt to come up with an object of sheer clarity and functional objectivity.
Two vast bridges connect the built isand to the industriad park. And despite concrete being heavy on the
eye, the use of plates to denote levels and a well defined flowing form, present the material in a fluid and
almost sensual way.

PacusieHeHHBbIE BONIPOCHI
Kpome crienmanbHbIX, ambTepHATHBHBIX W OOIIMX BOIPOCOB, B AHTJIMKACKOM S3BIKE CYIIECTBYIOT
elIe TaK Ha3bIBaCMbIC pacUYJIeHEHHbIE BOIPOCHI, KOTOPHIC, TaK K€ KaK M OOIIUE BOMIPOCHI, TPEOYIOT
KpPaTKOTO YTBEPAUTEIHHOTO WM OTPHULATENBHOTO OTBETA, T.€. TOATBEPKACHUS WM OTPUIIAHHUS MBICIIH,



BBEIPOKCHHOH B BOIIPOCE, M KOTOPHIE KaK OBI COCTOST M3 ABYX dacTel. [lepBas 9acTh MpeAcTaBiIsieT COO0M
MTOBECTBOBATENIbHOE MPEIOKEHNE (YTBEPAUTEIHHOE W OTPUIATENIFHOE), a BTOPast — KPAaTKHUid 00N
BOTIPOC, COCTOSIIUI U3 COOTBETCTBYIOMIETO BCIIOMOTAaTEIBHOTO (WJIM MOAAILHOTO) TJIarojia B TpeOyeMoi
(dhopMe ¥ TMYHOTO MECTOMMCHUSI B UMCHHUTEIBHOM TaJIeKe, IPUYEM, ECITH MepBasi YacTh yTBEPAUTEIbHAS,
TO BCIIOMOTATEIbHBIN (MOJAIBHBIN) TIIaroj yImoTpeOsseTcss B OTPHUIATENbHOM (opMe, ecnn ke TepBas
YacTh OTPHLATENbHAS, TO BCIIOMOTATEIbHBIN (MOJAIBHBIN) TJIAroyl yrmoTpeOisercs B yTBEPAUTEIHHON

dopme:

Y ou enjoyed yourself in the country last BEI XOpOIII0 ITPOBEIN BPEMS 38 TOPOIOM
week-end, didn’t you? B TPOIILTYIO Cy000TY, HE mpaB/a jin?

He hasn’t yet returned from Leningrad, has he? OH Bejib erie He BepHyJics u3 Jlenunrpana?

PacunieHeHHble  BOMPOCH  SIBJISIOTCS  OoJiee  BBIPA3UTCNIBHBIM ~ CPEJICTBOM  BBISICHCHUS
MOTBEPKIACHHS WM OTPUIAHHS BEICKA3aHHOW MBICITH, YeM OOII[He BOIIPOCHL.

PacusieHeHHBIM BOIIpOCaM B PYCCKOM SI3BIKE COOTBETCTBYIOT BOIIPOCHTEIBHBIE OOOPOTHI He
npagda au? He maxk au? Oa? WIA YCWIHTENbHAs 4YacTHIAa 6edb B COCTaBE BOIPOCHUTEIHHOIO

HPEUI0KEHHUS:
He didn’t make you read the whole day, did he?  Ou Beapb He 3aCTaBJIsLI BaC YMTATh IIENIbIH JICHB?
Y ou were on duty yesterday, weren’t you? Bb1 nexxypuiu Buepa, He Tak Jau?

Y our watch is 5 minutes dow, isn’t it? Baiu yacel OTCTafOT Ha MATH MUHYT, Aa?
[Ipumeyanus.

1. B pacusneHeHHBIX BOIIpOCax BCIIOMOraTeNbHble (MOJANbHbIE) TJIAarojbl, KaK MPaBMIIO, CIMBAIOTCA C
OTpHUIIaHUEM, T.e. 00pa3yloT coKpalleHHble Gopmbl iSN't, aren’t, wasn’t, weren't, shan’t, won't, hasn't,
haven't, can’t, mustn’t. Oqrako orpuitanue NOt ¥ B MOTHON (OPME MOKHO CTABHTH IOCIIE MO ICHKAIIETO
(JIMYHOTO MECTOMMEHHS), KaK 3TO OOBIYHO MMeEeT MecTo ¢ (Gopmoii am riarona to be u ¢ moganbHBIM
TJIarojoM may:

| amright,am | not? I Beaw mpas?

2. BompocutensHbiid 000pOT, T.e. BCIIOMOTATEIbHBIA (MOAANBHBINA) TJIarol U JIMYHOE MECTOMMEHHE,
BCETJa OTAEIAETCS 3aISTOM.

3. YrnotpebieHue B KpaTKUX OTBETaX PYCCKHX A U HeT U aHTJIMHCKUX YES M NO 4acTo He COBIMajaeT.

Cpasnume:

1) Thereisagood football team at VY Bac Be/lb Ha 3aBO/IC €CTh XOPOIIast
your plant, isn’t there? ¢byToonpHasT KoMaHga?

Yes, thereis. Ha, ecmo.

Ho:

2) Thereis no football team at your VY Bac Benb Ha 3aBojie HET PyTOOIBHOM
plant, isthere? KOMaH/IbI?

No, thereisnot. Ma, nem.

3) Thereisno football team at your VY Bac Be/lb Ha 3aBOJIe HET (PyTOONIBHOI
plant, isthere? KOMaH/IbI?

Yes, thereis. Hem, ecmo.

Bonpochb! n 3axanust:
1. Ilepeseoume:

Borrowing from Chinese mythology, the design evokes a setting of life-size dragon that is
brooding over water. There is a clear contrast between the elegant contours of the building and the
orthogona and linear forms of the buildings on the industrial park. Linear bridges that connect either
sides of the flowing horseshoe form act as a suitable architectural counterpoint. The setting is poetic and
the play of light and shadow transform what would have been a banal building into something worth
considering. But perhaps the most fascinating feature of the Building on the Water is how its complexion
isin astate of constant flux due to the changing hues of sunshine and the reflection on the water.

And as Por-Shin Lin acknowledged: “Mr. Siza has always upheld the design concept of
establishing harmony between man and the environment. This building ingeniously blends with the
waterscape and plant grounds. As the first project in China by Alvaro Siza, it will be an inspiration for
future industrial plant designs in the country and is truly significant for that reason.”

2. O3aznasvme mekcm (meopemuyeckoii yacmu u ynp.l).
3. U3 mexkcma (meopemuueckoui wacmu u ynp.l) evtnumume npeonoicenue, 3axaiouarouiee 6 cede
OCHOBHYI0 MbICIb.



4. Hcnonwv3ya eviopannsvie Bamu npeonosrcenusn, nuceMenno cocmagvme Nian nepecKa’a mexkcma
(meopemuueckoii wacmu u ynp.1).

5. IlIoozomoevme pestome u unnrocmpayuu K mexcnty (meopemuyeckoi yacmu u ynp.1).

6. IlIpoxommenmupyiime uacms mexcma (meopemuueckou wacmu u ynp.1), komopas éam nokazanace
Haubonee unmepecHoil.

7. Obpa3zyiime pacunenenHnvle 60NPOChl, 00NOJIHUE C/1e0YIouiUe NPEOIOHCEHUA:

1. You are not surprised at my words, ... 2. Now the ship is out of danger, ... 3. You are tired.
You can’t move on, ... 4. The sea was very calm yesterday, ... 5. You are not hungry yet, ... 6. |
don’t owe you any money, ... 7. Your pupil is to learn these expressions, ... 8. You are not upset,
... 9. She will willingly help you, ... 10. These books are not yet sold out, ... 11. We are
approaching our native town, ... 12. Your son was ill yesterday, ... 13. You have enjoyed
yourselves greatly, ... 14. The story did not amuse them at al, ... 15. Your brother has two
children, ... 16. The square was crowded with people yesterday, ...

8. Ilepeseoume cnedyrouiue npeodyiodyceHUs HA AHIAUNUCKUIL A3bIK, 00pawias 6HUMAHUE HA
noOCmpoOeHue pacuieHeHHbIX 60NPOCOE:

1. Brl BoHyeTech HEMHOT 0, He npasaa nu? 2. Toapumy BapiiamoB He 3aMeTHII, KaK Mbl ITPOLLLITN
MUMO Hero, He mpasnaa au? 3. Bel Benp ymeere pucoBath? 4. Hu Bam ToBapuill, HU BBl HE
JeXKYpUIIM BUepa, He npaBaa au? 5. W Bbl, U Ball TOBapHIl ASKYPUIH Buepa, HE Tak Ju? 6. Bl
B€/lb YUTAJIN KUTANCKYIO CKa3Ky ,,Kentbiil anct*? [louemy Bbl HEe 3HAETE 3TOrO BbIpaXKeHUs? 7.
Pacckaxxute HaM uTO-HUOYIb O BalIMX MyTEIIeCTBUSX. Bbl Beab MHOTO myTemecTBoBanu? 8. Y
toBapuiia HazapoBa MHOro MHTEpPECHBIX KHHUI Ha WHOCTPAHHBIX S3bIKaxX, He mpaBra Ju? S
MOTPOIIY Y HET0 KHUTY MO0 Ha HEMELKOM, JHO0 Ha aHTIUHCKOM si3bike. 9. Bl Buepa oueHb
YAUBUWINCH, KOTJa yciblllald Kak moer ToBapuil PomoB, He Tak nu? 10. Bama nous He
MOJIyYWJIa YAOBOJBCTBUSL OT 3TOM Ibechl, He Tak Ju? 11. Bel Benp uuTanu 3TOT 4YyAeCHbIU
poman? [louemy BBl HE XOTUTE IPUHSATH YUaCTHUs B HAIlIEH TUCKYCCUU?

CHHCOK JINTepPaTyphl, PpeKOMEHAyeMbIii K HCIO0JIb30BAHMIO TI0 TAHHOI TeMe:
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IIpakTnyeckoe 3ansitue Ne 48,
Tpaxmuxa peuu: Antoine Predock / Autyan Ipenok
I'pavmamura: MoaajabHbli riaaroa «needn’ty.
Hean: ®opMupoBaHrEe KOMMYHUKATHBHBIX KOMIIETCHIMH, OBJIaICHUE JIEKCUKOW M IPaMMAaTHUKON
B pe3yabTaTe ocBOeHHE TeMbI CTY/IEHT A0JI:KeH
3HATh: HOPMBI YIOTPEOJICHHS JIEKCUKH aHTIUICKOTO S3bIKa B PO eCCHOHANBHON cdepe
YMeThb: YUTATh U IEPEBOJIUTH CHEIUANBHYIO JINTEPATYpy ISl TMOTOHEHHS TPo(ecCHOHABHBIX 3HAHUN;
OCYIIECTBIATH MPO(ECCHOHANBHYI0 KOMMYHUKAIIMIO B YCTHOH M NMHCBMEHHOH (opMax Ha aHTIHHCKOM
SI3BIKE.
AKTYaJIbHOCTBH Te€MbI: 00yCIIOBJICHA HEOOXOANMOCTRIO OBlIafeHueM Y K-4.

Teoperuueckasi 4acTh!



Antoine Predock (born 1936 in Lebanon, Missouri) is an American architect based in
Albuguerque, New Mexico. He is the Principa of Antoine Predock Architect PC — a studio that he
established in 1967. Predock attended the University of New Mexico and later received his Bachelor of
Architecture from Columbia University.

Predock first gained national attention with the La Luz community in Albuquergue, New Mexico;
and later the Nelson Fine Arts Centre at Arizona State University became his first nationally won design
competition. As one of the famous architects, Predock’s work includes the Turtle Creek House, built in
1993 for bird enthusiasts along a prehistoric trail in Texas; the Tang Teaching Museum and Art Gallery at
Skidmore College and a new ballpark for the San Diego Padres. In 2006, he won the AIA Gold Medal.
And in 2007, Predock was awarded a Lifetime Achievement Award from the Cooper-Hewitt National
Design Museum.

The Canadian Museum for Human Rights designed by architect Antoine Predock is an
expensive revelation of architecture’s impacts on boosting human rights around the world. The architect
said thisis his favorite and most important building so far. You can easily tell why. It’s like a cathedral —
a holy precinct embodying Canada’s determination to teach and explore the subject of human rights for
Canada and the world.

In an architectural competition that featured 100 submissions from 21 countries, the judging panel
selected the design submitted by architect Antoine Predock from Albuquerque in New Mexico, USA.
That was in 2003. 11 years and approximately $297 million later, a structure inspired by the wings of a
dove stood high on the soils of Winnipeg, Manitoba. It’s the first museum of its kind to be located outside
of the National Capital Region of Canada; and the only national museum built in the country since 1967.

MopaJbHbIii rj1aroJa «needn’t»
I'maron need wyscoambcss ymoTpeONsseTcss Kak MOJAIbHBIA TJ1aroji, Kak TMpaBHio, B
oTpuIatensHo# hopme needn’t, utst BeIpaKEHHST OTCYTCTBHS HEOOXOIUMOCTH:

You needn’t go to their office to-day. Bawm He HyKHO (HEeT HE0OXOMMOCTH, He HA/10)

| shall go there myself tomorrow. exaTh B UX KOHTOPY cero aHs. S caMm moexy Tyza 3aBTpa.
Must he post the letter immediately? JloJKeH 7 OH OTIIPAaBUTh MHCHMO TOTYAC Ke?

— No, he needn’t. It can go tomorrow. — Her, He Hago. Ero MOXHO OTOPaBUTH 3aBTpa.

Il puwmeuamnu e [maron need takke MOXKET yMOTPEONATHCS B BOMPOCHTEIBHBIX
MIPEIOKEHNUAX (OHAKO, TOBOJIBHO PEIKO).
Need he buy theticket in advance?  Hy:kHo Jiu eMy OKynaTh OUIeT 3apanee?
— No, he needn’t. Her, He HyKHO.
— Yes, he must. Ja, oH T0JDKEH TO CAEIATh.

Bomnpocsl u 3a1anus:
1. Ilepeseoume:

Like gaining human rights in most countries was — a journey — the architect’s vision for this
museum was to take the users and visitors through a journey that begins and follows the biologica
process and systems of a plant. You get into the museum through the roots, which take you into a
descending expedition into the earth. Y ou descend first, in order to ascend.

Through the roots system you find your way into the Great Hall which has a combination of
choreographed light and dark spaces, then you go into a series of vast spaces and ramps which al peak at
the Tower of Hope.

The Tower of Hope has been named strategically. It’s not a name that you would give any
building or structure, unless it symbolized hope. In the Canadian Museum it’s a spire that juts out
upwards from the building. It providesimpressive views of the capital of Manitoba (Winnipeg).

When you are standing on that observation deck platform at the Tower of Hope — inside a human
rights building, you get nothing than hope — that with reflection and dialogue, human rights will forever
reign supreme. The views of the city can attest to that.

The 24,155 square metre structure features 4,366 square metres of galleries. It’s finished in the
local Tyndall limestone in conjunction with some 5,000 uniquely shaped glass panels which play a big
role in the wing-like form. An atrium winter garden spanning 650 square metres and the 100-metre tall
crystalline tower complete this building which looks like something out of the readlity. The three large
berms that have been planted with prairie sweet grass, and the one which has been stepped into the
amphitheatre at the entrance are the icing on the cake.



The functions of the curving glass curtain-wall specially developed for this building is to help
deflect wind patterns and lighten the lateral 1oad on the structura members. The intrusion of moisture is
prevented by an outer layer of single-pane glazing which is also fritted in some areas to mitigate glare.
Operable windows allow for ventilation.

At various parts of the facade, intake dampers are located where planes of glass structure overlap
to alow for hot air to be exhausted from the cavity between the glazing layers and for cool air to flow into
the building to regulate temperature and insul ate the structure.

When you get into the building you get the feeling that you are just about to experience
something beautiful yet rough, and machine-looking. The ramps clad in rough finishes together with the
endless steel membranes that hold everything together makes the transitions from space to space a little
unexpected. It’s nothing close to soft interiors, it’s almost too rough inside you would think it is a
connection of several parts of abig engine.

From the main lobby with its darkness at the entrance and transitional lighting at the ascent, to the
galleries that are full of activity, and towards the tower, it’s a very busy interior: and yet a towering
landmark that the city of Winnipeg can brag about.

2. O3aznaevme mekcm (meopemuyeckoii wacmu u ynp.1).

3. U3 mexkcma (meopemuueckoui wacmu u ynp.l) evitnuniume npeonoicenue, 3axaruaiouiee 6 cede
OCHOGHYIO MbICITb.

4. Hcnonwv3ya eviopannvle Bamu npeonoscenus, nucomeHHoO cocmasbme NiaH nepecKaza meKcma
(meopemuueckoii wacmu u ynp.1).

5. Iloozomosebme pe3tome u unnOCmMpayuy K mekcmy (meopemuyeckoit wacmu u ynp.1).

6. IIpokommenmupyiime uacmo mekcma (meopemuueckoii wacmu u ynp.1), komopas eam nokazanacsy
Haubonee uHmMepPecHoIl.

7. Ilepesedume cnedyoujue npeonoceHus HA GHZIUNCKUIL A3bIK, 00pawias GHUMAHUE HA
ynompeonenue 2nazona need:

1. BaM He HY:KHO TepenuchIBaTh 3TOT TekcT. OH ecTh (naH) B yueOHuke. 2. HaMm He HY:KHbBI HU BB, HU
toBapui Hedenos. Mbl camu 3akoH4YMM 3Ty paboty. 3. Bam He Hamo uatu Ha mouTy. MBI yKe KyMUIN
Mapku. 4. Ecniu BaM He HY’KHO CErofHs OCTaBaThCs B YUPEKICHHUHU IOciie padoThl, 1aBalfTe MOWIEM B
teatp. B Manom Tteatpe umaer ceromHs ,,[lopmApmyp* c ydacTueM MOero IJIFOOMMOrO apTHcra. S.
[Ipocture, s He mousu1. Kakoe ynpaxueHue He Hago0 mucaTth? 6. Ckaxute ToBapuily JloceBy, 9To eMy He
HA/10 3aX0JuTh K ToBapuiy CobosneBy. OH yxe caM 3ax0JIiiI CloJia Buepa.

CnHcoK JINTepaTypshl, peKOMEHAYeMblil K HCIIOJIb30BAHMIO 110 JAHHOH TeMme:
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