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1. Ilesin ocBOEHUsI AUCHMUIIIMHBI

Llenpto OCBOCHHUS AMCHUIUIMHBI «MHOCTpaHHBIN SI3bIK (QHTJIMKWCKUI) Kak CpPEICTBO
JIeIOBOTO  OOIIEHUsI» B paMKax MarucTparypbl SBISETCS NPONOJDKEHHE (HOPMUPOBAHHS
BTOPUYHOM S3BIKOBOM JIMYHOCTH, CIIOCOOHOM pelare pa3HOOOpa3Hble 3a7ayd HE TOJIBKO
MEXITMYHOCTHOTO U MEKKYJIBTYPHOTO, HO U JAETIOBOTO M MPO(EeCCHOHATBHOTO B3aUMOCHCTBHSA
B YCTHOW M NMUCBMEHHOM (popMax Ha MHOCTpaHHOM s3blke. Ha sTame marucrparypsl U3ydyeHue
MHOCTPAaHHOTO  S3bIKa ONpeAeNsieTcs Kak Mpo(ecCHOHATbHO-OPUEHTUPOBAHHBI  KYpC,
o0ecreunBaroInil BHIIIOJHEHHUE CIEAYIOIINX 3a/1a4:

- (hopMupOBaHHE HWHOS3BIYHOW COCTABIAIONIEH MPOPECCHOHATBHO OPUEHTHPOBAHHOMN

KOMMYHHUKaTUBHON KOMIIETEHIIUU - CUCTEMbl 3HAHUH, YMEHUH U HaBBIKOB 3 (HEKTUBHOM

KOMMYHHUKAIIMM B WHOS3BIYHOM cpele, IMO3BOJISIOLIeH oOydaeMbIM B JalbHEHIIEM

MHTETPUPOBATbCSI B MYJbTUA3BIKOBYIO U MYJIbTHKYJIBTYPHYIO MNPO(ECCHOHAIBHYIO

cpeny;

- pa3BUTHE CHOCOOHOCTEH M KayecTB, HEOOXOMUMBIX Ul OBJIQZCHUS OIpe/IeIEHHBIMU

KOTHUTUBHBIMU ~ CTpATeTUsIMU, 0O0Illee MHTEUIEKTYaJlbHOE pa3BUTHE JIMYHOCTU

MarucTpaHTa, pa3BUTHE CIIOCOOHOCTH K COLIMAIbHOMY B3aUMOJIEHCTBUIO;

- H3Y4YEHHE HWHOCTPAHHOI'O $3bIKa KaK CpelICTBAa MEXKKYJIbTYpHOrO OOLICHUS U

MHCTPYMEHTA TMO3HAaHUS KYyJIbTYpbl ONpEAEICHHOM HallMOHAJIBHOM OOLIHOCTH, B TOM

YHCJI€ JINHTBOKYJIBTYPHI;

- MOBBILIEHHE OOIIeH KyJIbTypbl U 00pa30BaHUSI MaruCTPaHTOB, KYJIbTYPbl MBIIICHUS,

oOmeHusT W peuyd, (OPMHUPOBAHUS YBAKUTEIHHOIO OTHOIICHUS K JyXOBHBIM U

MaTEpHUaIbHBIM LEHHOCTAM JPYTUX CTPaH U HAPOJOB.

B pesynbrare ocBOeHUS AMCLUUILIMHBI MAaruCTPaHTbl JOJDKHBI YMETh OCYILECTBISATH
3¢ (PEeKTUBHYI0O KOMMYHHUKAIMIO HAa HHOCTPAHHOM s3blke B IpOo(eCCHOHAIBHOW cpeie U B
oOmiecTBe B 1€JOM, U3BJIEKaTb M 00pabaTbiBaTh HH(OpPMaLMIO, TNPUMEHSS YMEHHS
AHHOTHPOBaHUA U pedeprupoBaHus, pa3pabaThiBaTh JOKYMEHTAIUIO, IPE3EHTOBATh U 3aIlUIIATh
pe3yNbTaThl KOMILJIEKCHOM NMpoQeccOHaIbHOM 1€ TENbHOCTH.

2. Mecto mucuuiimHbl B cTpykrype OII marucrparypsl

JlucuuniauHa OTHOCUTCS K YacTH, (OpMHpyeMOH YYacTHHKaMH 00pa30oBaTelbHBIX
otHourenui broka 1.

Kypc wmHOCTpaHHOTO S3bIKa B MaructpaType SBISETCS OJHHUM U3 3BEHBEB CHUCTEMBI
«IIIKOJIa — BY3 — MOCIEBY30BCKOE 00y4eHHE (MOBBINIEHNE KBaTU(UKAIIMK, CAaMOOOPA30BaHUE)» U
MPOJOHKAET BY30BCKHH Kypc WHOCTPAHHOTO $3bIKa, Oa3Wpysch Ha 3HAHHIX, YMEHHUSIX U
HaBbIKaX, MPUOOpPETEeHHbIX 00ydyaeMbIMH B Kypce OakanaBpuara. [Ipu 3Tom ocoboe BHMMaHUE
oOparraercss Ha CMBICH U COJepkKaHKUE MPOPECCHOHATBHOIO OOIIEHHs JTIOACH, 3aHMMAIOLINXCS
HayKOW W OW3HECOM, MOCKOJIbKY YCIIeX WJIM Heyaauda B cepe JAEIOBOro M HAyIHOTO OOIICHUS
HEMOCPEJICTBEHHO 3aBUCAT OT KOMMYHHKATUBHOW KOMIIETEHTHOCTH, T.€. OT YMEHUS KOPPEKTHO U
3¢ PeKTHBHO OOIAThCS ¢ PYKOBOJCTBOM, KOJIJIETaMH W MHOCTPAHHBIMHU IMapTHEpPaAMU.YMeHUe
4ETKO M3IIOXKUTH CYTh BOMPOCA, OJHO3HAYHO CHOpPMYIHPOBAThH MPEUIOKEHUE UIH TpeboBaHue,
yOenuTenbHO O0OOCHOBaTh CBOM BBIBOJBI TIPEAIONIAaraeT JOCTATOYHO BBICOKMH YpPOBEHB
JUHTBUCTUYECKOW TOArOTOBKU. Kypc HMHOCTpaHHOTO s3bIKa B MarucTparype HampaBlIeH Ha
MOJIJICp)KaHUE paHee MPHOOPETEHHBIX HABBIKOB M YMEHUH WHOS3BIYHOTO OOINCHHUsS, Ha
dbopMUpOBaHHE U pa3BUTHE YMEHHUI oOmIeHHs B npodeccuoHanbHOW M HaydyHOU cdepax, Ha
OBIIQJICHUE TEPMHUHOJIOTHEH 10 JaHHOMY Kypcy U pa3BHUTHE YMEHHUH MPaBHIBHOTO U
aJICKBaTHOTO WCIOJB30BAaHUS JTOM TEPMHUHOJIOTHM, HAa DPAa3BUTHE YMEHHUH aHHOTUPOBAHUS,
pedepupoBaHMs, COCTaBICHUS IUJIaHA WJIM TE3HCOB BBICTYIJICHHS; pPa3BUTHUE yMEHUMN
COCTaBIICHUS W TMPEACTaBICHUS MPE3ECHTAIIMOHHBIX MATePUAIOB, TEXHUYECKOW W HAy4IHOU
JIOKYMEHTAIUH, UCTIONIb3YEMbIX B MPO(ecCHOHATBHOM 1eATeIbHOCTH.

3. [lnanupyeMsble  pe3yJbTarbl OO0y4YeHHUS] 1O JMCHUILJINHE, COOTHECEHHble €
IVIAHUPYeMBbIMH pe3yJjbTaTamMu ocBoennst OIl marucTpartypsbl.
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[Ipouiecc u3yyeHUs TUCIUILIMHBI HATIPaBlIeH Ha (OPMUPOBAHUE CIICAYIOIINX JIEMEHTOB
koMmrieTeHui B cootBeTcTBUU ¢ PI'OC BO, OIl BO u mnpuoOpeTeHus Cienyroummx 3HaHUH,
YMEHUM, HABBIKOB U (MJIM) ONBITA JIEATEIbHOCTH:

dopmMupyem HNuaukarop Ilepeyennb
asn AOCTHKEHUSI IUVIAHUPYEMBIX Pe3yJIbTATOB 00y4eHH sl
KOMIIeTEeHIH KOMIIeTEeHIIUH
b | (xkoa u
(kox u ¢dopmyupoBKa)
¢opmyaupo
BKA)
YHuBepcaibHble KOMIIETCHIMHU
3Harth:
- rpaMMaTUYECKUE KOHCTPYKIIUH, XapaKTePHBIC IS
npodeccnoHaTbHO-OPUEHTUPOBAHHBIX U HAYYHBIX
YK-4. MaTepuasos;
Crocoben - TEPMUHOJIOTHIO Ha MHOCTPAHHOM SI3bIKE B U3y4aeMOU U
HPUMCHATD CMEKHBIX 00JIaCTIX 3HAHUIM;
copemennbl | M/-YK-4.1, - OCHOBHBIE TIPUEMBI aHATUTUKO-CUHTETUYECKON
e Braneer KaHpamn nepepadoTKku HHPOPMALIUH.
KOMMYHUKAT | NIUCbMEHHOU U YMeTh:
HBHBIC YCTHOH - YATATh B PEKUME O3HAKOMUTEIBHOIO U IIPOCMOTPOBOTO
TEXHOJIOTMH, | KOMMYHUKaluu, B

B TOM YHCJIE
Ha
MHOCTPaHHOM
(BIX)
A3bIKe(ax),
s
aKaJeMU4ecK
oro
npodeccruona
JBHO TO
B3aUMOJICHUCT
BUS

TOM YHCJIC Ha
WHOCTPaHHOM(BIX)
A3bIKe(ax), B
aKaJeMUYECKON
cthepe, B TOM uncie
B YCIIOBUSIX
MEXKYJIbTYPHOTO
B3aMMOJICHCTBHSI.

YTEHHUSI; OCYIECTBIATh YCTHBIA U MUCbMEHHBIHN MEPEBO/T
npodeccnoHabHO-OPUEHTHPOBAHHBIX TEKCTOB;

- pedpepupoBath MpoeccuoHaTbHO-OPUEHTHPOBAHHBIE
AYTCHTUYHBIC TCKCTBI U COCTABJIATH AHHOTALIUN K HUM;

- COCTaBIIATH U NPEJCTABIATH B BHJIE IPE3CHTALINN
TEXHUUYECKYIO M HAY4YHYIO HH(OPMALIMIO, UCIIOJIb3YEMYIO B
poecCUOHATLHOMN 1EATEIbHOCTH.

Baaners:

- HaBBIKaMU aHAIUTHUKO-CHHTAKCHYECKON TiepepaboTKu
npodeccnoHanbHO-3HaYMMOM HHpOpMaINH;

- HaBbIKAMHU BBICTYIIJICHUS C MOHOJIOTHUECKUM COOOIIEHUEM
10 IPO(PHITIO CBOEH HAYYHOU CHeIMaTbHOCTH,

- HaBbIKaMU (G (HEKTUBHONH KOMMYHUKAIIMH B JIETIOBOM U
npodeccnoHabHOM OOIIEHUU Ha HHOCTPAHHOM SI3BIKE;

- OCHOBHBIMHU HaBBIKAMH MHUCbMEHHON KOMMYHHUKAIUH.

4. O0beM, CTPYKTYpa U coJep:KaHue TUCHUTIIUHBI
OO01mas TpyA0eMKOCTh AUCIUTIIMHBI COCTABISAET 5 3aueTHBIX enuHuIl,180 akas. yacos.

Ne
n/n

Tembl (pa3aenbl)
AUCHUILINHBI,
HX CO/Iep:KaHHe

Cemectp

Buasbl yueOHbIX 3aHATHI, Dopmbl
BKJIIOYAsl CAMOCTOAATEILHYIO padoTy TeKyLIero
CTY/JAEHTOB, KOHTPOJI
U MX TPYAOEMKOCTh ycneBaeMocCTu
(B akaieMHU4€CKHX Yacax) ®Dopma
NPOMEKYTOYHOM
arrecTanuu
(no cemecmpam)
KonTakTHas padora ‘
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1. Museum and Crafts 1 6 1 15 | Ycrnbiii

oTIpoC,00CyKICHHE
TekcTa (pazmen 1).

2. | UniversityMuseums 1 6 1 16 | Yernsiii onpoc,
and Collections obCysKIeHHe TeKCTa

(paznmen 2).
3. History of the | 1 6 1 15 Pedepuporanne
BritishMuseum TeKcTa(pasaen 3).
4, Collections of the |1 6 1 16 | AuHoTHpoBaHue
BritishMuseum Texcra (paszen 4).
5. Individual Reading 1 6 1 15 | Ilepeson,
pedepupoBaHue u
AHHOTHUPOBAHUE
tekcta(18000
3HAKOB) (paszzaen S).
6. | Seven Wonders of the | 1 6 2 16 | Pabora c Tekcromu
World C JIeKCUKOM (pazaen
6).
Hrorosas arrecranus 2 | 05| 335 | Ox3amen
Bcero: 8 |36 9 | 0,5 ]126,5 |180

Conep:xanue pa3iesioB IUCHUIIHHBI:

1. Museum and Crafts. The definition of crafts. Crafts in developing countries. Museums and
traditional technologies.

2. UniversityMuseums and Collections. The significance of university collections. The problems
of university collections. Alternativesolutions.

3. History of the BritishMuseum: Precis writing

4. Collections of the BritishMuseum: Writing of the summary

5. Individual Reading: Checking the translation, précis and summary 18000 signs

6. Seven Wonders of the World. Ancient wonders of the World. New Seven Wonders of the
World.

5. O0pa3oBaTe/IbHbIe TEXHOJOTHH, HCIIOJIb3yeMble IPH OCYIeCTBJIEHHH 00pa30BaTeIbHOI0
npouecca no JUCHHUILINHE

[Iponiecc  mpemogaBaHusi HMHOCTPAHHOTO  Si3bIKa M, COOTBETCTBEHHO, BBHIOOp
00pa30BaTEeNbHBIX TEXHOJOTMHM ONpEeNeNsioTcsl crneun(ukoil AaHHOW Yy4eOHOM IUCLMIUIMHBL,
UCXOJHBIM YPOBHEM MOJTOTOBKU CTY/IEHTOB U KOMIUIEKCOM MPO(eCcCHOHAIbHO-TIEAArOrnYeCKIX
neneil. Haubonee 1enecooOpa3HbIM SBISETCS TEKCTOOPUEHTHPOBAHHBIA Monaxof (moadop
TEKCTOB IO CHENMATBHOCTH, TEKCTOB CTPAHOBEAUYECKOIO U JIP. XapaKTepa).

[Ipu peanu3zanyu pa3inuYHBIX BUJOB Yu4eOHOH paboThl MUCIONB3YIOTCS 00pa3oBaTeIbHbIE
TEXHOJIOTUM, HAalpaBIECHHbIE HA pa3BUTHE Y CTYIEHTOB TBOPUYECKUX CHOCOOHOCTEH U
camMocTosTeNbHOCTH. K HUM OTHOCATCS NpUMEHEHHE HH(GOPMAIMOHHO-KOMMYHHKAIIMOHHBIX
TEXHOJIOTUH, aKTUBHbIE U MHTEPAKTUBHBIE (POPMBI IIPOBEACHUS 3aHIATUH, METOABI TPOOIEMHOIO
U TIPOEKTUBHOTO 00YyUEHUs, UCCIIEA0BATEILCKUE METO/IbI, ICTIOBBIE U POJIEBBIE UIPHI, TPYIIIIOBBIE
JUCKYCCHM, TNPE3CHTALMU; aKTUBHO HCIOJB3YIOTCA B Y4eOHOM Ipolecce MYJIbTHUMEAUMHbIE
CpencTBa, ONTUMAJIBHO JIOIOJIHSAIOIME OCHOBHOM Kypc. Mcnonbs3oBanue pecypcoB MHrepHeTa
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IIPEeyCMAaTPUBAET aKTyaJIM3alMI0 TBOPUECKOIO MOTEHIMAIa U CaMOCTOSITEILHOCTH CTYAECHTOB.
Kypc o0ydenus npeanosnaraer noadop MaTepuasoB JUIsl CAMOCTOSATEIBHOTO YTEHUS CTYJICHTOB,
TEKCTOB JUII aHHOTUPOBAHUS M pedepupoBaHMs C UCIOIb30BAaHUEM JJIEKTPOHHBIX 0a3 JaHHBIX
O61OIMOTEK, HHTEPHET-CTPAHUIL] CHELMATU3UPOBAHHBIX Ta3eT U KypHaiaoB. OrpoMHOE 3HaYeHUE
B AKTUBM3alMM JIE€ATEIbHOCTM  y4yallMXCi B  TEXHOJOTMYECKOM  IIPOLIECCE  UMEIOT
IICUXOJIOTMYECKasi yCTAaHOBKAa Ha IIyOOKOE OCBOEGHHE MaTepHajia, BBEIEHHE 3JIEMEHTOB HIPbI
(urpoBasi TEXHOJIOTHSI), a TaKXe MOCTAHOBKA IEPCIEKTUB ONEepekaromiero xapakrepa. Llenbro
UCIIOJIb3YEMBbIX TEXHOJIOIMH SIBJISETCS MaKCUMallbHas NMPHOIMKEHHOCTh O0YYEHUs K PEIICHUI0
IIOCTaBJICHHOW KOMMYHHMKAaTUBHOM 3a/1a4d B PEAIbHOW )KU3HECHHOW CUTYalUU.

6. [lepeyeHb JIMIEH3HOHHOT0 M (MJIH) CBOOOJHO PACHPOCTPAHSIEMOr0 NPOrPaAMMHOIO
o0ecrnevyeHus, MCIOJb3YEeMOI0 MNPH OCYIIECTBJIEHHH O00pa30BaTe/ILHOr0 Impolecca Mo
AHCIHILINHE

B mpomecce ocymiecTBieHuss  00pa3oBaTeNbHOrO  Mpolecca IO JAMCIUIUIHHE
UCTIOTB3YIOTCS:

11 OPMHUPOBAHUSI MATEPUATIOB TSl TEKYIIETO KOHTPOJIS YCIIEBAEMOCTH M MPOBEICHUS
POMEKYTOYHON aTTeCTalNH, sl POPMUPOBAHUS METOJUIECKUX MAaTEPUAIIOB 110 TUCIUILIHE:

- mporpammbl Microsoft Office;

- Adobe Acrobat Reader.

7. IlepeyeHb COBpeMEHHBIX MNPO(ECCHOHAIBHBIX 0a3 [JaHHBIX U HHGPOPMANMOHHBIX
CIIPABOYHBIX CHCTEM, HCI0JIb3YeMbIX IIPH OCYLIEeCTBJICHHH 00pPa30BaTeIbHOIO NMpouecca 1no
AUCHHILINHE (PU HE00X0IMMOCTH)

B npomecce ocymectBieHus —o0pa3oBaTEeNBHOIO — Ipolecca IO JUCLUIUIMHE
UCTIONB3YIOTCS:
1. ABTOoMaTu3upoBaHHas OubinoreuHo-uHpopmarronHas cucrema «bYKM-NEXT»:
http://www.lib.uniyar.ac.ru/opac/bk_cat_find.php.
2. Hayunas snextponHas 6ubiamnoreka eLIBRARY.RU: http://elibrary.ru/.
3. DnexTpoHHO-OMOMoTeuHas cucrema «kOpaitr»: https://urait.ru/.

8. [lepeyeHb OCHOBHOI ¥  [ONMOJHUTEJHLHOW Yy4eOHOW JHMTEepaTypbl, PpecypcoB
HHGPOPMALMOHHO-TEJIEKOMMYHUKAUMOHHO ceTn «MHTepHer» (IpH HEOOXOAMMOCTH),
PEeKOMeEeH1yeMbIX /IJIsl OCBOCHUSA U CIUIINHbI

a) OCHOBHAasI JTUTEepaTypa

1. Koxapckas, E.D. Anxrmiickuil s3pik. [lpakThueckuil Kypc UIsl XYHZOXKHHUKOB H
HUCKYCCTBOBENIOB :  ydeOHoe mocobume i1 By3oB/ E.D. Koxapckas, T.A. bpus,
. A. HoBukoBa. — 2-e u3n., ucnp. u pon. — Mocksa : Uznatenscto FOpaiit, 2024. — 190 c.
// Obpa3zoBarenbHas mwiathopma FOpaiir. — URL: https://urait.ru/bcode/538650

2. Anrmmiickuii s3eik Ui TymanutapueB (B1-B2). English for Humanities : yueGHOe
rnmocooue JUTSE BYy30B / O. H. Croruuesa, A. B. bakynes, I'. A. IlaBnoBckas,
E. M. MykoBHukoBa. — MockBa : UznarensctBo Opaiit, 2024. — 178 c. // O6pazoBarenbHas
mwiatdopma FOpaiit. — URL: https://urait.ru/bcode/541185

0) 10MOJIHUTE/IbHASA JIUTepaTypa

1. Cmonbsinnna, E. A. Aurmiickuii s3bik Ui uctopukoB (B1—B2) : yueOHuk u
npakTukyMm Juist By30B / E. A. CmonbesnuHa. — MockBa : M3narensctBo KOpaiir, 2024. — 286 c.
// O6pa3zoBarenbHas wiathopma KOpaitr. — URL: https://urait.ru/bcode/536778

2. TpuOynckas, C. A. AHMIMHCKWIA A3bIK JUIS u3ydaromux Typusm (B1-B2) : yueOnoe
nocobue st cpeaHero mnpodeccuoHaabHoro obOpaszoBanusi/ C. A. TpuOyHckas. — 2-e¢ wu3f.,
nepepab. u gon. — Mocksa : M3nmarensctBo Opaiit, 2024. — 218 c.// OoOpa3zoBarenbHas
mwiatdopma FOpaiir. — URL: https://urait.ru/bcode/541854



http://www.lib.uniyar.ac.ru/opac/bk_cat_find.php
https://urait.ru/bcode/538650
https://urait.ru/bcode/541185
https://urait.ru/bcode/536778
https://urait.ru/bcode/541854

B) pecypchl cetu «MHTEpHET»

1. 1. Hayunas snekrponnas 6udmunoreka eLIBRARY.RU. — URL.:_http://elibrary.ru/
2. DnexTpoHHO-O0nbmoreynas cucrema «Koncynprant Crynenra». — URL:
https://www.studentlibrary.ru/
3. DnekrponHo-oubmoreynas cucrema «[IPOCITEKT». — URL.: http://ebs.prospekt.org
4. DnexTpoHHO-0MbOaHOoTeuHas cuctema «fOpaiity». — URL: https://www.urait.ru/
5. DnexTpoHHas 6ubnnoreka yueOHbix Marepuasion Apl'yY. — URL:
http://www.lib.uniyar.ac.ru/opac/bk_cat_find.php
6. HaninonanbHas anekrponHas oubmmoreka. — URL: https://rusneb.ru/
7.CnoBapu Www.slovari.yandex.ru

http://www.medialab.uniyar.ac.ru

http://www.bbclearningenglish.com

9. MaTepuanbHo-TeXHHYecKas 0a3a, HeoOX0AMMas IJIsl OCYLIeCTBJIEHUs] 00Pa30BaTeIbLHOI0
npouecca no JUCHUIINHE

MarepuanbHoO-TeXHHUECKas 0a3a, HeoOXoaAuMas /ISl OCYIIECTBIEHUSI 00pa30BaTEIbHOIO
mpolecca 1o AUCUUIUIMHE BKJIIOYAET B CBOW COCTaB ClieUaIbHbIE TIOMELICHMUS:

- yueOHble ayTUTOPUHU ISl IPOBEICHUS 3aHATUH JICKIIUOHHOTO THIIA;

- yueOHbIe ayTUTOPHUH ISl IPOBEICHHS MPAKTHYECKUX 3aHATHI (CEMUHApPOB);

- yueOHbIe ayTUTOPHUHU ISl IPOBEJICHHS TPYIIOBBIX U MHAWBUYAIbHBIX KOHCYJIbTAlUMN;

- yueOHbIe ayIUTOPHH Ui TPOBEACHUS TEKYIIEro KOHTPOJS H IMPOMEKYTOUYHOM
aTTeCTallluu;

- IOMEIIEHHUS Ul CaMOCTOSITENbHOM paboThI;

- IOMEUICHUs I XpaHeHHs U NPOPUIAKTHYECKOrOo OOCIYKMBAHUS TEXHUYECKUX
CpenCTB OOyUEHHS.

CrnenanbHble MOMEIIEHHUS] YKOMIUIEKTOBAaHbl CPEACTBAMU OOYYEHHs, CIYKAIUMH JUIs
npeJcTaBieHus yaeOHoM nHdopmanuy 00IbIION ayAUTOPHH.

ITomerieHust A CaMOCTOSITENTLHOM pabOThl 00YYAIOIIUXCS OCHAIIEHBl KOMIBIOTEPHOMH
TEXHUKOW C BO3MOYKHOCTHIO MOJAKIIIOUEHUsl K ceTh «/HTepHeT» u obecrneueHueM J0CTymna K
3NIEKTPOHHOM MH(pOopMaIoHHO-00pa3oBaTensHOU cpese SAplY.

ABTOpBI:

CTapLIMil mpenoiaBaTenb Kapeapbl HHOCTPAHHBIX

A3BIKOB T'YMaHHUTApPHBIX (I)aKynLTeTOB, KaHO, UCT. HAyK MI/IpOHOBa H.A.
(Oondicnocmy, yuenas cmenenn) (noonucw) (Damunus 1.0.)
3aB. KaepOil HHOCTPAHHBIX S3BIKOB Kacarkuna H.H.
TYMaHUTapHbIX (PaKyIbTETOB, KaH[.Me/l. HayK
(OodCHOCTY, YUeHAas cmeneHs) (noonucw) (©amunus 1.0.)


http://elibrary.ru/
https://www.studentlibrary.ru/
http://ebs.prospekt.org/
https://www.urait.ru/
http://www.lib.uniyar.ac.ru/opac/bk_cat_find.php
https://rusneb.ru/
http://www.slovari.yandex.ru/
http://www.medialab.uniyar.ac.ru/
http://www.bbclearningenglish.com/

IIpunoxenne Nel k paGoueii nporpamMme AU CHHUIIIMHBI
«/HoCcTpaHHbIN A3bIK (AHTJIMHCKNI) KaAK CPEACTBO /1€JI0BOr0 00IIeHUsD)

DoH/1 OLIECHOYHBIX CPEICTB
7151 TIPOBe/IeHUsI TEKYIIero KOHTPOJISl yCIIeBAeMOCTH
U IPOMEKYTOYHOM ATTECTAIUM CTY/IEHTOB
10 JMCIHUIIHHE

1. TunoBbIe KOHTPOJIbHBIE 32JAHUS U HHBbIE MATEPHUAJIBI,
HCI0JIb3yeMble B Mpolecce TeKYIero KOHTPOJIsA yCneBaeMOCTH
(nposepra cihopmuposannocmu YK-4, unouxamop H/-YK-4.1.)

Paznen 1. Discussing the text. Find answers to the questions:

e Why is it difficult to give the definition of crafts?
What is the task of the Crafts Council?
How have the museum’s priorities been changed in developing countries?
Is the role of museum the same in developing and industrialized countries?
In what way can museums trace traditional technologies?

Museum and crafts.

Speaking about ‘Museums and Crafts’, one is faced immediately with two problems of
definition. What is a museum, and what are crafts? The definition of a museum may seem easy:
it is a place where objects are collected, no longer mostly from the past, where they are looked
after and on display, at least a very small part of them. But museums are still associated with the
past and with dust, a$ the public does not realize the role museums are already playing in solving
problems of the present and predicting those of the future. This enlarged definition of the
museum will form part of my article.

The definition of crafts or handicrafts is very difficult for me. Being the director of an
integrated museum of ethnography and natural history, as well as a specialist in African cultural
anthropology, | am faced with several problems: | have to display as art objects items which, in
their traditional African context, have never been considered as art. Where they were made, there
was no definition of art such as is found in Europe or parts of Asia. But now they are considered
as art.

For instance, | am at present dealing with rural crafts from African villages: are they only
utilitarian crafts or are they creative crafts, skilled crafts or artistic crafts? Cm they be grouped
with the artistic crafts of a European town such as Bremen where my museum is situated? In my
museum there is m annual exhibition of the Arbeitsgemeinschaft der Kunsthandwerker Bremens
(Association of the Artistic Craftsmen of Bremen). Outstanding pieces of craft are exhibited as
well as art objects, but where is the dividing line?

I am not in a position to define crafts, handicrafts or craft objects or to draw dividing
lines. The Consultation of Experts on the ‘Preservation and the Development of Crafts in the
Contemporary World’ sponsored by UNESCO at Candido Mendes University, Rio de Janeiro, in
August a984 did not find a solution to this problem, SO I would like to leave it at that for the
moment. Only one further remark: crafts or handicrafts should and will be seen to include more
than the rather restrictive definition used, for example, in the Federal Republic of Germany,
where, on the one hand, several years’ training completed by a ‘master’s examinarion’ is
required and, on the other, additional training in aesthetics, forming and figuration is demanded,
before anyone is allowed to be called an artistic craftsman. In the Federal Republic of Germany
the problem of definition concerns the dividing line between artistic craftsman and artist, and no
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longer the one between the artistic craftsman and the common craftsman who produces
utilitarian crafts.

Since we are dealing here principally with museums and crafts in developing countries,
and since the theme of the conference is ‘The Role of Crafts in the Development Process’ , the
terms ‘crafts’, ‘craftsmen’ and ‘Craftsmen’ will also include those in the urban and rural areas of
the developing countries. The European or, let us say, the industrialized country’s definition will
not always fit. As | understand it, the task of the Crafts Council (WCC) is to find a way to group
all of them together and make them work together without ideological and financial domination
of one group by another.

Museums could help to trace traditional technologies, for example, special weaving
techniques, which have been forgotten, but which can be reconstructed from material in the
storerooms. In addition, museums could help to improve certain technologies, as was-done in the
where the traditional watermill with vertical-blade wheels was changed following &e example of
a similar watermill in Romania with spoonshaped blades which catch more water, so that the
water turns the wheel more quickly. Small models of both types explained the advantage to the
farmers. In the meantime these watermills are used not only for irrigation and grinding corn and
rice but also as a power supply for small joiner’s shops.

The best example of how museums could work in this field is the National Council of
Science Museums in India which runs beside its large museums small district science centres in
less developed areas like Purulia, West Bengal. There the regional museum tries to upgrade
traditional technologies according to the demands formulated in participation with the population
concerned, or to introduce appropriate technologies after research has been done in the large
museums. The first project in Purulia was such a success that the Planning Commission of the
Republic of India is now giving financial support to &e work of the museum.

The unique quality of a museum is that it possesses original objects, mostly three-
dimensional, impressing people by their authenticity and innate charm, and often attracting than
more than books, radio or television can. Often a dialogue will take place between the object and
he onlooker. In addition to the fascination of the three-dimensional original, the museum offers
the visitor a fitting presentation of the object and, in doing so, even takes into consideration the
specific visual and mental approach to be expected from certain target groups. Such
considerations are supplemented by special efforts on the part of the museum’s educationists to
make the visitor understand the message of the exhibit. The museum not only provides the space
for the display of objects for the exhibitions but rooms for interaction 2nd communication, where
the visitor can take an active part. The visitor might also have a chance to participate in
museological projects such as helping to plan and carry out an exhibition. A museum like this is
no longer a museum in the traditional sense, it is rather a cultural or social centre, endowed with
the two elements that are the specific characteristics of a museum: three-dimensional objects and
exhibitions.

What has been the role of museums SO far in relation to crafts, md what should it be in
the future? We shall see that there is a significant difference between museums for crafts and
artistic crafts in industrialized countries and museums for crafts of any description in developing
countries. As the theme of the WCC conference was ‘The Role of Crafts in the Development
Process’, the emphasis here will be on museums in the developing countries.

In Europe, museums have been founded for the specific purpose of documenting and
preserving - rescuing - technologies and products that were dying out. However, such museums
were also to serve as ‘pattern books’, for the further development of the crafts. To give an
example from Germany, in 1870 the Bremen Chamber of Commerce addressed a letter to the
City Government complaining that the products of non-Bremen craftsmen sold better than those
of Bremen craftsmen, and proposing that an institution be created which would supply the
Bremen craftsmen with ideas and models. In 1873, the Technical Institute for Tradesmen was
founded, and in 1884 the Museum for Applied Art, which in 1922 merged with the Pocke-
Museum to become today’s BremenStateMuseum for Art and Cultural History. The activities of
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the former Museum for Applied Art were, in the first place, of an educational nature. Their
purpose Vvas to train craftsmen and to develop the skills of those wishing to improve their artistic
abilities as designers, moulders, etc. ~ in trade and industry. The large collection of objects
which - ‘as a whole or in some oftheir details, are remarkable and worth copying, which might
be applied to modern works of art, or which might serve as an inspiration for the creation of new
products and new decorative ornamentation’ - was in the first place used for education. In
addition, the collection was to improve the public’s ability to form an independent opinion,
based on a knowledge of styles, aesthetic rules and questions ofthe applied arts, and to promote
the public’s artistic taste. There was also a special ‘designs bureau’ in this museum where
original designs were made available to the craftsmen. Designs prepared by trainees or
apprentices, as well as outstanding objects, were presented in exhibitions.

For similar reasons the Museum for Applied Art was founded in Frankfurt-on-Main: The
fact that singular pieces made by craftsmen were supplanted by machine-made products,
entailing a loss in quality, initiated the idea that the arts and crafts must be rescued and
promoted.” In 1877 the Museum and the TechnicalCollege connected to it were established. In
many other places, collections of prototypes were set up, far instance in 1880 at Krefeld, as part
of the College for Weaving and Dyeing Techniques, which later became the German Textile
Museum, or, in Pforzheim, the ‘Patterns for Historicist Ornamentation of the Pforzheim
Industry’ in the late nineteenth century.

All these museums of applied art, municipal or regional museums of art and cultural
history, or museums of local history and culture are still collecting such witnesses of the past, in
order to increase our knowledge of bygone times and cultures and to demonstrate artistic
developments and contexts. These witnesses of the past not only help to broaden the visitor’s
mind, but they are also still used for the training of craftsmen, as, for instance, in the German
Textile Museum where this educational aspect is still emphasized as an integral part of the
museum’s concept.

Now it is a matter of course that craft objects currently produced, be they utilitarian,
creative or artistic, are exhibited in museums,. On the one hand, museums wish to demonstrate
the latest developments in arts and crafts, and, on the other, they want to call the visitor’s
attention to the works of certain craftsmen or artists, and perhaps encourage them to buy a piece,
which will be beneficial for the artist and his work and for the survival of the arts and crafts. The
promotion of the arts and crafts may be supported by a number of activities arranged in
connection with an exhibition, such as workshops held by the artists in the museum, lectures by
artists and discussions with them, which help to make visitors more familiar with then a and their
work. An ideal solution would be the installation in the museum of studios for artists. Museum
educational activities, demonstrating 2nd explaining certain artistic techniques, would also help
to arouse visitors’ interest in the arts and crafts and teach them to discern quality. But there is the
danger that these activities may degenerate into poor romantic amateurism ‘allowing of no
profound expression of individual sensitivity or personality’. If these aspects of a negative
development are seen, they could be counterbalanced by well-trained and experienced
educationists and could finally have positive results.

Sales may be promoted by way of special sales exhibitions, like the ones held at
Christmas at the HamburgMuseum for Art and Applied Art and in the museum shops. However,
such promotion efforts have raised certain doubts. Although such activities will certainly have a
stimulating effect on the visitor, it is often argued that the museum’s concern should really be to
present developments and reflect them, not to exercise an influence on the visitor’s taste. This
rule may be illusory in view of the role of good displays in forming public opinion. The museum
should be something like a catalyst between craftsmen, artists and the public; it should be a kind
of a patron, promoting artists by purchasing directly and commissioning work from them, or
establishing contacts between them and the public. Regional museums can take an active part in
the promotion of crafts, particularly in areas where only a small number of craftsmen, artists are
working. But there is something else museums can do for craftsmen. In view of the special social
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and economic circumstances in which they now find themselves, museums might help -with
exhibitions explaining the situation - to give the public a better understanding of the craftman’s
changing role.

After these remarks on the positive relations between museums and the crafts, | should
like to mention a point which has more than once been a matter of discussion. Museums call the
public’s attention to certain objects, give them a prominent place and introduce them to the
visitor, but they also turn them into ‘untouchables’, by stowing them away in glass cases where
they are shown in what has been carefully considered to be the most appropriate light. Crafts are
practical, functional things, and this is true not only for utilitarian crafts. In such displays they
are robbed of their function. And this mistake used to be made by many museums: objects were
cut off from their function, they were nothing more than objects, d’artpour d’art. This happened
not only in museums of ethnography, but also in many European museums of art.

Before moving on to the role of craft museums in the developing countries, a short
remark concerning the role of ethnographic museums in industrialized countries specializing in
the crafts of Africa, parts of Asia and Latin America: one of the tasks of these museums is to
minimize prejudices about other cultures and their creators. They have therefore to display crafts
from these countries in such a way that their importance and value is fully understandable and so
that they can be admired for their aesthetic value and their social and economic importance.
These museums can also guide the taste and the purchasing attitudes of their visitors. The
"HamburgischeMuseum fur VVolkerkunde™ once had an exhibition of pottery from Spain in which
special emphasis was laid on places of still existing, good-quality traditional pottery-making.
Afterwards an increase of tourists’ visits to those places could be observed.

Craft museums in industrialized countries generally play the same role as those in the
developing countries. But here one should always keep in mind that in developing countries
museums are not specialized to the same degree as those in the industrialized countries. Often,
all the different museum exhibits are assembled under one roof, except in the case of a national
museum, presenting either art or ethnological exhibits with at the most a natural sciences section
added to it.

Pa3znen 2. Discussing the text. Find answers to the questions:
e What is the significance of the collections of great universities?
e What problems do university collections have?
e \What objects attract students in university museums?
e What is a university policy for museums and collections?

UniversityMuseums and Collections

Peter Stanbury has worked with university museums and historic houses for most of his
career. In 1992 he was one of the co-founders of the Australia-wide association of university
museums, CAUMAC - the Council of Australian University Museums and Collections. In 1998
he proposed the formation of an international university museums group at ICOM in Melbourne.
He currently advises the vice-chancellor of MacquarieUniversity, Sydney, on museums,
collections and heritage, and is executive officer of the Museums and Collections Standing
Committee of the New South Wales Vice-Chancellors ' Committee.

This issue of Museum International and the next will be devoted to university museums
and have been designed to provide insights into a variety of university collections and their staff.
In the following pages, university curators tell of their collections, current programmes,
achievements and experiences. These are important, not only to other university curators, but to
the museum profession as a whole, and to those responsible for national heritage. University
staff have a wide range of skills and look after a spread of collections of remarkable size and
significance. University curators are keen to share their resources and to co-operate with other
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museum professionals. Such co-operation among museums is becoming increasingly important,
especially in regard to staff development, research projects and funding.

The articles in the two issues are intended to stimulate thinking and be a focus for
communication among university curators and with museum colleagues in other sectors. It is
hoped that such interaction will strengthen understanding between sectors, regions and
countries, which would help forge a better future and greater protection for the heritage of the
region that we know best - our own.

There is little need to emphasize the significance and scale of the collections of great
universities: for example, the ancient collections of Utrecht and Uppsala in Europe; those of
Oxford, Glasgow and Manchester in the United Kingdom; those at Harvard, California and
British Columbia in North America; and Sydney, Melbourne and Otago in Australasia. Patrick
Boylan and others have recounted the glories of such institutions, and almost everyone familiar
with museums will know of noteworthy items in their local university collection. For every
major and well-known museum there are scores of smaller, often specialized ones, which also
contain important collections of regional and national value that were originally amassed for
teaching and research. Today, they make up an essential part of a country's heritage and are
becoming ever more accessible to a wider public.

Universities everywhere are broadening the range of their funding sources. Governments
no longer supply the bulk of their budgets, and money from research, teaching, technology,
investments, real estate and consultancy now form much of their income. They have innovative
outreach programmes to attract students and obtain support and their museums can play a key
role by providing a welcoming, open door onto the campus.

However, many university collections are housed within departments that face increasing
costs and decreasing funds and that must give priority to maintaining academic strength in
teaching and research. Competition among universities ensures that “customers' who have paid
for instruction will not be happy sitting on the stairs of an overcrowded lecture theatre or
working with outdated equipment. Current research is increasingly reliant on costly technology
and skilled assistants, both of which become more expensive year by year.

The outreach activities which are important for the university as a whole become less
important for a department struggling to balance its budget. In consequence, university
collections now face reduced staffing and funds. Some university “curators' essentially work in a
voluntary capacity at odd moments between their academic duties and after hours in order to
serve their university's goals and maintain the integrity of their collection. Though some
university teaching may be less collection-based than formerly, high-school students want to
visit university museums to be stimulated by real objects in an increasingly virtual world. Their
visits, often their first steps on campus, may influence their choice of subject or university. Such
enrolments bring welcome money to a discipline and the university, but rarely enrich the
original catalyst for their choice, the university museum.

Thus, university curators are between a rock and a hard place, trying to serve, without
adequate resources, several masters at the same time: the university, the academic discipline,
local schools, and those overseeing the nation's heritage. The last, usually government agencies,
want to know that the nation's movable heritage is easily accessible and is being responsibly
maintained by the owner.

Fourteen years have elapsed since Warhurst wrote "The Triple Crisis in University
Museums'. The crises that concerned him were those of identity and purpose, lack of statistical
information about the collections and staffing, and resources and funding. The article provoked
discussion and action. In the United Kingdom the Museums & Galleries Commission featured
university museums in its 1987 Report;Drysdale in 1990 published the first of many regional
surveys of university museums in the United Kingdom, and in 1992 the Museums Association
published a report on the relationship of higher education and collections. Subsequently, many
lists of university museums have been made in different countries, some of which were followed
by reviews that have stimulated better policies and management.
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To take one example, at my own university (MacquarieUniversity in Sydney), following
a national review, we now have a university-wide policy for museums and collections, which
has been formally approved by the University Council. We are using a second-generation
Strategic Plan for the fourteen collections and there is an Advisory Committee composed of
curators which reports matters of concern directly to the vice-chancellor. All museums have
their own management committee. A museums and collections newsletter is circulated to the
senior executive, heads of departments, those involved in university museums and the wider
museum community. Brochures for the museums are regularly updated, and there is an
established Web page which is accessible worldwide. Curatorial staff represent the university in
a national association, the Council of Australian University Museums and Collections
(CAUMAC), and at state level, on a Standing Committee for museums and collections
established by the state Vice Chancellors’ Committee (representing twelve universities in New
South Wales and the Australian Capital Territory). The Standing Committee meets three times a
year at different university venues to encourage communication, discuss matters of mutual
concern and bring them to the attention of the appropriate authority, and to organize staff
development days and joint travelling exhibitions. The Standing Committee was set up in
response to the first of two Federal Government reviews of university museums, Cinderella
Collections (1996) and Transforming Cinderella Collections (1998). The vice-chancellor of
MacquarieUniversity, Professor Di Yerbury, and the present writer were members of both
reviews.

Despite these improvements in policy, management and advocacy in my university there
is still much to be done. Departments take decisions to reduce the number of staff hours for
curatorial work in the museum - sometimes to zero and museum budgets are often small or non-
existent. Our response at Macquarie has been to negotiate alternative staffing solutions (for
example, an education outreach officer with responsibilities for a collection, and employment of
a part-time postgraduate student) and to look for ways to increase the sources of income.

At Macquarie, in spite of such setbacks, we are relatively fortunate; however, the
situation is more critical in many other universities. The difficulty often stems from the lack of a
clearly defined purpose for the collections and the absence of recognition by senior management
of that role. Surveys and data collecting are important elements in defining the museum's
mission and in drawing up a clear plan, both of which could make it easier to find the necessary
funding.

There are many fascinating stories on the following pages. Some authors recount how
they have brought new life to their museum by linking it prominently to the city, as well as to
the campus. Another innovation has been to bring several university museums into a building
complex more accessible to the wider public, as for example, at the UtrechtUniversityMuseum
in the Netherlands.

At the 1998 ICOM meeting in Melbourne an international university museum and
collection group was proposed. As there were already national university museum groups in the
United Kingdom, North America, Australia and elsewhere, as well as conferences devoted to
university museums, it seemed that there was potential for an international network. The idea
was to assist communication, foster interchange of ideas and speed the progress of better
practice. University museums almost invariably have access to the Internet and this makes
communication much simpler than it was a few years ago. MacquarieUniversity has established
a convenient starting point to search for university museums worldwide at:
www.lib.mg.edu.au/mcm/world/.

Paznen 3. Text for precis writing:

History of the BritishMuseum
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The BritishMuseum was founded in 1753, the first national public museum in the world.
From the beginning it granted free admission to all 'studious and curious persons'. Visitor
numbers have grown from around 5,000 a year in the eighteenth century to nearly 6 million
today.

The eighteenth century: origins of the BritishMuseum

The origins of the BritishMuseum lie in the will of the physician, naturalist and collector,
Sir Hans Sloane (1660-1753).

Over his lifetime, Sloane collected more than 71,000 objects which he wanted to be
preserved intact after his death. So he bequeathed the whole collection to King George Il for the
nation in return for a payment of £20,000 to his heirs.

The gift was accepted and on 7 June 1753, an Act of Parliament established the
BritishMuseum.

The founding collections largely consisted of books, manuscripts and natural specimens
with some antiquities (including coins and medals, prints and drawings) and ethnographic
material. In 1757 King George Il donated the 'Old Royal Library' of the sovereigns of England
and with it the privilege of copyright receipt.

The BritishMuseum opened to the public on 15 January 1759 . It was first housed in a
seventeenth-century mansion, Montagu House, in Bloomsbury on the site of today's building.
Entry was free and given to ‘all studious and curious Persons’.

With the exception of two World Wars, the Museum has remained open ever since,
gradually increasing its opening hours and moving from an attendance of 5,000 per year to
today's 6 million.

The nineteenth century: expansion and discovery

In the early part of the nineteenth century there were a number of high profile
acquisitions. These included the Rosetta Stone (1802), the Townley collection of classical
sculpture(1805), and the Parthenon sculptures (1816).

In 1823 the gift to the nation by George IV of his father's library (the King's Library)
prompted the construction of today's quadrangular building designed by Sir Robert Smirke
(1780-1867).

By 1857, both the quadrangular building and the round Reading Room had been
constructed.

To make more room for the increasing collections held by the Museum, the natural
history collections were moved to a new building in South Kensington in the 1880s. This became
the Natural History Museum.

The Museum was involved in much excavation abroad. Its Assyrian collections formed
the basis for the understanding of cuneiform (an ancient Middle Eastern script). In the same way
the Rosetta Stone had resulted in the unlocking of Egyptian hieroglyphic script (a symbol-based
script).

A key figure during this period was Sir Augustus Wollaston Franks (1826-97).
Appointed to the Museum in 1851, he was the first person to be responsible for British and
medieval material.

Franks expanded the collection in new directions, collecting not only British and
medieval antiquities but also prehistoric, ethnographic and archaeological material from Europe
and beyond as well as oriental art and objects.

Visitor numbers increased greatly during the nineteenth century. The Museum attracted
crowds of all ages and social classes, particularly on public holidays.

Alongside their academic work, curators took an interest in broadening the Museum's
appeal through lectures, improving the displays and writing popular guides to the collections.

The twentieth century: providing a public service
The twentieth century saw a great expansion in public services. The first summary guide
to the Museum was published in 1903 and the first guide lecturer was appointed in 1911.
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By the 1970s, there was an active programme of gallery refurbishments and an education
service and publishing company had been established. Additional public facilities were provided
in a series of building works. These included the Duveen Gallery, built to house the Parthenon
Sculptures (1939/62).

In 1973 the library became part of a new organisation, the British Library. This
organisation remained at the Museum until 1997, when the books left Bloomsbury for a new
building at St Pancras.

The Queen Elizabeth Il Great Court, built in the space vacated by the library, reflects the
most recent public expansion at the Museum. At two acres, it is the largest covered public space
in Europe. In the centre is the restored Reading Room, while around and beneath it new galleries
and an education centre were built.

The Museum celebrated its 250th anniversary in 2003 with the restoration of the King's
Library, the Museum's oldest room and the launch of a new permanent exhibition.

Paznen 4. Text for summary writing:

The centre of the museum was redeveloped in 2001 to become the Great Court,
surrounding the original Reading Room.

The British Museum, in London, is widely considered to be one of the world's greatest
museums of human history and culture. Its permanent collection, numbering some eight million
works, is amongst the finest, most comprehensive, and largest in existenceand originate from all
continents, illustrating and documenting the story of human culture from its beginnings to the
present.

The British Museum was established in 1753, largely based on the collections of the
physician and scientist Sir Hans Sloane. The museum first opened to the public on 15 January
1759 in Montagu House in Bloomsbury, on the site of the current museum building. Its
expansion over the following two and a half centuries was largely a result of an expanding
British colonial footprint and has resulted in the creation of several branch institutions, the first
being the British Museum (Natural History) in South Kensington in 1887. Some objects in the
collection, most notably the Elgin Marbles from the Parthenon, are the objects of intense
controversy and of calls for restitution to their countries of origin.

Until 1997, when the British Library (previously centred on the Round Reading Room)
moved to a new site, the British Museum was unique in that it housed both a national museum of
antiquities and a national library in the same building. The museum is a non-departmental public
body sponsored by the Department for Culture, Media and Sport, and as with all other national
museums in the United Kingdom it charges no admission fee. Since 2002 the director of the
museum has been Neil MacGregor.

Pasnea 5. Individual Reading: Checking the translation, précis and summary 18000 signs.
Pa3nen6. Reading and translating the text, filling in the missing words.

1. Restore the text “Seven Wonders of the Ancient World” by filling in the gaps with words
given below.

(Empire, made, tomb, only, ruled, dynasty, survived, centuries, homeland, reliefs, surface,
dedicated, occupied, construction, fragments, tallest, damaged, sculptor, precious, victory)

Seven Wonders of the Ancient World
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In the second century B.C. the Greek writer Antipater of Sidon was one of several who
listed the greatest buildings in monuments of his day. Because seven was a magic number in
Greek, Hebrew and Chinese cultures, he selected seven of these marvels.

The Great Pyramid of Giza (called the Pyramid of Khufu and the Pyramid of
Cheops) is the oldest and largest of the three pyramids in the Giza Necropolis bordering what is
now El Giza, Egypt. It is the oldest of the Seven Wonders of the Ancient World, and the ... one
to remain largely intact. Egyptologists believe that the pyramid was built as a tomb for fourth
...Egyptian Pharaoh Khufu (Cheops in Greek) over an approximately 20 year period concluding
around 2560 BC. Initially at 146.5 metres (480.6 ft), the Great Pyramid was the tallest man-made
structure in the world for over 3,800 years. Originally, the Great Pyramid was covered by casing
stones that formed a smooth outer ... what is seen today is the underlying core structure. Some
of the casing stones that once covered the structure can still be seen around the base. There have
been varying scientific and alternative theories about the Great Pyramid's construction
techniques. Most accepted construction hypotheses are based on the idea that it was built by
moving huge stones from a quarry and dragging and lifting them into place.

The Hanging Gardens of Babylon were considered to be one of the Seven Wonders of
the Ancient World, and the only one of the Wonders that may have been purely legendary. They
were built in the ancient city-state of Babylon, near present-day Al Hillah, in Iraq. The gardens
were attributed to the Neo-Babylonian king Nebuchadnezzar Il, who ... between 605 and
562 BC. He is reported to have constructed the gardens to please his homesick wife, Amytis of
Media, who longed for the plants of her .... The HangingGardenshad plants cultivated at a height
above ground level, and the roots of the trees were embedded in an upper terrace rather than in
the earth. This was the technique of its .... The whole mass was supported on stone columns, so
that the entire underlying space was occupied by carved column bases. The gardens were said to
have been destroyed by several earthquakes after the 2nd century BC.

The Statue of Zeus at Olympia was made by the Greek ...Phidias, circa 432 BC on the
site where it was erected in the Temple of Zeus, Olympia, Greece. It was one of the Seven
Wonders of the Ancient World. The seated statue, some 12 meters (43 feet) tall, ... half of the
width of the aisle of the temple built to house it. "It seems that if Zeus were to stand up,” the
geographer Strabo noted early in the 1st century BC, "he would unroof the temple." The Zeus
was ... of ivory and gold-plated bronze. No copy in marble or bronze has ..., though there are
recognizable but approximate versions on coins of nearby Elis and on Roman coins and
engraved gems. A very detailed description of the sculpture and its throne was recorded by the
traveler Pausanias, in the 2nd century AD. The sculpture was wreathed with shoots of olive
worked in gold and seated on a magnificent throne of cedarwood, inlaid with ivory, gold, ebony,
and ... stones - a most extravagant image of ancient furniture. In Zeus' right hand there was a
small statue of crowned Nike, goddess of victory and in his left hand a sceptre inlaid with gold,
on which an eagle perched.

The Temple of Artemis also known less precisely as the Temple of Diana, was a Greek
temple... to a goddess Greeks identified as Artemis and was one of the Seven Wonders of the
Ancient World. It was located in Ephesus (near the modern town of Selgcuk in present-day
Turkey), and was completely rebuilt three times before its eventual destruction in 401. Only
foundations and sculptural ... of the latest of the temples at the site remain.In the 7th century the
old temple was destroyed by a flood. Its reconstruction began around 550 BC, under the Cretan
architectChersiphron and his son Metagenes, at the expense of Croesus of Lydia: the project took
10 years to complete, only to be destroyed in an act of arson by Herostratus. It was later rebuilt.

The Mausoleum at Halicarnassus or Tomb of Mausolus was a ... built between 353
and 350 BC at Halicarnassus (present Bodrum, Turkey) for Mausolus, a satrap in the Persian ...,
and Artemisia Il of Caria, his wife and sister. The structure was designed by the
GreekarchitectsSatyros and Pythius of Priene.The Mausoleum stood approximately 45 m (148 ft)
in height, and each of the four sides was adorned with sculptural.... The finished structure of the

mausoleum was considered to be such an aesthetic triumph that Antipater of Sidon identified it
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as one of his Seven Wonders of the Ancient World.The word mausoleum has now come to be
used generically for grand tomb.

The Colossus of Rhodes was a statue of the Greek TitanHelios, erected in the city of
Rhodes on the Greekisland of Rhodes by Chares of Lindos between 292 and 280 BC. It is
considered one of the Seven Wonders of the Ancient World. It was constructed to celebrate
Rhodes' ... over the ruler of Cyprus, whose son unsuccessfully besieged Rhodes in 305 BC.
Before its destruction, the Colossus of Rhodes stood over 30 meters (107 ft) high, making it one
of the ... statues of the ancient world.

The Lighthouse of Alexandria, also known as the Pharos of Alexandria was a tower
built between 280 and 247 BC on the island of Pharos at Alexandria, Egypt. Its purpose was to
guide sailors into the harbor at night.With a height variously estimated at somewhere between
393 and 450 ft (120 and 140 m), it was for many ... among the tallest man-made structures on
Earth. It was one of the Seven Wonders of the Ancient World. The lighthouse was completed in
the 3rd century BC. After Alexander the Great died of a fever at age 32, Ptolemy Soter
announced himself king in 305 BC, and commissioned its construction shortly thereafter. The
building was finished during his son Ptolemy Philadelphos's reign. The lighthouse was badly ...
in the earthquake of 956, then again in 1303 and 1323.

2. Match these words from the text to the definition Use the dictionary to help you Write and
translate the words, learn them by heart.

1.Smooth a. wish for smth very much;

2. Core b. a place where stone is obtained for building (not a mind);
3. Quarry c. central or important part of anything ;

4. Long for d. new young growth on a plant or bush;

5. Root e. the giving of authority to smb to act for another;

6. To embed f. white, bone — like substance forming the tusks of elephants;
7. Aisle g. valued because of great beauty;

8. lvory h.fix firmly (in surrounding mass);

9. Gem I. passage between any rows of seats;

10. Shoot J. having a surface like that of a glass;

11. Scepter k. to decorate;

12. At the expense of
13. Arson

14. To adorn

15. Fever

16. Commission

3. Text Grammar

I. a part of a plant which is in the soil;

m.act of setting smth on fire intentionally;

n. rod or staff carried by a ruler;

0. asign of illness characterized by high temperature;
p. at the cost of;

Language focus Degrees of Comparison.

Positive Comparative Superlative

Old Older The oldest

Interesting More interesting The most interesting
But

Good Better The best

Bad Worse The worst

Much More The most

Little Less The least

4.Compare the Ancient Wonders of the world using (late, early, young, old) in the right form.

1. The Statue of Zues was erected two centuries ... than the HangingGardens of Babylon.
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2. The Temple of Artemis was built a century ... than the HangingGardens.
3. The Tomb of Mausolus was created in the 4™ century, a century ... than the Statue of Zeus.

4. The Colossus of Rhodes was erected about 305 B.C. The Temple of Artemis was 2 centuries
... than the Colossus.

5 The Pharos of Alexandria was the ... construction of the Seven Wonders.
6. The Egyptian Pyramids was the ... Ancient wonder.
Text B

1. Read the text. Draw the table (follow the model below) and fill it with the necessary
information.

New Seven Wonders of the World
Recently, more than 100 million people worldwide voted to name the new Seven Wonders of the
World. Never before in history have so many people taken part in a global decision. The winners
are: the Great Wall of China, India’s Taj Mahal, the Colosseum of Rome, Jordan’s ancient rock city
of Petra, the hilltop city of Machu Picchu in Peru, Mexico’s Chichen Itza and Brazil’s Statue of
Christ the Redeemer.

The Great Wall of China

The Great Wall of China is the largest man — made structure in the world. It stretches across
the mountain and deserts of China for thousands of kilometers and can be seen from space!

The Great Wall is actually a series of walls. The first one was 2, 000 years ago to protect the
northern borders of China from the Mongol invaders.

Millions of people worked on the Great Walls over the centuries. They were not paid for
their work and were fed only enough food to keep them alive. Countless workers lost their lives in
the process and many of them were buried in the Wall. There is an old Chinese saying: «Each stone
in the wall represents a life lost in the wall’s construction».

No one knows for sure how long the Great Wall of China is, but it’s probably about 6, 400
km long. In 2007, researchers set out to measure the Great Wall and to study its route. The project
will take four years.

Why is it Wonder? It’s the largest man — made monument ever created.

Taj Mahal

The Taj Mahal at Agra is India’s most famous building. It was built by Emperor Shan Jahan
in 1630 in memory of his beloved wife Mumtaz Mahal. She died giving birth to their fourteenth
child, and her last wish was to be buried in a tomb ‘such as the world had never seen before’.

20, 000 men worked on the Taj Mahal, creating a beautiful, white marble building which
gleamed in the sunlight and was reflected in the waters of the poll.

Sadly, Shan Jahan became ill in 1657, and this caused a war between his four sons. The third
son killed his rivals, took the throne and put his father in prison. However, when Shan Jahan died,
his son allowed him to be buried at the Taj Mahal with his wife.

Why is it a Wonder? The Taj Mahal is not only a beautiful building, but it’s also a symbol
of one man’s undying love.

The Roman Colosseum
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The Roman Colosseum was built between 70 and 72 AD and was in use for 500 years
before it was damaged by an earthquake. It still stands as one of the greatest building of ancient
Rome.

The name ‘Colosseum’ came from a colossal statue of Emperor Nero that stood nearby for
many years. This open — air theatre and sports arena could seat 50, 000 people who watched
gladiator fights, executions and other spectacles. Gladiator fights were a popular form of
entertainment in ancient Rome. Gladiators were specially trained people — slaves, criminals,
prisoners of war — who fought each other (as well as wild animals) to death, while blood — thirsty
crowds cheered them on.

Why is it a Wonder? The Colosseum is a masterpiece of ancient Roman architecture.
Besides, almost every sports stadium today is based on its design.

The city of Petra

The city of Petra was hidden in the mountains of Jordan for thousands of years when a
young Swiss explorer Johan Ludwig Burckhardt rediscovered it in 1812.

You have probably seen Petra’s Al — Kazneh (‘The Treasury’) in the last scenes of Indiana
Jones and the Last Crusade. It’s only part of the lost city of Petra, one of the earliest known
civilizations in the Middle East.

Temples, tombs, and other building in Petra are all carved into the sandstone cliffs. A poet
described it as ‘a rose — red city half as old as time’.

Petra fell into ruin in the 7" century and was unknown to Europeans until the 19" century.

Why is it a Wonder?Petra is an example of beauty combined with creative engineering.

Christ the Redeemer

Christ the Redeemer is a statue of Jesus Christ in Rio de Janeiro, Brazil. It is 39, 6 metres
tall, weighs 700 tons and stands on top of a mountain overlooking the city. A symbol of
Christianity, the statue has become an icon of Rio and Brazil.

Christ the Redeemer was designed by Brazilian engineer Heitor da Silva Costa and sculpted
by Paul Landowski, a French monument sculptor of Polish origin. Construction began in 1926 and
ended in 1931.

Why is it a Wonder? The statue’s open arms are a symbol of both welcome and protection,
a gigantic statement of love and faith.

Chichen Itza

The Egyptians were not the only people who built pyramids. The Maya built them too.

Deep in the heart of the YucatanPeninsula lies Chichen lItza, a former centre of the ancient
Maya civilization. Although scientists know little about the Maya (they had no written language), it
is believed that the construction of Chichen Itza began around the 7" century and continued for
about 200 years.

The city had pyramid — shaped temples and palaces, large squares, markets, baths and an
astronomical observatory.

Although all the building of Chichen Itza are now a natural stone colour, most were
probably painted — some a bright red — and decorated with carvings and murals.

Why is it a Wonder?Chichen Itza is a monument to a civilization which has completely —
and mysteriously — disappeared.

Machu Picchu

Machu Picchu is an Inca city high in the AndesMountains of Peru. The Spanish
conquistador destroyed other Inca cities, but never found Machu Picchu. It was only discovered in
1911.
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Machu Picchu was built more than 500 years ago. It is said that the Inca ruler Pachacuti
covered the buildings in the city with gold. About 750 people lived there and used the city for
astrological and religious ceremonies.

The most important buildings in the city are the Temple of the Sun and the Room of the
Three Windows.

Why is it a Wonder? Machu Picchu is a place of magic and mystery: a hidden city in the
clouds. And the last evidence of along empire.

Kpumepuu ouenueanus ¢vinoiHenus 3a0aHuil .

% MpaBUIIBLHO BBINOJHEHHBIX 3aIaHUIN OLICHKAa
100% - 91% 5
90% - 70% 4
69% - 52% 3
51% u meHee 2

2. Cniucok BONPOCOB M (MJIH) 3aIaHMii /I IPOBeeHHs IPOMEKYTOYHOM aTTecTaAlul
(nposepra cipopmuposannocmu YK-4, unouxamop HUJ]-YK-4.1.)

TpeboBaHMs K SK3aMEHY:

1. IlucbmMeHHbIN TIepeBO TEKCTa C aHTIIMICKOTO si3bika Ha pycckuid 1500 m.3H.
2. PedepupoBanue TEKCTA MO CHEIHATLHOCTH HA aHTIIMHACKOM si3bike 2000 11.3H.
3. AHHOTMpOBaHHUE TEKCTA IO CINELHAIBHOCTU Ha aHTIIUUCKOM si3bike 2000 m.3H.

2.1 O6pa3en TekcTa AJ NHCbMEHHOT0 MepeBoaa

The preservation and promotion of crafts have two different aspects: first their
preservation as such, that is, as products; second, the necessity to improve the living conditions
of craftsmen and artists or even to create conditions which will enable them to survive. So this
would have to be a joint development, that is, a harmonious cultural, economic and social
development. It is now no longer a matter of discussion but an established fact that crafts and
handicrafts, whether utilitarian, creative or artistic, are a manifestation of a group’s or a nation’s
cultural identity. On the one hand, they transmit the cultural values of the past, and, on the other,
they demonstrate the particular craftsman’s or artist’s creative talent. Such crafts have often been
contrasted with industrial products, which might easily induce people to romanticize the crafts
and handicrafts.

This tendency is very often an expression of dissatisfaction with the present world
situation and nostalgia for ‘the good old days’, or it is a sign of not being able to cope with the
challenges of our time. This looking back, which does not lead to anything new, is only
retrogressive and conservative. According to Anquetil, it is actually one of the reasons for the
decline of crafts and handicrafts. It leads to conserving objects without meaning and function;
authenticity, creativity and originality are lost. The production of crafts and handicrafts becomes
mere therapeutic activity.

In defining tourist art, one aspect, is always its contradiction to traditional art, which also
includes crafts and handicrafts. Traditional art had a function for the society, in which aesthetic
viewpoints have also been important. If the function of an object changes --either through
internal changes or external influences - the object will no longer be produced, unless it acquires
a new function. But if there is a demand on the part of collectors, museums or tourists, the
objects continue to be produced, as a source of income. They will change according to the taste
of the buyers, and new ones are even invented, as in the case of the mba carvings of Kenya or
those of the rang Asli in Malaysia.

2.2 O0pa3sen TekcTa 1J1s1 pedpepupoBaHusi
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What is it that makes university collections unique, both within the university campus
and within the larger group of “ordinary’ museums? Why are university museums special? The
answers are clear: university museums have unequalled access to the skills and knowledge of
academics and have had a head start in the electronic revolution; no other group of museum
workers is surrounded by such a strong tradition of scholarship, research and publication, all of
which provide staff with a privileged entry to knowledge and render them valuable contacts for
those working in other types of museum; no other group of museums is expected to serve such a
variety of communities and become so intimately connected with the education of secondary,
tertiary and postgraduate students; finally, university museums are expected to maintain a
cloistered scholarly following while at the same time mount contemporary exhibitions
sufficiently attractive to bring outside people into the strange, unfamiliar territory of the campus.

Universities have the opportunity to introduce both secondary and tertiary students to
museums over extended periods of time. Their collections play an essential role in teaching
specific fields of study. It is difficult to imagine medical or veterinary students not studying
anatomical collections, or art students not visiting the university gallery. Works of art and
sculpture, often displayed throughout the campus, also subtly educate and influence both
students and staff during the years spent on campus.

University museums make a further significant contribution: when students, whatever
their field of study, find visits to university museums meaningful and rewarding, their
understanding of the important role that museums play in our heritage is fostered. Their
commitment to preservation is deepened and may remain with them throughout life, influencing
decisions made in work and leisure. The start of a career may be considerably assisted as a result
of the practical skills learned and contacts made by voluntary assistance in a university museum.

University museum staff are usually given less museological assistance by their employer
or local museum association than any other museum personnel. They often have insufficient
contact with those in other museums and frequently feel isolated and lack the necessary
influence to alter their situation. Training and communication are areas in which they need help
and support. Although they are expected to contribute to institutional outreach programmes, they
must not create unwelcome controversy nor undue publicity, or upset the institutional scholars
and the conservative administrators. They are urged to seek external funds to counter the
diminishing or non-existent internal funding, yet must do so within departmental and
institutional research and teaching grant systems. University museums are often not eligible for
grants that are available to other museums. The university's senior executive body may consider
it inappropriate to pass statutes to guide the management of collections, but university curators
are nevertheless expected to conduct themselves in such a way that reviews or inquiries will not
uncover poor practice. Staff frequently find themselves stressed by the tension of vaguely
specified and competing expectations.

Dedicated staff shoulder the responsibility of attempting to protect and preserve
collections made by distinguished scholars because no one else in the institution seems to care.
Those who look after university museums often find that their museological duties are not
considered relevant by promotion committees; the responsibilities and the rewards of those who
care for university museums are not reflected in their duty statements, which formally mention
only their other university responsibilities. University museum staff are expected, with limited
resources and ambiguous status, to maintain institutional, national and even international
treasures.

Collections are assets with a monetary and, especially in the case of university museums,
a spatial value. Few museums have such poor safeguards against capricious disposal of
collections and alienation of space as do university museums. Proposals to close museums often
materialize as real threats that need to be countered at short notice. The maintenance of the
building fabric in which university collections are housed is frequently neglected because these
areas are often ignored in the university's capital-management plan and the collection staff not
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consulted. Universities must demonstrate responsibility for the collections in their care by
consulting widely both within and outside the campus.

University collections have many expectations placed on them. Some curators find
themselves unable to counter lack of funds, disinterested line managers, poor accommodation,
ill-defined career paths and increasing demands on their time. They need help before they
abandon hope. If they lose the battle, the nation may lose a collection which may have taken
decades to build.

2.3 O0pa3sen TekcTa 1Jisi AaHHOTHPOBAHHUSA

The new socio-political orientation of museums in both industrialized and developing
countries changes the museum’s priorities. Displays become more important. Their role in
formal and informal education is newly defined and strengthened. It was also found that this
added importance of the displays has to be reinforced with various educational services. Today
the argument about the museum’s role in society has more or less come to an end; its
significance is fully accepted, though the role it plays will vary according to the different
structures of the countries concerned. In industrialized countries it will be different from what it
is in developing countries, even if certain basic elements making up a museum will always be the
same.

In the developing countries, museums have special tasks or perhaps it is just that special
emphasis is placed on certain tasks. One of the most significant of these - as this is part of the
process of nation-building - is the preservation of a people’s cultural heritage and its presentation
in such a way, that the nation’s unity becomes visible in the diversity of cultural property. The
cultural heritage is an important element for the establishment of a nation’s cultural identity. In
the case of nations lacking any written historical sources of their own, museums are taking over
the function of archives, at least for the material expression of their cultural past.

Thus museums have become something like data banks, holding material which may be
used for many different kinds of research. And this is where museums will be increasingly
important, particularly with regard to arts and crafts. In their storerooms, and also in their
displays, museums hold material documentation on technical skills or work processes which are
often long forgotten and for which no written documentation exists. Such skills and processes
were developed at a certain time, for certain purposes and under certain geographical, economic,
ecological and cultural conditions. Apart from being part of a people’s material culture, this
material will help a nation or an ethnic minority to find its identity. In addition to being essential
aids to anyone writing the social or cultural history of the people concerned, they are of great
importance in another respect: they play a significant role in discussions on appropriate
technology.

Appropriate technology should not be understood as ‘primitive’ but as adapted to the
geographical, sociocultural, ecological and economic conditions in a particular area. We cannot
discuss in detail here the question of appropriate technology, but it should be made clear that it
certainly does not mean directing people to use a technology which is felt to be the one most
suitable for them. This was done during colonial times, and in many cases it is still happening in
socalled development aid programmes. It is only in joint research carried out by equal partners
that specific solutions can be found and implemented. A decision on whether or not a certain
technology is to be introduced can only be arrived at in discussions with the people concerned.
What could the role of museums be in this particular field?

3. Onucanune npoueaypsl BHICTABJIEHUS OLEHKHU

B 3aBucumoctu ot ypoBHS c(HOPMHPOBAHHOCTH KAXKIAOW KOMIETEHIIMH [0 OKOHYaHHU
OCBOCHMS IUCLMIUIMHBI CTYICHTY BBICTABJISIETCS OIIEHKA. BUJ OLEHKH («OTIUYHOY, «XOPOILIOY,
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«YIOBJIETBOPUTEIILHO», «HEYIOBJIETBOPUTEIBHO», «3aUTCHO», «HE 3aUTE€HO») OINpeaesieTcs
paboueii mporpaMMoil TUCHUIUIMHBI B COOTBETCTBUH C YYEOHBIM ILIAHOM.

OueHKka «OTJIMYHO» BBICTABISETCA CTYJIEHTY, y KOTOPOTO KaK/Ias KOMIETEHIUS
(TIOJTHOCTBIO WJIM YaCTHYHO (opMUpyeMas TaHHOM NUCUUIUIMHON) chopMHUpoBaHa HA BHICOKOM
YpOBHE.

OueHka «XOpOILIO» BBICTABISECTCA CTYAEHTY, Y KOTOPOrO KaKaas KOMIIETEHLUS
(TIOTHOCTBIO WJIM YaCTUYHO (hopMHUpyeMast TaHHOW TUCIUILUIMHON) chopMupoBaHa HE HIDKE, YeM
Ha IIPOJIBUHYTOM YpPOBHE.

OueHka «yJOBJIETBOPUTEIBHO» BBICTABISICTCS CTYACHTY, Y KOTOPOTO KaxKjas
KOMIIETEHIIMS (TIOJTHOCTHIO WJIM YaCTUYHO (hopMUpyeMasi TaHHOW ITHUCHUILUIMHON) copMupoBaHa
HE HUXE, YeM Ha TOPOrOBOM YPOBHE.

OneHka «HEyAOBJIECTBOPUTEIBHO» BBICTABISETCA CTYIEHTY, Y KOTOPOro XOTs Obl OJHA
KOMIIETSHIHS (TIOJTHOCTBIO MJIM YaCTUYHO (hopMHUpyeMast TaHHOW ITUCIUIUIMHON) chopMupoBaHa
HUKE, YEM Ha IOPOTOBOM YPOBHE.
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IIpunoxenne Ne2 k paboueil nporpaMmMe JUCHHUILINHBI
«/HoCcTpaHHBIN A3bIK (AHTJIMHCKUIT) KaK CPEACTBO /1€JI0BOr0 00IIeHUsD)

MeToauyeckue yKa3aHUs JJIsA CTY/IEHTOB 110 OCBOEHHIO JUCIIHIIMHBI

B nporecce u3yueHus HHOCTPAHHOTO S3bIKa B By3€, CTYJICHT JJOJKEH:

— OCYIIECTBIISITh CEPHE3HYI0, CUCTEMATHUYECKYI0 M YIOPHYIO padoTy II0 OBJIAJEHUIO
A3BIKOM, O’KUJAs yclleXa JIMILIb IPH PETYJISIPHBIX 3aHATHAX;

— IIOMHHTb, YTO CAMOCTOATEIbHAs PabOTa — HEOThbEMJIEMAs 4acTb OCBOCHMS AMCLUILINHBI,
0e3 KOoTOpoil ayauropHas paboTa MO pPYKOBOJCTBOM IIperojaBaTeiiss OyaeT MeHee
spdexTuBHa. PerynspHoe ucnonb3oBaHue pecypcoB IHTepHeTa M mHepuOIMYECKUX
M3JIaHUH TIO3BOJIMT MOBBICUTH COOCTBEHHYIO SI3BIKOBYIO KYJIBTYPY.

— IOCTOSIHHO IOIOJHATh COOCTBEHHBIH CIIOBAapHBIM 3amac Mo CIEeUUaJIbHOCTH, 3aHUMAThCs
COCTaBJIEHHEM CHEIMATU3UPOBAHHOTO CJIOBHUKA;

— YHUTaTh XYA0XKECTBEHHYIO M CHEHHAIM3UPOBAHHYIO JUTEPATYPY HA MHOCTPAHHOM S3bIKE,
M3BICKMBATh BO3MOKHOCTH K OOILICHHWIO C HOCHTENSIMHU sI3bIKa (CEMUHAphl M BCTPEUU B
Jlomax apyxObl, epenucka, yuactue B lurepuer-popymax);

— pa3BuUBaTh B ce0e CTpEMJIEHHE K CIOHTAHHOMY, IyCTh U HE 0€30111O0YHOMY TOBOPEHHUIO,
NOOUBAsACh SICHOTO U YETKOT'O BBIPAYKEHUS MBICIIH;

— HOpPOSBIATH YBAXEHHWE K CBOUM IMPENOAABATENIAM M IOAJACPKHUBATh C HUMH JIEIOBOH
KOHTAKT, BBIIIOJIHASA UX COBETHl M PEKOMEHAALINH.

— yMeTb paboTaTh B KOMAHJIE€ B paMKaX BBINOJIHEHUS KOMMYHUKATUBHBIX, IPOEKTHBIX U TIP.
3aJaHUH.

YueOHO-MeTOANIECKOE 00€ecTIeueHne
CaMOCTOSITE/IbHOI PadoThI CTYIEHTOB IO JUCIHUIJINHE

Jn1st caMOCTOsTENbHON pabOThl 0COOEHHO PEKOMEH IYETCSs HCII0JIb30BaTh CIETYIONIYIO
y4eOHYI0 IUTEPATYPY:

1. Awnrmmiickuit a3k st rymanutapues (B1-B2). English for Humanities : yue6roe mocobue
st By3oB/ O. H. CroruueBa, A. B. bakynes, I'. A. IlaBnosckas, E. M. MykoBHUKOBa. —
Mockga : M3narenbctBo FOpaiit, 2024. — 178 ¢. // Obpa3oBarenbHas miatdopma FOpait. —
URL: https://urait.ru/bcode/541185

Taxke s mombopa y4deOHOW JUTEpaTypbl PEKOMEHIYETCS HCIOJIh30BATh IIHPOKHIMA
CHEKTP MHTEPHET-PECYPCOB:

DJIeKTPOHHO-OMOINOTEeYHAs CHCTeMa «YHHUBepcuTeTckas Oudamoreka online»
(www.biblioclub.ru) - osmextponHas OubnmMoTeka, obOecmeunBaroiias JAOCTYH K HaubOoee
BOCTPEOOBAHHBIM MaTepHallaM-TIEepBOMCTOYHUKAM, Y4eOHOH, HAydyHOM U XYI0KECTBEHHOM
JTUTEPAType BEMYIINX U3IATENBCTB (*perucrpaus B IEKTPOHHON OMOIHOTEKE — TOJIBKO B CETH
yauBepcuteTa. [locae peructpanuu paboTa ¢ cHCTeMOil BO3MOXKHA ¢ JFOOOM TOYKM JOCTyMa B
Internet.).

Jlis camocTosTensHOrO moadopa auTepaTypsl B Oubmmoteke SApl'Y pexomenmyercs
UCIIOJTb30BATh:

1. Juunenii xaouuer (http://lib.uniyar.ac.ru/opac/bk login.php) maer BO3MOXHOCTH
noJjiyueHust on-line qoctyna K COMCKY BbIIaHHOM B aBTOMaTU3MPOBAHHOM PEXHUME JIUTEPATYPBI,
IPOCMOTpPA ¥ KOTIMPOBAHHUSI SJICKTPOHHBIX BEPCUN U3JITAHUI COTPYIHUKOB YHUBEpcHUTETa (Y4eO. u
METO/1. TOCOOUS, TEKCTHI JEKIMM u T.11.) i paboThl B «JInuHOM KabnuHeTe» He0OXOoaMMO 3aiTH
Ha caiit Hayunoii 6ubnuorexku SApl'Y c moOoii Touku, umeromend noctyn B Internet, B myHKT
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MEHIO «DJIEKTPOHHBIA Karajor»; MPOUTH MpPOIenypy aBTOpHU3alMU, BbIOpaB BKIAAKY
«ABTOpHU3aLUA», U 3AII0JIHUTH [IPEJICTABICHHbIE 110JI1 HHPOPMALIUY.

2. DjeKTpoHHasi 6u0JIHOTEeKA YUYeOHbIX MaTepuaJioB Apl'Y
(http://www.lib.uniyar.ac.ru/opac/bk_cat_find.php) coxmepsxkur 6Goaee 2500 MONHBIX TEKCTOB
y4€OHBIX M Y4e€OHO-METOJMYECKUX MATEPUAIOB IO OCHOBHBIM M3yYaeMbIM JUCLUIUIMHAM,
U3JJaHHBIX B YyHUBepcuTeTe. JlocTyIl B CEeTH YHUBEPCUTETA, JINOO 110 JIOTUHY/IApOJIIO.

3. DileKTpoHHas1 KapToTeka « KHHUTr000ecne4eHHOCTh»
(http://www.lib.uniyar.ac.ru/opac/bk_bookreq find.php) packpsiBaer yueOHBINH (GOHI HayUIHOI
oubmorekn  Spl'Y, mpenocraBisier — ONEpaTHBHYIO  HMH(OpPMAmMi0 O  COCTOSHUU
KHUT000ECIIEYeHHOCTH TUCLIMITIIMH OCHOBHOM U JONIOJHUTENbHOM JIUTEpaTypoH, a TaKxkKe LHUKIIA
JUCLHUIUIMH M CHEIHMaIbHOCTEH. DIIeKTpoHHast KapToTeka «KHUTrooOecrne4yeHHOCTh» JOCTYITHA B
CEeTH yHUBepcUTeTa U uepe3 JInunplii kabuHeT.
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