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CocraBurens: AxkuMmenko H.A., xanmupaT (UIONOTHYECKHX HAyK, TOLEHT Kadeapsl
repmanckoit ¢punnosiorun ®I'BOY BO «Kanmbinkuii rocyaapcTBeHHbIN yHUBEpcuTeT nMeHH b.b.
I'oponoBukoBay.

Paboyas nporpamma AucHUIIMHBL «IHOCTpaHHBIHA SI3BIK» OCHOBHOW MPO(}eCcCHOHAIBHON
oOpa3oBaTelIbHOM TporpaMMbl  BeICIero oOpa3oBanus, peamuzyemord B KHI[ PAH mo
HanpasieHnto noarotoBku 45.06.01 «SI3pIko3HaHME M JTUTEPATypOBEACHHUEY, HANPABICHHOCTD
(mpodwmie) — «Jluteparypa HapomoB Poccuiickoit ®Denepanuu (KaJIMBIIKas JTUTEPATYpa)»
pa3zpabotaHa B cooTBercTBUM ¢ DenepanbHBIM  TOCYIapCTBEHHBIM  00pa30BaTEIbHBIM
CTaH/IaPTOM BBICIIEr0 OOpa3oBaHMs MO HarpapieHuto noarotoBku 45.06.01 «f3piko3Hanue u
JUTEpaTypoBEACHUE», YyTBepKIeHHbIM IIpukazom MunucrepctBa 00pa3oBaHus U HAyKU
Poccuiickoit @enepaunu ot «30» utonsg 2014 r. Ne 903 (¢ U3MEHEHHUSIMH U JTOTIOJTHEHHUSIMU OT
30 anpens 2015 1.).

Pabouas mporpamma yTBeprKJeHa Ha 3acelaHuu otaena (oJybKiIopa U JIUTepatypsl «14»
Mmas 2020 r. [Iporokos Ne 1, 1 cooTBeTCTBYET yueOHOMY IUIaHY.



AHHOTaNud K pado4eil nporpamMMe Mo JTUCHUILIMHE
«/HOCTpaHHBIH A3BIK»

Huctummmiaa «HOCTpaHHBIN SI3BIK» OTHOCHUTCS K JUCHHIUIMHAM Y4eOHOTO IIJIaHa
IpoOrpamMMbl  acClIUPaHTYpbl 1O HampasieHHO 1oaArotoBku 45.06.01 «f3piko3Hanue wu
TuTepaTypoBeieHuey», npoduins — «Jluteparypa HapomoB Poccuiickoit denepanuun (KaJIMbIIKast
JUTEpaTypa)» U sBisercs 6a3oBoii cornacHo yaeoHomy iany OITOIT BO (B1.5.2).

Henb ocBoenus aucuuiuiMHbl «MHOCTpaHHBIM S3bIK (QHIVIMHCKUNA)» — c(OpPMHUPOBATH
MPAKTUYECKOE BIIAZICHUE MHOCTPAHHBIM SI3bIKOM KaK BTOPHYHBIM CPEICTBOM OOIICHHS B cdepe
npodecCHOHATFHOW HAayYHOU NESTETBHOCTH, MOATOTOBUTh K YCIICIIHOW cade KaHAUJaTCKOTO
9K3aMEHa.

KBanudukanus BeIMyCKHUKA, OCBOMBILETO MporpaMMy aclupaHTypsl — McciaenoBares.
[IpenonaBaTenb-ucciae10BaTeNb.

1. KommnereHumu, ¢opmupyembie B pe3yjbTaTe OCBOCHUS IMCHHUILIMHBI
«HOCTpPaHHBIN A3BIK»:

VYK-3 — TroTOBHOCTH YydJacTBOBaThb B pabOTe POCCHHCKUX H  MEXIYHAPOIHBIX
MCCIIEIOBATENIbCKUX KOJJIEKTUBOB IO PEIICHUIO0 HAYYHBIX U Hay4YHO-00pa30BaTeNIbHbIX 3a/1a4;

YK-4 — roTOBHOCTH HCIOJb30BaTh COBPEMEHHbIE METOJIbI M TEXHOJIOTUH HayyHOU
KOMMYHHUKAI[UU HA TOCYIJapCTBEHHOM W MHOCTPAHHOM SI3bIKaX.

2. Coneprkanme TMCUMIJIMHBI.

Tema 1. YueHslif B COBpeMEHHOM OOIIECTBE.

Tema 2. OcoGeHHOCTH OOITIEHUST HAa MEXAYHAPOIHBIX HAYYHBIX MEPOTIPUITHIX:
YCTaHOBJIEHUE KOHTAKTOB B IPOLECCE MEKKYIBTYPHON KOMMYHHUKALIUH.

Tema 3. Taiim-meHexMeHT. [InanupoBanue BcTpey.

Tewma 4. TlocneBy3oBckoe oopazoBanue B EBpone, CIIIA u B Poccun.

Tema 5. Passive Voice.

Tema 6. Indirect speech.

Tema 7. Sequence of Tenses. Complex Sentences.

Tema 8. Subjunctive mood. Conditionals.

Tema 9. Subjunctive Mood.

Tema 10. The Gerund. Gerundial constructions.

Tema 11. The Infinitive. The Complex Object.

Tema 12. The Complex Subject.

Tema 13. The Participle.

Tema 14. The Absolute Participle Construction.

Tema 15. [IpunaToynsie npeasioxKeHuUs.

Tema 16. OcHOBHBIE BU/IbI TPUAATOYHBIX MTPEIOKECHUH.

Tema 17. Augoranus.

Tema 18. Te3ucel/CraThs.

Tema 19. MoTHUBallMOHHOE MPECTaBICHUE.

Tema 20. Pedepar.

Tema 21. PeueBbie cTpareruu 0(hopMIIEHUS YCTHOTO HAYYHOTO BBICKA3bIBAaHUS.

Tema 22. [IpencraBnenue nokinaganka, GopmMyIHpoBKa Ha3BaHUs JOKIIaa, IIaH
BBICTYIUIEHHUSI. VITHUIIMAIbHbBINA U TOCTUHUIIMATIBHBIN Can Ibl.

Tema 23. CTpyKTypHBIE JIEMEHTBI OCHOBHOM YacTu Jokiaaa. CTpaTeruu CBSI3HOTO
MOCTPOEHHUS TEKCTa U MEPEX0/I0B OT OJTHOTO 3IeMeHTa K ApyroMy. CoaeparesbHbIe CIai/Ibl.

Tema 24. Anemnsus k caymarenasM. CTpaTeruul NpeIBOCXUIEHUSI KPUTHKU /COMHEHUSL.
ConeprxarenbHble Claiabl.

Tema 25. O6001menue 1 BbIBOABI 10 okiany. [IpenduHanbHblii U GUHATBHBIN CAaliIbI.

Tema 26. [Ipe3eHTanuss HAy4YHOTO UCCIIEIOBAHUS B PEKUME CIANW-TIOY.



3. O0mas Tpya0eMKOCTh TUCHMILUIMHBI COCTaBiIseT 4 3aueTHbie equHUIlbl, 144 daca.
N3 wux oOmmii o0beM ayIuTOpHBIX 4YacoB 54, B TOM 4ucie Jekiuid — 0, MpakTUYecKuX
(cemmHapckux, maboparopHeix 3aHsaTuil) — 54. CamocTosrenpHas pabora — 63 gaca.

4. ®opMbl TEKYLIEr0o KOHTPOJISI M IPOMEKYTOYHOM aTTecTanuu
@OpMBI TEKYILETO KOHTPOJIS — YCTHBIM OIPOC, KOHTPOJIbHBIE TECTUPOBAHUS.
@opMBI IPOMEKYTOYHOH aTTECTALMH — 3a4€T, IK3aMEH.



1. He.]'ll/l H 3aJa4Yi JUCHUIIJINHBI

1.1. Llens ocBoeHUsT qUCIMIUINHBI «VIHOCTPaHHBIN A3BIK (QHTIMICKUN)» — COPMHUPOBATH
MPAKTUYECKOE BIJIAZICHUE MHOCTPAHHBIM SI3IKOM KaK BTOPHYHBIM CPEJICTBOM OOIICHUS B cdepe
npodeccHoOHAEHON HAyYHOUW AESATEeIhbHOCTH, MOATOTOBUTH K YCICIIHOW clade KaHIUIAaTCKOTO
9K3aMeEHa.

1.2. Bupp! u 3amaun npoecCUOHaIBHON e TEIHHOCTHU IO TUCIUTLINHE

- CcBOOOJHO 4YWTaTh OPUTHHAIBHYIO JIUTEpaTypy Ha HMHOCTPAHHOM S3BIKE B
COOTBETCTBYIOIIEW OTPACIIA 3HAHUM;

- 0(hopMIIATH U3BJICUCHHYIO M3 HHOS3BIYHBIX HCTOYHUKOB HH(POPMAIIHIO B BHIE TIEPEBOIA
UJIU PE3IOME;

- BECTH Oecely 1Mo CIEeIHaIbHOCTH.

2. Mecto aucunminnsl B ctpykrype OITIOII BO

Juctmuinaa «MHOCTpanHbId s3BIK» sBisieTcst 6asoBoit (B1.5.2) coriacHo yueOHOMY
mwiany OIIOIT BO 1o wHampaeimenuto mnoarotoBku  45.06.01  «f3piko3HaHne w
nuTepaTypoBeaeHuey, mpoduins — «Jluteparypa HaponoB Poccuiickoit deneparuu (KaaMbIIKas
JUTEPATypa)».

HuctmtumHa «MHOCTpaHHBIN s3bIK» W3ydaercss B 1 m 2-m cemectpax l-ro roxma
0o0y4eHwHs.

AcnupaHTbl OYHOU (popMbl 00yUEHUSI OCBAUBAIOT MIPOrPAMMY 110 HHOCTPAHHOMY SI3BIKY B
o0veme 144 yacoB, U3 KOTOPhIX 54 yaca BBIAENEHO Ul 3aHATUH B ayauTopuu, 63 yaca — ans
camocTosiTeNIbHOM  paboTel. B coorBerctBuM ¢ IlojoxkeHMeM O TeKylleM KOHTpPOJIE H
MPOMEXYTOUYHOM aTTecTallud OOydYalolIUXcs MO MporpaMMmaM BBICHIETO 00pa3oBaHUS —
nporpaMMaM TOJATOTOBKM HaydHO-Tieqarorndeckux kajapoB B acnupantype KHI[ PAH B
MOCIIETHIO Henento (eBpajis NpeaycMOTPEeH NpPOMEXyTouyHbld 3ader. C mepBoro mapra
HAaYMHAKOTCS 3aHATHS BTOPOrO CEMecTpa M MPOAOJDKAKOTCA 10 IMOCHEIHEW HEAENN HIOHS.
3aBepiaeTcs MporpamMma 3K3aMEHOM MPOMEXKYTOYHOW aTTecTaliud, KOTOPbIA MPOBOJIUTCS B
KOHIIE HIOHS — Ha4aJie UIoJIs.

Bonpiiyro posb B M3ydeHUHM Kypca UTpaeT caMocCTosATelIbHas paboTa, B paMKax KOTOPO
[I0J] PyKOBOJCTBOM IIPENOAABATENS] HHOCTPAHHOTO SI3bIKA M C YUETOM PEKOMEHJAMN HAyYHOTO
PYKOBOJMTENSI ACHUPAHTHI 3aHUMAIOTCSA IEPEBOJAOM TEKCTOB IO CIELHUAJIBHOCTH, TOTOBST
JoKIIag o cebe, CBOMX HAaydyHO-UCCIIEOBATENbCKUX IUIaHaX M paboTe, COCTAaBIIAIOT IJIOCCapuit
(aHrmo-pycckuii ciioBapb TEpPMUHOB) 10 TeMe UccieoBaHus. [I0MOIHUTENBHO aCIUPAHTHI MOTYT
MMO3HAKOMUTHCS C Pa3HBIMU CTHJISIMU HalMCaHUS HAYYHBIX PabOT, IPUHSTHIX B YHUBEPCUTETAX
CIIA u EBporibl.

Jlyis u3ydeHus: UHOCTPAHHOTO SI3bIKa B aCMUpaHType HEOOXOJUMBI 3HAHUS, YMEHHS U
KOMIIETEHIIMM, MOJYyYEHHbIE TNPH M3YYEHUU JIUCLUMIUIMHBI «HUHOCTPAHHBIM S3bIK» Ha
MPEIIeCTBYIOEM dSTane 00y4deHHs. ACHHPAHTHI JOJKHBI XOPOIIO OCBOUTH HEOOXOAMMBIN
0o0beM TpaMMaTUKH, JEKCHKH, BJAJCTh Oa30BBIMM YMEHHUSMHU TOBOPEHHUS, AayAUpOBaHUS,
IIepeBoJia ¥ MUChMa.

ITomMuMO ayTUTOpPHOM M CaMOCTOSITENbHOM pabOThl B TUCHMIUIMHE HPEIYCMOTPEHBI
MHIVBUAYaJIbHbIE KOHCYNbTaUKA. OHM NpEANnoaraT Kak JUYHYIO BCTPEUY C IPENnoaBaTelieM,
TaK ¥ OHJIAiH KOHCYJIbTUPOBAHUE I10 JIEKTPOHHOM MOYTE.

3. Ilpouecc wu3yyeHusi aucuMIIMHbI «MHOCTpaHHBIH fA3BIK» HaNpaBJieH Ha
(popMupoBaHue C1eAYIOIIUX YHHBEPCAIbHBIX KOMIIETCHIM:

VYK-3 — TOTOBHOCTh Y4YacTBOBaTb B pabOTe POCCHMCKMX H MEXIYHApOJHBIX
HCCIIEI0BATENILCKUX KOJIJIEKTHUBOB IO PELICHUIO HAYYHBIX M HayYHO-00pa30BaTeIbHBIX 33/1a4;

VYK-4 — roToBHOCTH HCIOJIb30BaTh COBPEMEHHBIE METOJbl M TEXHOJOTMH Hay4HOMH
KOMMYHHUKAIUU HA TOCYapCTBEHHOM U MHOCTPAHHOM SI3BbIKaX.

B pesynbraTe 0CBOCHUS NUCLUIIINHBI ACIIUPAHT OCBAUBAECT CIEAYIOLME KOMIIETCHIINU:
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Kommerenius

Kop no
dI'oC BO

CTpykTypa KOMIETECHIIUU

T'OTOBHOCTB
y4acTBOBaTh B paboTe
POCCHICKHX U
MCKIAYHApPOAHBIX
HCCIIEI0OBATENLCKUX
KOJIZIEKTHUBOB I10
PCHICHHUIO HAYYHBIX 1
HAy4HO-
00pa3zoBaTeNbHBIX
3amad

VK-3

3HaTh!

0COOEHHOCTH TPECTABICHHS PE3yIbTaTOB HAYYHOH
JEeSITEFHOCTH B YCTHOW M MUCBMEHHOM (opMe mpu paboTre B
pOCCHfICKPIX 1 MCXKXAYHAPOJAHBIX HUCCICAOBATCIbCKUX
KOJICKTHBAX.

YMers:

CJIeI0BaTh HOpPMaM, MIPUHATHIM B HAYYHOM OOIIEHUU TIPH
paboTe B pOCCUICKUX U MEXIYHAPOIHBIX
UCCJIEIOBATENbCKUX KOJIJIEKTUBAX C LENbIO PElIeHHUs
Hay4YHBIX U Hay4HO-00pa30BaTeNIbHbIX 33/]a4;
OCYILIECTBIISATH JIMYHOCTHBIN BHIOOD B Mpoiiecce paboThl B
POCCHMCKMX U MEKTYHAPOIHBIX UCCIEA0BATEIbCKUX
KOJUIEKTUBAX, OLIEHUBATh MOCJEICTBUS IPUHSITOTO
pELIeHNs U HECTH 3a HEr0 OTBETCTBEHHOCTh Mepes co0o0H,
KOJUIEraMH U OOLIECTBOM.

Bagers:

HaBbIKaMU aHaJin3a OCHOBHBIX MHUPOBO33PCHYCCKUX U
METOIOJIOTHYECKHX ITPOOIIeM, B TOM YHCIIE
MECKIUCHUIIJIMHAPHOI'O XapaKTepa, BOZHUKAOIINUX ITPU
paboTe 1o PemeHNI0 HayYHBIX U HAy9HO-00pa30BaTeIbHBIX
3a/1a4 B POCCUMCKUX UITH MEKIYHAPOIHBIX
HCCIIEIOBATENIbCKUX KOJJIEKTUBAX;

TEXHOJIOTUSIMU IUIAHUPOBAHUS NEITEIBHOCTH B paMKax
paboThl B pOCCUNUCKUX U MEKIYHAPOIHBIX KOJJIEKTUBAX
[0 PELICHUIO HAyYHBIX U HAyYHO-00pa30BaTeIbHbBIX
3ajad4,;

Pa3IMYHBIMU TUIIAMU KOMMYHUKALUW MIPU
OCYIIECTBIICHUH pabOThl B POCCUNUCKUX U
MEK1YHAapOJHBIX KOJUIEKTHBAX 10 PEIICHUIO HAYYHBIX U
Hay4YHO-00pa30BaTEIbHbIX 3a/1a4.

T'OTOBHOCTb
HUCIIOJB30BAaTh
COBpPCMCHHBLIC
MCTOABI U

TCXHOJIOT NN HaquOﬁ
KOMMYHHKAIIUN HaA
rocyaapCTBCHHOM U
HUHOCTPAHHOM
SA3BIKaAX

YK-4

3HaTh.

METOJbl U TEXHOJIOTHUM HAYYHOW KOMMYHHKAIIUU HA
rOCy/1apCTBEHHOM U MHOCTPAHHOM SI3bIKaX;
CTHJIMCTHYECKHE 0COOCHHOCTH IMPEJICTABICHUS
pe3yJbTaTOB HAYYHOU JI€SITEIbHOCTH B YCTHOM U
MUCbMEHHOU (popMe Ha TOCYJapCTBEHHOM U
WHOCTPAHHOM SI3bIKaX.

YMeTh:

CJIeI0BAaTh OCHOBHBIM HOPMaM, IIPUHATHIM B HAYYHOM
0OIIEHNH Ha TOCYITapCTBEHHOM M HHOCTPAHHOM SI3bIKaX.
Bnaners:

HaBBbIKAMH aHAJIM3a HAYYHBIX TEKCTOB Ha
rOCYJapCTBEHHOM U MHOCTPAHHOM SI3bIKaX;

HABbIKAMU KPUTHUYECKOH OIIEeHKU dPPEKTUBHOCTH Pa3IHy-
HBIX METOJI0B Y TEXHOJIOTUI HAYYHOM KOMMYHHMKAIIUU HA
rOCy/IapCTBEHHOM U MHOCTPAHHOM SI3bIKaX;

pa3IMYHBIMU METOJIaMH, TEXHOJIOTUSIMHU U TUITAMU
KOMMYHHUKAIIHH MPU OCYIIECTBICHUHU PO deccrnoHalbHON
JIEATEIbHOCTH HA TOCYJJTAPCTBEHHOM M MHOCTPAHHOM




‘ | SA3bIKax.

4. O0beM IMCUMILVIMHBI M BU/IbI Y4eOHOH padoThl

4.1. I'paduk u3ydeHus AUCIUTUTHHBI

OO0mmast TpyA0eMKOCTh JUCIUIUIMHBI COCTABIISIET 4 3a4eTHRIC eMHUIIbI, 144 yaca. U3 HEX
o0t 00beM ayIUTOPHBIX YaCOB — 54, B TOM YHCIe JeKIUH — 0, TPaKTHYECKUX 3aHITHH — 54,
camocCTosITeNIbHAs paboTa — 63, sk3ameH — 27.

Bun yae6HOMI paboThI Yacel
Bcero I'ox / cemectp
qacoB/3.€. 1 rox 2rong 3rong
2 3 4 5 6
OO0mas TpyI0eMKOCTh TUCITUTITHHBI 14414 | 722 | 72/2
AyIUTOpHBIE 3aHITHS 54 28 26
Jleknuun
[TpakTHdeckue 3aHsATHS 54 28 26
CamocTrosTenpHas padoTa 63 44 19
3ager
DK3aMeH 27 27
4.2. Teopetnueckue 3aHATUA (JEKIUH) HE IPEAYCMOTPEHBI YUEOHBIM TIAHOM
4.3. ConepxaHue MPaKTHUCCKUX 3aHATUN
No HazBanue TexHONOMHS ®opmupyembie |  Dopma Tpysoew.
TEMBbI paszaena/TemMsl KOMIIETEHIIMHU | OLICHOYHBIX
MPOBEICHUS (gac.)
(xon) CpeICTB
1 | YyeHsriii B COBpeMEHHOM [IpakTrueckoe YK-3
oOmiecTBe 3aHATHE YK-4 prckycert 2
2 | OcobenHoCTH OOIIEHUS HA
MEeXIYHApOIHBIX HayYHBIX MpaxTHueckoe VK-3
MEPOTIPUATHSIX: YCTAHOBIICHUE SALITIE VK-4 JTUCKYCCHSI 2
KOHTaKTOB B MpoOIlecce
MEXKYJIbTYPHOI KOMMYHUKAIIUU
3 | TaliM-MeHEeIKMEHT. [IpakTrueckoe VK-3
IInanupoBanue BCTped 3aHATUE YK-4 prcrycens 2
4 |IlocneBy3oBckoe obpa3oBanue B | [Ipaktuueckoe YK-3
EBpone, CIIIA u Poccun 3aHATHE YK-4 prcycens 2
5 |Passive Voice [IpakTuyeckoe YK-3
3aHsTUE YK-4 prcycens 2
6 |Indirect speech [MpakTrueckoe VK-3
3aHsTUE YK-4 jrckycc 2
7 | Sequence of Tenses. Complex [IpakTnueckoe YK-3
Sentences 3aHsTUE YK-4 jrckycc 2
8 | Subjunctive mood. Conditionals | [IpakTudeckoe VK-3
JUCKYCCUS 2
3aHsTHE YK-4
9 |Subjunctive Mood [IpakTruyeckoe YK-3
3aHsTHE YK-4 JHCKyceHs 2
10 | The Gerund. Gerundial [IpakTruyeckoe YK-3
constructions 3aHATHE YK-4 AHCIyCens 2
11 |The Infinitive. The Complex [IpakTryeckoe YK-3 JICKYCCHSI 2




Object 3aHATHE YK-4
12 | The Complex Subject [IpakTuueckoe VK-3
JIUCKYCCHUS 2
3aHIATHE YK-4
13 |The Participle [IpakTuyeckoe YK-3 - 5
3aHATHE YK-4 JHCKY
14 | The Absolute Participle [IpakTuaeckoe VK-3
) JTUCKYCCHSI 2
Construction 3aHATHE VK-4
15 |IIpupmaTo4Hble IPeII0KEHUS ITpakTnaeckoe VK-3
pui pel P JUCKYCCHS 2
3aHIATHE YK-4
16 | OcHOBHBIEC BUIBI PUAATOYHBIX [IpakTuueckoe YK-3
. JTUCKYCCHS 2
MPEJI0KEHUN 3aHATHE YK-4
17 | AgHOTAIMS [TpakTuaeckoe VK-3 O 5
3aHATHE YK-4 JHCKY
18 | Tesucwl/CraThs [IpakTuyeckoe YK-3 I 5
3aHATHE YK-4 JHCKY
19 |MoruBammonHoe npeacrasienue | [Ipakrndeckoe YK-3
JTIUCKYCCHS 2
3aHITHE YK-4
20 |Pedepar [TpakTrueckoe YK-3 HCKVCCHS 2
3aHIATHE YK-4 JHICKY
21 |PeueBble cTpaTterun 0QOpMIICHHS YK-3
[IpakTrueckoe
YCTHOTO HAy4HOTO BBICKA3bIBAHUS VK-4 JIACKYCCHS 2
3aHIATHE
22 |IlpencraBneHue AOKIATINKA,
OPMYJIMPOBKA HA3BaHUS
(bofnaya Ir)maH BBICTYILICHUSA Hpaxmiaeckoe YK=3 HACKYCCHS 2
a 78, N i ' 3aHATHE VK-4 JHCKY
Muannuanbueii u
HNOCTHHUIIMAIILHBIN ClaliIbI
23 | CTpyKTypHBIC 3JIEMEHTHI
OCHOBHOM 4aCTH JOKJIaJa.
Crpareruu cBsizHoro nocrpoenusi | [Ipaktuueckoe YK-3
JTIUCKYCCHS 2
TEKCTa U MEePEX0JI0B OT OJTHOTO 3aHsTHE VK-4
aJIeMEHTa K JPYroMy.
ConepxaresibHbIC CIIAiabI
24 | Atteyutsiust K CITyIIaTesIsiM.
CtpaTeruu mpeaBOCXUIIECHUS IIpakTHyeckoe VK-3
P pel m p JUCKYCCHSI 2
KPUTHUKH /COMHEHHUSI. 3aHATUE YK-4
ConeprkaTenbHbIE CITai bl
25 | O0001IeHne U BEIBOIEI 10
OKJIaHl Ipe (bHHaIJ[ILHLIP“II/I Hpaxritieckoe YK-3 HCKYCCHUS 2
o Ay up A . 3aHATHE VK-4 JHCKY
(bMHAILHBIN CIIal bl
26 |IIpe3eHTanus Hay4HOTO
I/Ici:ne OB:HI/ISI ByZ)KI/IMe clan- Hpaxriaeckoe YK-3 HCKYCCHS 4
moy a p g 3aHSTHE YK-4 FHCKY

Tema 1. YueHblii B COBpeMEHHOM 001IeCTBe
Ilpakmuueckoe 3anamue. Pa3roBopHas IpakTHKAa II0 TeMe: S — MOJIOION YYEHBIN.

Kpatkue

Bexu Ouorpaduu,

MMpeACTaBJICHUC

Ha3BaHUU

BY34,

HHCTUTYTA,

Kadeapsl,

CIICIMUAJIbHOCTH. OO0o3HaueHHE TEMBbI CBOETO HAayY4YHOTO HCCJICOOBAaHUA. HCpBOHa‘-IaJ'IBHOC
(bOpMHpOBaHHe CJIOBapsg CHeUuaJIbHOM JIEKCHUKH II0 TEMCE, 06meHaqu017I JICKCUKHU U TCPMUHHO B.
ﬂemaﬂbH0€ umeHue. Fpammamuka: APTUKIIA, CYHICCTBUTCIILHOC, MCCTOMMCHUS, TTIOPAJOK CJIOB




MPOCTOTO  MOBECTBOBATENIBFHOTO, BOMNPOCUTENBHOTO TpemoxkeHuid. CiroBooOpa3zoBaHue B
aHTJIMICKOM si3bIke. PaboTa Ha/l MPOU3HOCUTENHHOW CTOPOHOM aHTIIMHCKONU pedH.

AcnupaHTel 3HaKomsATCS ¢ 0a30Boi Jekcukoil mo Teme. MM mpepnmaraerca ans
03HAKOMHUTEILHOTO YTEHHUs TEKCT O MpoliemMax BBIOOpAa TEMAaTHKH, MpeaMera U OOBbeKTa
uccnenoBanus. Ha 6a3e Tekcra acupaHThl JOJDKHBI COCTABUTH BOIIPOCHI 1O TeMe U B (hopmare
o0rIel TMCKyCCUH 00CYIUTh TEMY B ayJJUTOPHH.

B aymuTopun actiipaHTHI 3aIIMCHIBAIOT TUAJIOT TIO TeMe «3HAKOMCTBO Ha KOH(EPEHIU»,
KOTOPBI OHHM JIOJDKHBI BBIYYMTh HAM3YCThb CAMOCTOATENBHO M pacCKa3aTb Ha CIEAYIOIIEM
3aHATUU.

Ha noM acnmpanTtam npemioKeHbl TEKCThl IO JAHHOW CIELUAIbHOCTH, KOTOpPHIE OHU
JOJDKHBI TIEPEBECTH CO CJIOBApeM, COCTaBUTh K HHMM [JIOCCAPUHM M paccka3arb O CBOEH
cnenuanbHOCTH. [IpuBETCTBYeTCs  MCHOJIB30BAaHME  JOINOJHUTENIBHOIO  Marepuana Ipu
ITOATrOTOBKE pacckasa.

Tema 2. Oco0eHHOCTH OOIIEHHS] HA MEKAYHAPOIAHBIX HAYYHBIX MEPONPHUSITUSIIX:
YCTAHOBJIEHHE KOHTAKTOB B MpoLecce MEKKYJIbTYPHOI# KOMMYHUKAIIMA

Ilpakmuuecrxoe 3anamue. OCOOEHHOCTH MEXKYIHTYpPHOW KOMMYHHKAIlUM B TIpoOIlecce
MEXTYHAPOJAHBIX HAYYHBIX MEPONPHUATHH. YMEHHE TMPaBUIBHO YCTAHOBUTH KOHTaKT C
3apyOCKHBIM yYaCTHUKOM KOH(EpeHIMH (KOHTpecca, BBICTABKM W T.1.). Pa3pelieHHble u
3amnpelieHnpie TeMbl. Ponesas uepa «Ha wmexayHapomHoir koHbpepeHIun». CerekmusHoe
ymenue. I pammamuxa. t0 be, to have, there is/are, npuiararenpHOe, CTEIEHH CPaBHEHHUS
MprJIaraTelbHbIX/Hapedrii, SOMe, any, N0 ¥ X IPOU3BOTHEIC.

Tema 3. Taiim-MeHe:kMeHT. [l1aHupoBaHue BCTpeY

Ilpakmuueckoe 3anamue. IlnmanupoBaHue pabouell Hemenw. YMEHHE JTOTOBOPHUTHCS O
BCTpEUE/0 MATbHEUIINX KOHTAKTaX C WHOS3BIYHBIM TapTHEpoM. /[lenosas uepa «TenedoHHBIN
pa3roBop: JOTOBOPEHHOCTh O BcTpeuew. [Ipocmomposoe umenue. I pammamuxa. numerals,
Present/ Past/ future simple Active, Modals, Prepositions of place.

B pamkax naHHOW TeMbl aCUpPaHThl W3Yy4alOT JIEKCUKY JAaHHOTO OJOKa, MEpPEeBOIAT CO
cioBapeM TekcT Mo Teme «Time management», BBIMOJHSIOT IOCIETEKCTOBBIE JIEKCHUKO-
rpaMMatuyeckue yrnpaxHenus. Kaxaplii acnupaHT JOJKEH Ha aHTJIMHCKOM S3bIKE MPEICTaBUTh
ONTHUMAJIFHBIN TUIaH MCCleAoBaTenbCKoM padoThl B popmate Power Point Ha rox u oObocHOBaTh
ero.

Ha nmocnennem 3aHATHN acUpaHThl y4acTBYIOT B 00IIei AUCKYCCHH, 00OCHOBBIBasi CBOM
MOAXO0Jl K OpraHu3alil HCCIIEOBATEIbCKON AedaTenbHOCTH. B JHMCKyCCMUM OHU  JOJIKHBI
MCIO0JIb30BaTh KaK MOJAJIbHBIE [JIaroJibl, TAK U UX 3aMEHUTEIH.

Tema 4. [locieBy30Bckoe oopaszoBanue B EBpone, CIIIA u Poccuu

Ipaxmuueckoe 3ansmue. 1loHATHS MarucTpaTypa, aclmupaHTypa B cpaBHEHUH. KpeIuThl.
Paboma ¢ caiimamu 3apybedcHvlx 8Y308 U  HAYYHO-00PA308AMENbHBLIX  OPSAHUAYUIL.
dyHnaMeHTaJdbHAs  CYUIHOCTh  TOHSATHS ~ YHUBEPCUTET, JAyajbHas  BbICIIAs  IIKOJA,
npodeccuoHaIbHO-TeXHIYeCKast BbIciIas mkona. [ pammamuka: Present/Past/Future Continuous
Active, Compound sentences, Prepositions of direction.

AcnpaHTam IIPEIUI0KEH TEKCT 00 OpraHu3aluu y4eObl B
aclMpaHType/MarucTpaType/aokropantype B crpaHax Eponbl u CeBepHoit Amepuku. TekcT
M3Y4aeTcs CO CIIOBAPEM M NTOMOILBIO MTPEMNOIABATENS B ayAUTOPUH U JOMA. ACIIUPAHTHI JIOJKHBI
BBINIMCATh CJIOBA I10 TEME U YMETh COCTaBUTH BOIIPOCHI K TEKCTY.

Ha 0Ga3e uM3ydyeHHOTo Marepuana aclUpaHThl COCTABIJIAIOT JAUAIOTH 00 OCOOCHHOCTSX
oOy4yeHHs B acCHHpPaHType/MarucTparype/IOKTOpaHType B OJIHOW u3 cTpaH. Ilomumo
IIPEVIOKEHHOTO TEKCTa, aclMPaHThl JOJDKHBI HAWTHU HAa AHIVIMMCKOM fA3bIKE M IOJATOTOBUTH
paccka3 00 ycioBHsIX mpuema u 00ydeHus B oHOM u3 ctpaH EBponel uinm CeBepHOil AMEpHKH.
Ha mocnenHem 3aHATHM B paMKax KpYIJIOIO CTOJIa acIUPAaHThl C MOMOLIBIO IpenojaBaTels-
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MojepaTopa  JOJDKHBI  J1aTh  MOJHYI0  UHpOpMaAmmio 00  yclHoBUSX  y4eObl B
acTMpaHType/MarucTpaType/IOKTOpaHType B OJTHOW U3 CTpaH 3amaaa mo BEIOOpY.

Tema 5. Passive Voice

IIpakmuueckoe 3anamue. (OCHOBbI HAy4YHO-TEXHHYECKOTO IEPEBOAA IO TEMeE
«[laccuBHBIE KOHCTPYKIIMU B TPaMMaTHYECKOW CHHOHUMUN»: paboTa ¢ MpodecCHoOHATbHBIMU U
Y3KOCIIEUUAIbHBIMU ~ TEKCTAaMH, JKBUBAJEHTHBIH W  JOCJIOBHBIM IEPEBOJ  yKa3aHHBIX
KOHCTPYKLIUH, popaboTKa BO3MOXKHOCTEH 3aMEIICHUs] U JNONOJHeHUs. [ pammamuka. Passive
Voice.

Tema 6. Indirect speech
Ipakmuueckoe 3anamue. Indirect speech.

Tema 7. Sequence of Tenses. Complex Sentences

Ilpakmuueckoe 3amamue. OCHOBBI HAyYHO-TEXHHYECKOTO TIepeBoja: paboTa C
podeccuoHaIbHON JIEKCUKONH. MHOT03HaYHOCTh CIIOB; CJIOBAapHOE U KOHTEKCTHOE 3HAUYEHUE
ciosa. I pammamuxa. Sequence of tenses. Complex sentences.

Tema 8. Subjunctive mood. Conditionals

Ipakmuyeckoe 3anamue. OCHOBBI HAYYHO-TEXHHYECKOTO IEPEBOJA: IMEPEBOIUECKHE
TpaHcopMmanu Ha YypoBHe cioBa. Pabora ¢ mnpodeccuoHanbHOM JIEKCUKOW Ha OCHOBE
y3KOCTEeNUAIbHBIX TeKCTOB. I pammamuka. Subjunctive mood. Conditionals.

Tema 9. Subjunctive Mood

Tpaxmuueckoe 3ansmue. OCHOBBI HAYYHO-TEXHHUYECKOTO TEPEBO/A: KOHTEKCTYaIbHBIC
3amenbl. PaboTta ¢ mpodecCHOHABHBIMU U Y3KOCTIEIHATBHBIME TEKCTaMu. [ pynnosas paboma:
TBOPYECKOE 3ajJaHWe Ha JIydIIWi TPYIIOBOM TEPEBOJ] HAyYHO-TEXHHYIECKOTO TEKCTa.
I'pammamuxa. | wish.

Tema 10. The Gerund. Gerundial constructions

Hpaxmuttecxoe zauamue. (OCHOBBI HAaY4YHO-TCXHHUYCCKOI'0 IIE€pE€BOJA: KOMIICHCALUA
IIOTEPL IIPpU IIEPEBOJC. Pa60Ta C HpO(beCCI/IOHaJ'IBHBIMI/I U Y3KOCICHOHWAJIbHBIMHU TCKCTaMH.
I'pamamuxa. The Gerund. Gerundial construction.

Tema 11. The Infinitive. The Complex Object

Ipakmuueckoe 3anssmue. (OCHOBBI HayJHO-TEXHHYECKOTO IMepeBoja: pabora ¢
npodeccHoHanbHON Jiekcukoi. CioBapHOEe M KOHTEKCTHOE 3Ha4yeHue cioBa. Pabora ¢
ANEKTPOHHBIMU pecypcamiu. I pammamuxa. The Infinitive. The complex Object.

Tema 12. The Complex Subject

Ipaxmuueckoe 3ansimue. OCHOBBI HAyYHO-TEXHHYECKOTO IMepeBoja: pabota ¢
npodeccuonanbHoOl nekcukoil. CoBmazeHHe W PacXOXkICHHUE 3HAYCHHH HWHTEPHAIMOHATbHBIX
cloB (WIOXKHBIC Jpy3bs» mepeBoaunka). [ pammamuxa. The Complex Subject. The For-to-
Infinitive Construction.

Tema 13. The Participle
Hpaxmuttecxoe 3anamue OCHOBBI HAaYyYHO-TCXHHUYCCKOI0o TICpCBOJA: IEPCBOJYCCKUC
TpaHC(bOpMaI_[I/II/I Ha YpOBHC HpeIUIO)KCHI/Iﬁ B HpO(I)CCCI/IOHaJ'ILHLIX " Y3KOCTICIHUAJIBHBIX TCKCTAaX.

Ipammamuxa. The Participle. Have something done.

Tema 14. The Absolute Participle Construction
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Ilpakmuueckoe 3ansmue. OCHOBBI Hay4YHO-TEXHUUECKOTO MepeBojia. I pynnosas paboma
o IICpeBOAY CJIOXHBIX OTPLIBKOB B HpO(I)eCCI/IOHaHBHBIX U Y3KOCICHHUAJIBHBIX TCKCTAaXx.
Ipammamuxa. The Absolute Participle Construction.

Tema 15. IlpugaTounbie npeaIoKeHUs
Ipakmuuecxoe 3anamue. OCHOBBI HAy4HO-TEXHMUYECKOTO IepeBoJa. I pammamuxa.
[IpunaTounble IpeaIOKEeHMS.

Tema 16. OcHOBHBIE BH/bI IPUIATOYHBIX MPeIJI0KeHU I

Ipakmuuecxkoe 3anamue. OCHOBBI HAy4HO-TEXHMUYECKOTO IepeBoja. I pammamuxa.
OcHoBHbIE BHJIbI TPUJATOYHBIX NPEUIOKEHUHN, XapaKTEpHBIX [UIsi HAy4YHBIX TEKCTOB Ha
aHTTIUHCKOM si3bIKe. Konkypc Ha nydiinid nepeBol. /lpesenmayuu MOATOTOBIEHHBIX EPEBOIOB
TEKCTOB, COJIEpXKAIINX MPONUIEHHbIE TPAMMAaTUYECKHE SBJICHUSI HEMELIKMX HAYYHBIX TEKCTOB IO
UTOraM pasjena.

Tema 17. AnHOTaLUSA

Ilpakmuueckoe 3anamue. (OCOOEHHOCTM HANWCaHUS HAYYHOM CTaThbU/TE3UCOB Ha
aHTIMiickoM si3bike. OOmue cBeneHus. OCHOBHBIE BEXW U NMPUMEPHBIN TUTAH CTaThU/TE3HMCOB.
Hanucanue me3zucos/ctatbu o cBoel HayqHOU MpoOIeMaTuke.

Tema 18. Tesucsl/CTaThs
Ilpakmuuecxoe 3ansmue. OCOOCHHOCTH HAINMCAHWS AHHOTAIIMM K HAyYHOW CTaThe Ha
aHTIuicKoM si3bIke. O0mue ceeaeHus. Hanucanue annomayuuy Ha aHTIIMHCKOM SI3BIKE.

Tema 19. MoTuBauMoOHHOE NPeEACTABICHUE

Ipakxmuuecxoe 3ansamue. OCOOEHHOCTH HANKMCAaHUS MOTHBALIMOHHOTO MPEACTaBICHUS U
3asiBOK Ha TPAHT Ha aHTJINICKOM si3bIKe. Paboma ¢ 31eKmpOoHHbIM UHDOPMAYUOHHBIM PECYPCOM,
caumamu.

Tema 20. Pepepart
Ilpakmuueckoe 3anamue. IlpaBuna MoAroToBKH pedepaTa HA OCHOBE HCIOIb30BAHUS
MHOSI3bIYHBIX UCTOYHUKOB. Peghepuposanue npogheccuonanbHuix u y3Kk0CHeyuaibHblX MeKcmos.

Tema 21. PeueBble cTpaTeruv 0(poOpMJIeHUS YCTHOTO HAYYHOT0 BHICKA3bIBAHUSA
Ilpakmuueckoe 3anamue. PeueBble cTpareruu OGOPMIEHUS YCTHOTO HAy4yHOTO
BbICKa3bIBaHUsA. OOIIME CBEACHHUS.

Tema 22. IlpeacraBiieHHe AOKJAAYHKA, (OPMYJHPOBKA HA3BAaHMS [0KJIaAa, ILIAH
BBICTYILICHHS. UTHMUIMAIBHBIH M TOCTHHU M AJIbHBIA CJIaH/IbI

Ilpakmuueckoe 3anamue. CTpaTeruu NpeICTaBICHUS JOKJIATUMKa HAa MEXIYHApOJIHOM
HaydHoM Meponpustuu. @DopmynupoBka Ha3zBaHus Joknana. llpencraBnenune maHa
BBICTYIUIEHUS. [Ipe3enmayus VHULHAAIBHOTO M NMOCTUHUIMAIBHOTO CIIAWJIOB MO TEME CBOErO
Hay4HOI0 UccienoBanus. /enosas uepa «HaydHelil AUCIIyT».

Tema 23. CTpyKTypHBIE 3JIeMEHTbl OCHOBHOH 4YacTH Jokiaaga. Crparerum CBSI3HOIO
NMOCTPOEHHUS] TEKCTa M NepPexod0B OT OJHOro 3JjemMeHTa K apyromy. Coxep:xaresibHble
cJaaiabI

Ilpakmuueckoe 3anamue. CTpyKTYpHBIE 3JIEMEHTBI OCHOBHOM yacTu qokiaaa. Ctpareruu
CBSI3HOTO TOCTPOEHMSI TEKCTa M IMEPEXO0JI0B OT OJHOTO 3JIeMEHTa K Apyromy. llpesenmayusi:
COJIepKaTeIbHbIE CIANIbI.
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Tema 24. Anesuisanus k caymareasam. CTpaTeruu nNpeABOCXMINEHUS KPUTHKHN / COMHEHHSI.
ConepxaresibHbIE CJIANHIBI

IIpaxmuueckoe 3ansmue. Anemnsiuus K ciaymarensMm. CrpaTeruu NpenBOCXULICHUS
KpUTHUKH /coMHenUs. [Ipezenmayus: CoaepxaTenbHble Claiiapl. Juckyccus o TeMaM JOKJIaIo0B.

Tema 25. O6001menue u BbIBoAbI 10 AoKIany. [Ipendunanbublii U GUHANBHBIN CIaliIbI
Ipakmuyecxoe 3amamue. OOoOmIEHWEe W BBIBOIAB TO noknany. IlpenduHaneHbii u
(bUHATBHBIN CIAMIBI.

Tema 26. [Ipe3eHTanusi HAYYHOT0 MCCJIEJOBAHUS B PeKUMeE CJIAN/I-IIOY
Ipakmuueckoe 3ansamue. 1lpe3eHTannsi HAYYHOTO UCCIIEAOBAHUS B PEKUME CIAW-TIOY.
Poneso-oenosas uepa «KoudbepeHIus MOJIOIBIX YUEHBIX).

5. YueOHO-MeTOANYeCKOE 00ecieYeHHe CaMOCTOATeIbHOI padoThl aCIIUPAHTOB.

5.1. ®opMebI IpoOBEICHUSI CAMOCTOSATENBHOM pabOThHI

Tema ®opma caMOoCTOSTENbHON PabOThI Tpyno-
JTVCIUTLIAHEL €MKOCTb B
gyacax
Pabora Hax - BBITIOJTHEHUE JJOMAIITHEH paOOTHI.
rpammarukoit | 1.Criemyer MOMHUTB, 9TO O3 MPOYHOTO YCBOCHUS 30

OMPCACIICHHOI0O MUHUMYMA I'paMMaTUICCKUX CBe)IeHI/Iﬁ
HCBO3MOXXHO HHU ITPABUJIBHO ITIOHUMATH U IEPEBOJUTD
JAUTEpaTypy, HU MPaBUILHO TOBOPUTH HA HHOCTPAHHOM SI3bIKE.
2.I'pamMaTnueckuii MaTepraa He0OX0IUMO yCBauBaTh
noctenenHo. Kaxoe u3 npaBuia He0OX0IMMO BHUMATEIHHO
MPOYUTATh U MOCTAPATHCS MEPECKa3aTh CBOMMHU CIIOBaMH.
3.YCBOUB rpaMMaTUYECKUN MaTepHa, CICIyeT 3aKPENUTh €ro
yIpaKHEHUSIMU.

4. Heo6x01MMO YCBOUTH CUCTEMY CI0BOOOpa30BaHUS
AHTJIMHCKOTO SI3bIKA, HAYUYUTHCS pa3doupaThCs B
MOP(}OIOrHuecKOM COCTaBe CIOBA. 3HAHNE CUCTEMBI
CJI0BOOOpa30BaHUsI IOMOTAET, BO-MIEPBbBIX, ONPEICIUTh 3HAYCHHE
HEU3BECTHOTO CJIOBA IO €ro MOP(OJIOTHIECKOMY COCTaBY, BO-
BTOPBIX, 00pa30BaTh OT U3BECTHOTO CIOBA MIPOU3BOIHBIE.

Pa6oTa Hazg - BBITIOJIHEHUE JJOMAIITHEH paOOTHI;
TEKCTOM 1.IIpexne yem npucTynuTh K YTEHUIO U IEPEBOAY TEKCTOB I10 33
MPEI0KEHUSAM, HEOOX0IUMO, TTPEABAPUTEIILHO 03HAKOMHUBIIIHCH
C TOSICHEHUSIMU K TEKCTY, IPOYUTATh BECh TEKCT WU €r0
3aKOHUYEHHYIO YacTh, YTOOBI YACHUTH cebe ero ooiee
coziep)KaHue.

2. J1nst Toro, uTOOBI MPaBUIIBHO MIEPEBECTH MPEIOKEHNE, HAIO
ONPENENUTh 3HAUCHUS HE3HAKOMBIX cJoB. [Ipexie uem uckathb
HE3HAKOMOE CJIOBO B CJIOBape, HE0OX0IMMO YSICHUTH ce0e, Kakoil
YaCThIO PEYH OHO SIBIIAETCS.

3. Ilpex e yem Mnoab30BaThCs CIIOBAPEM, CIEIYET O3HAKOMUTHCS
C €ro CTPYKTYpOHU.

4. BykBanbHbIN, JOCIOBHBIN MEPEBOJ HEPEIKO BENIET K
HETOYHOCTH B MEepeaue MbICIU U AK€ K CMBICIOBBIM
nckaxxeHusiM. [loaToMy npu nepeBojie A0MyCKarTCst
OTCTYIUIEHUS] TPAMMATHYECKOTO U JIEKCUYECKOTO XapaKTepa ¢
LIETIBI0 KaK MOYHO JIy4Ille epeiaTh CMbICI OPUTHHAIIA.
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5.11pu aHanu3e U nepeBOAE NPEUIOKEHUN PEKOMEHAYETCS
0coboe BHUMaHKe 00panaTh Ha HOBBIE, TOJILKO YTO U3y4CHHBIC
rpamMmmaTHyeckue GopMbl 1 0O0POTHI.

6.ITocne Toro, Kak TEKCT MPOYUTAH U MEPEBEICH I10
MPETIOKCHUSM, PEKOMEH/IYeTCsI CHOBA IIPOYHUTATh €ro OT Havyala
JI0 KOHI[Aa U TIEPEBECTU WJIH MOMBITAThCS MOHATH O3 mepeBoia,
N0OUBasCh, YTOOBI B HEM HE OCTAJIOCh HUYETO, BHI3BIBAIOIIETO
COMHCHHUSI.

Uroro: 63

6. KoHTpoJib 3HAHMIT acCIHMPAHTOB.
6.1. ®OpMBI TEKYIIEro KOHTPOJIS pabOTHI aCITUPAHTOB.

Tekymuii KOHTPOJIb OCYIIECTBIISETCS B XOJIe¢ Y4eOHOTro Tmpoliecca Ha MPaKTHUYECKUX
3aHSATHUSAX, T/I€ OLICHMBAIOTCS YCTHBIE BBICTYIUIGHMSI W OTBETHl aCMUPAHTOB IO TeMe
MPAKTUYECKOTO 3aHATHSA, KAU€CTBO BBITIOJIHEHMS IOMAITHUX Pa00T, WHIWBUIYAbHBIX 3aaHHU M.
On peanmuzyetrcss B ¢opme (PpOHTATBLHOTO OIMpoca Oecenbl, MPOBEPKH KadyecTBa BBITOTHEHUS
JIOMAIITHETO 3aJ]aHusl, MUCbMEHHON Pab0ThI, TECTUPOBAHUS, PE3CHTAINH H T.]I.

6.2. [IpomexxyTodHAas aTTECTAIHS 110 UCIIATIIHHE

B cooTrBercTBHM ¢ y4eOHBIM IIJITAaHOM TIO 3aBEPIICHUH 1-TO ceMecTpa MpeaycCMOTpEeH
MPOMEXKYTOUHBIN 3aueT. Bo 2-M cemecTpe 3aHATHS MPOAOJDKAIOTCA. 3aBepIIaeTcsl mporpaMmma
9K3aMEHOM TPOMEKYTOYHON aTTeCTallMHM, KOTOPBIM BKJIIOYACT B Ce0s MUCHMEHHBIM TEPEBOJ
HAayyHOTO TEKCTa MO CHENHaTbHOCTH Ha WHOCTPAHHOM S3bIKE M 3a/laHusl, BBINIOJIHSEMBIE Ha
9K3aMEHE.

[IpoMekyTOUHBIN 3a4eT MpeIoaraeT:

- TpeABapUTEIbHYI0 CHUCTEMAaTHYECKYI0 IOJArOTOBKY IHCbMEHHBIX pPaboT B Qopme
pedepaToB, IPOOIEMHBIX JOKIAIOB U COOOIICHUI

- aKTUBHYIO pabOTy Ha MPAKTUYECKUX 3aHITHUIX

- cljauy BHEAyJUTOPHOTO YTEHHUS OPUTHHAIIBHBIX CIIELHUAJIbHBIX TEKCTOB (HE MeEHee
MATUACCITH TPOIEHTOB OT oO0mero o0beMa NPOYUTAHHOM JHMTEpaTypbl 3a MEpBBIA TOJ
o0ydenwus). OOt 00beM MPOYNTAHHONW HAYYHOW JHUTEeparyphl mo cneruanbHocT — 250.000
nedatHbIx 3HaKoB (200-250 cTp.)

- BEJICHUE MOCTPAHUYHOTO TEPMUHOJIOTUYECKOTO CIOBAPS MO CHEHATIbHOCTH Ha OCHOBE
MPOYUTAHHONH HAa WHOCTPAHHOM f3bIKE HAy4YHOW JuTepaTypbl (He MeHee 150 TepMHHOB,
MATHJCCAT TMPOIEHTOB OT 00IIero oObeMa HayyHbIX TEPMHUHOB K KOHIy IEpPBOTO Troja
oOyueHus).

- BJIaJICHHE ACIUPAHTOM M3YyYEHHOW OOIIeHAy4YHOW JIGKCMKOW U TpaMMaTHKOM MepBbIX
JBYX pa3/ieloB Kypca

- YMEHHE cJIeNIaTh COO0IIeHnEe U ToOece10BaTh M0 U3yUYEeHHBIM 00IIEHAYYHBIM TEMaM

6.3. 3a,Z[aHI/I$I Ha 3K3aMCHC 110 JUCHHUITIIIMHE «HHOCTp&HHLII’I SA3BIK».

1. M3ydaroiee uTeHne OPUTHHAIBHOTO TEKCTa MO crenuanbHocTu B 00beme 2500-3000
NeYaTHBIX 3HAKOB. Bpems BwInosHEeHUs: padbotsl — 45-60 munyr. ®opMa npoBepku: mepenava
U3BJICYEHHOH HMH(POPMALMU OCYILECTBISETCS Ha MHOCTPAHHOM s3bIke (TyMaHHUTapHbIE
CMELUAIBbHOCTH) UJTH Ha S3bIKe 00yUeHHsI (€CTECTBEHHOHAYYHBIE CIICIIMATIBLHOCTH).

2. bernoe (MpocMOTPOBOE) YTEHHE OPUTMHAIBHOTO TEKCTA MO cHenuaibHOCTU. O0beM —
1000 — 1500 meuvatHbIX 3HaKOB. Bpems BbimonHeHHs — 2-3 MuUHYTBl. Dopma MpoBEepKH —
nepeaaya u3BJIeYeHHOW MH(OPMAIMK HAa HHOCTPAHHOM sI3bIKe (TyMaHHUTapHbIE CHEIMaIbHOCTH)
U Ha A3bIKe 00y4eHUs (€CTECTBEHHOHAYUYHbIE CIIEUATBHOCTH).
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3. Becena ¢ sk3aMeHaTOpaMHM Ha HMHOCTPAHHOM SI3BIKE IO BOIIPOCAM, CBSI3aHHBIM CO
CTEMANBHOCTBIO U HAYYHOU pabOTOM aciupaHTa.

6.4. [TucbMeHHBII IepeBOJT HAYYHOTO TEKCTA M0 CHEIMAIBHOCTH K SK3aMEHY.

JlaHHbI 11IepeBO SABISETCSI HEOOXOJUMBIM YCIIOBUEM JIOIYCKA K 3K3aMEHY, TOTOBUTCS U
IIpeIOCTaBIISIETCS 1Sl IPOBEPKHU 3a 15 nHel 10 Hauana npoMexyTouHoil atrecranuu. [IpoBepka
IepeBo/ia OCyllecTBIsAeTcs npenogasareneM. [lociie npoBepku nepeBoia BbICTABISAETCS OLEHKA
[0 CUCTEME «3a4YT€HO-HEe3auTeHO». [Ipy HaJIMYMKM OLIEHKH «3a4T€HO» ACIUPaHT JOIMYCKAETCs K
cllade IK3aMeHa.

TpeboBanus K MMCEMEHHOMY MEPEBOTY HAYIHOTO TEKCTA 110 HAYYHOW CIEIUATBHOCTH |

1. JIns mOAroTOBKM MHCHbMEHHOTO NEPEBOJA HCIOJIb3YeTCsl ayTeHTHYHOE ClelralbHOe
HayyHoe wu3laHue (COOpPHMK Hay4yHbIX CTaTeil, Marepuanbl KOHQpEpeHUUH, MOHorpadus,
JTUCCEPTAIIMOHHOE HCCIe0BaHue, aBTopedepaT W T.1I.), CBI3aHHOE MO TEMaTWke co chepoit
Hay4YHBIX HHTEPECOB U BHINIOJHAEMOM Hay4yHO-UCCIEA0BATEIbCKOM paboTOM acupaHTa.

2. [luceMeHHBI TIEPEBOJ] JIOJDKEH BKIOYaTh B ceOs He MeHee 15000 3HakoB U
MIPEJICTaBIATh CO00M 3aKOHUYEHHBIM B CMBICIOBOM ILJIaHE OTPBIBOK TEKCTa (OTAENbHBIM pa3fel,
ry1aBa, maparpad u T.1.).

3. IlucbMeHHBI TIEPEeBOJ JOJDKEH COJEpXKaTh TUTYIBHBIH JHCT, O(GOPMIICHHBIA B
COOTBETCTBUU C IpuiaraeMbiM oOpasuom (cM. IlpunoxeHue 2), KOIUIO BCEX MEPEBOIUMBIX
CTpaHUI[ ayTEHTHUYHOTO TeKcTa (00s3aTeNbHO HAIWYUE KOMHH OOJI0KKH, cojepiKalien
nH(pOpMalIHIO O Ha3BaHUU, aBTOPE, MECTE U T0Jie U3JaHUS) U caM TEKCT MepeBoja (B Me4yaTHOM
BapuaHTe, mapamerpbl cTpanuiel 3:2:2:2, mpudr Times New Roman, pasmep mipudra 14,
uHTepBan 1,5).

KPUTEPUH OIICHKH IepeBo/ia
«3aUTEHOY [lepeBon HayyHOro TEKCTa MO CIEUUAIBLHOCTH Ha MHOCTPAaHHOM
A3bIKE BBINIOJHEH B COOTBETCTBUHM C OOLUIMMHU  KpPUTEPHUIMHU
aJIcKBaTHOCTH W HOPMOM M y3ycOM S3bIKa MEpeBOJa, BKIOYAS
ynotpeOiaeHre TepMUHOB. JlomyckaeTcs HEKOTOpOe HCKa)KeHHE
CMBICIIa B OT/ICTIbHBIX YaCTSAX TEKCTA, HE BIUAIOIIEE HA aIEKBATHOCTh
nepegadyd OOIIEr0o OCHOBHOTO CMBIC/Ia BCEr0 TEKCTa, a Takke
HE3HAaYUTeNIbHbIE OT/IeJIbHbIE OTKIIOHEHHS OT HOPM SI3bIKa MePEBO/IA.
«HE3aYTEHO» [lepeBo HayyHOro TEKCTa MO CIEUHMAIBLHOCTH HAa HHOCTPAHHOM
SI3BIKE  BBINIOJIHEH C HaJU4YMeM 3HAYUTENbHBIX  CMBICIOBBIX
UCKaXEHHUH, C SPKO BBIPAKEHHBIMU OTKIOHEHHSAMH OT HOPMBI U
y3yca s3bIKa epeBoia.

6.5. Kpurepuu OIEHKHM NPOMEXKYTOYHOW aTTEeCTalMd AaclUpPaHTOB MO JUCIUILINHE
«IHOCTpaHHBIN A3BIK»

OIICHKa KpI/ITepI/II/I OIICHKH 3K3aMCHa

AcnupaHT  MPOJEMOHCTPUpPOBAJl ~ OYEHb  XOpOIIee  yMEHHue
OTIIMYHO H0JIb30BaThCS MHOCTPaHHBIM S3BIKOM Kak CpeACTBOM
npo(ecCHOHATBLHOTO O0IEHHUs B HAy4HOH cdepe:

OueHb Xopolllee BiaJeHHe opdorpadpuueckoil, opPoIMUUECKOH,
JEKCUYECKOW M TpaMMaTH4ecKOH HOpPMaMHU H3y4aeMoro s3blka MU
NpaBUIbHOE HCIIOJIb30BAaHME HX BO BCEX BHUAAX PEUEBOM
KOMMYHHKAIIMY, B HAy4HOU cepe B (hopme YCTHOTO U MUCEMEHHOTO
COOO0IIIeHUS,

OUEHb XOpoIllee BJIAJCHHE MOATOTOBJIEHHOH MOHOJIOTHYECKOMN
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peuYblo, a TaKKe  HENOATOTOBJICHHOW  MOHOJIOTUYECKOHM U
JMAJIOTUYECKOM peubl0 B CHTyalud oO(QuuuansHOro oOIIeHus B
npeJeNnax mMporpaMMHBIX TPEOOBAHHIA;

BBICOKYIO COJIEPKATEIBHOCT, aJICKBaTHYIO peann3anuio
KOMMYHUKATUBHOTO HaMepeHus, JIOTUYHOCTb, CBSI3HOCTb,
CMBICJIOBYI0O M CTPYKTYPHYIO 3aBEpIICHHOCTb, HOPMATHBHOCTH
BBICKA3bIBAHUS,

OTCYTCTBHME 3aTPYAHCHUN MNpPU YTCHUU OPUTHHAIBHOU JHUTEPATYPHI
M0 CHEIUAILHOCTH, OMUPAsCh HA M3YYCHHBIH SI3LIKOBOW Marepua,
(OHOBBIE CTpaHOBEIUECKHE M MPO(ecCHOHANBHBIC 3HAHUS, HABBIKA
SI3BIKOBOM M KOHTEKCTYAJIbHOM JIOTA/IKU;

OYCHb XOPOIIWE HABBIKM H3YYalolIero, a TakkKe IMOMCKOBOTO U
MIPOCMOTPOBOTO YTCHHS;

YyMEHUE MaKCHUMaJbHO TOYHO M aJeKBaTHO H3BJEKAaTh OCHOBHYIO
uH(pOopMaInIo, COIEPKAIIYIOCS B TEKCTE, MPOBOAUTH 000OIIEeHNE U
aHaJIM3 OCHOBHBIX TIOJIOKEHUHN TMPEAbSIBICHHOTO HAaY4YHOTO TEKCTa
JUTSL  TIOCJIENYIOIIETO TepeBOoJila Ha S3bIK OOY4YEeHHS, a Takke
COCTaBJICHUS PE3IOME HAa HHOCTPAHHOM SI3BIKE:

BBITIOJTHCHHE TUCHMEHHOTO TMEpeBOJla HAayYHOr0 TEKCTa TI0
CIENUATLHOCTH Ha OLIEHKY «3a4TEHOY.

XOPOIIIO

ACHUpaHT MPOJAEMOHCTPUPOBA B IIEJIOM  XOpollee YMEHHE

I10JIb30BATHCA HHOCTpaHHbIM SA3BIKOM KaK CpEeaACTBOM
poeCCHOHAIIBHOTO OOIICHUS B HAy4HOU cdepe:
xXopoliee BIIaJICHUE opdorpaduueckoi, op¢OIMHIECKOMH,

JICKCUYECKOW M TPaMMAaTHYCCKOW HOPMaMH HM3y9aeMOro sI3bIKa M B
IIEJIOM TPaBWJIBHOE WCIOJB30BAaHUE WX BO BCEX BHIAX PEUCBOM
KOMMYHHKAIIMH, B HAy4HOU cdepe B HopMe YCTHOTO U MUCEMEHHOTO
OOIIECHH;

XOopollee BJIaJCHUE IMOATOTOBJICHHOW MOHOJOTHYECKOW pedYbio, a
TaK)Ke€ HEIMOJrOTOBJIEHHON MOHOJIOTHYECKOH M JIHAIOrHYECKOM
peubl0 B CHUTyallud O(HIHMAILHOrO OOMICHHS B Mpeaeiax
POrPaMMHBIX TPEOOBaHHMIA;

JOCTaTOYHYIO  COJICP)KATEIIBHOCTh,  AJCKBAaTHYIO  peaIH3al{io
KOMMYHHKATHBHOTO HaMEPEHHUS, JIOTHYHOCTb, CBSI3HOCTb,
CMBICJIOBYIO W CTPYKTYPHYIO 3aBEpIICHHOCTh, HOPMATHBHOCTb
BBICKA3bIBAHUS;

HE3HAUMTENIbHBIC  3aTPYJHCHUS TPU  YTCHUU  OPUTHHAIBHOMN
JIMTEPATYPHI 10 CIEHUAIBHOCTH, ONUPAsICh HA U3YUYCHHBIH S3bIKOBOM
MaTepuaji, (OHOBBIC CTpPAaHOBEAUECKHE U MPO(ecCHOHATbHBIC
3HAHUS1, HABBIKH SI3IKOBOM U KOHTEKCTYAJIbHOM JIOTaJIKH;

XOpOIlIME HAaBBIKM UW3Y4aloIIero, a Takke [OHCKOBOTO U
MPOCMOTPOBOTO YTECHHUS;

YMEHHE JIOCTaTOYHO TOYHO U aJeKBAaTHO U3BIEKATh OCHOBHYIO
UH(GOPMAIIHIO, COJIEPKAIIYIOCS B TEKCTE, MPOBOJUTH OOOOIICHHE U
aHAJIU3 OTIENbHBIX MOJIOKEHUH MPeIbsIBICHHOTO HAay4YHOTO TEKCTa
JUIS TIOCJENYIOIIEro TIepeBoJia Ha SA3bIK OOydeHHs, a TaKke
COCTaBIICHUS pe3tOMe Ha MHOCTPAHHOM SI3BIKE;

BHITIOJTHEHHE MMHCBMEHHOTO TIEpeBOJa HAy4YHOTO TEKCTa TI0
CHEIMAILHOCTH Ha OIICHKY «3a4TEHOY.
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YIIOBJIETBOPUTEIILHO

AcnupaHt MIPOJIEMOHCTPUPOBAT MOCPEJICTBEHHOE YMEHUE
M0JIb30BaThCSA WHOCTPAHHBIM SI3BIKOM KaK CPEICTBOM
npodeccroHanbHOTO O0IICHUS B HAYYHOU cdepe;

MOCPEJICTBEHHOE BIafeHue opdorpaduueckoit, ophoIMUISCKOMH,
JIEKCUYECKOW M IPaMMaTHUYECKOM HOpMaMU H3y4aeMOTIO S3bIKa H
OTCYTCTBHE YMEHUS WX UCIOJIH30BAHUS B PEUCBON KOMMYHUKAIINH, B
Hay4dHOU chepe B hopMe YCTHOTO U TUCHMEHHOTO OOIICHUS;
MOCPEICTBEHHOE  BJQJICHUE TOJTOTOBJIECHHONW MOHOJOTHYECKOM
peYblo, a TaKXe€ HEMOJArOTOBJIECHHON MOHOJOTMYECKON PEYbI0 B
CUTyalluu OQHIMAILHOTO OOINEHUS B TMpeaeiax IMPOTPaMMHBIX
TpeOOBaHUIL;

HEJIOCTATOYHYI0  COJIEP’KATENbHOCTh,  HEMOJHYI0  peau3aIfio
KOMMYHHKATHBHOTO ~ HaMEpPEHHs, HEIOCTATOYHYIO JIOTUYHOCTD,
CBS3HOCTh, CMBICJIOBYFO W  CTPYKTYPHYIO  3aBEpIICHHOCTD,
HOPMATUBHOCTH BBICKA3bIBAHUSI.

OYCBHJIHBIC 3aTPYTHCHHUS MPU YTCHUH OPUTUHAIBHOH JINTEPATYPHI 110
CHCIMAILHOCTH, ONMUPAsSCh Ha W3YYCHHBIM S3BIKOBOM MaTepua,
OTCYTCTBHE OCHOBHBIX (OHOBBIX CTPaHOBEIUECKUX u
poheccrnoHaTbHBIX 3HAHH, HAaBBIKOB SI3BIKOBOM u
KOHTEKCTYaJIbHOH JIOTaJIKH;

MMOCPEJICTBEHHBIC HABBIKM HW3YYalOIIero, a TakKe IOWCKOBOTO |
MIPOCMOTPOBOTO YTCHUS;

HEIOCTAaTOYHOE YMEHWE W3BJICKaTh OCHOBHYIO HWH(OpMaIuio,
COZICpXKAIIylOCsl B TEKCTE, TMPOBOAWTH OOOOIIEHHE | aHaIu3
OCHOBHBIX TOJIOKEHUH MPEIbSIBICHHOTO HAydYHOTO TEeKCTa s
MOCIIEAYIOUIETO MepeBo/ia Ha sI3bIK OOy4YEeHHs], a TaK)Ke COCTaBJICHUS
pe3ioMe Ha HHOCTPAHHOM SI3bIKE;

BBINIOJTHEHHE THCBMEHHOTO TIepeBOJa HAaydHOrO TeKCTa IO
CHEIHMAIIbHOCTH Ha OIICHKY «3a4TEHOY.

HCYAOBJICTBOPUTCIBHO

AcniupaHt POJEMOHCTPHPOBAT HEYMCHUE MIOJIb30BaThCS
WHOCTPAaHHBIM  SI3BIKOM  KaK CPEICTBOM  NPO(ECCHOHATBHOTO
001eHus B HAy9HOU cepe:

OTCYTCTBHE  BIafeHUS  opdorpaguueckoir,  OpPOIMHUECKOH,
JEKCHYECKOW M TpaMMaTHYeCKOH HOPMaMHU H3y4aeMOro si3blKa W
MOJTHOE HEYMEHHUE MX MCIIOJIb30BaHUS B PEUYCBON KOMMYHHUKAIINH;
OTCYTCTBHE BJIAJICHHSI MOHOJIOTUYECKON M JUAJIOTHYECKON PEublo B
CUTyallud O(QUIMAIBHOTO OOIICHUs B TIpeAeiax MpOrpaMMHBIX
TpeOOBaHUM;

HECYMCHHE CTPOUTH JIOTUYHOE, CBSI3HOE, COJCPXKATEIbHO U
CTPYKTYPHO 3aBepILECHHOE, HOPMAaTHUBHOE BBICKa3bIBaHUE,
oTBeuarolee TPeOOBaHUAM COJEPKATEIHHOCTH B COOTBETCTBUH C
KOMMYHUKATHUBHBIM HAMEPEHUEM;

MOJIHO€ OTCYTCTBHE YMEHHI M HaBBIKOB YTEHUS OPUTHMHAIBHOU
JUTEPaTyphl MO CHEIHAIBHOCTH, ONUPAsICh Ha U3yYEHHBIN S3BIKOBOM
MaTepuain, TOJTHOE€ OTCYTCTBHE (DOHOBBIX CTPAHOBEMYECKHX U
npodeccunoHanIbHBIX 3HAHUH, HABBIKOB S3BIKOBOM u
KOHTEKCTYaIbHOU JOTaKH;

MOJIHOE€ OTCYTCTBHE HABBIKOB H3YYalOIIETO, a TaKXKe MOMUCKOBOTO U
MPOCMOTPOBOTO YTECHHUS;

HEYMEHHE H3BJIEKaTh OCHOBHYIO HH(OpPMAIUIO, COACPKAIIYIOCS B
TEKCTe, MPOBOJIUTH O0OOIIEHHE W aHalu3 OCHOBHBIX IOJOXEHUI
PEIbSIBICHHOTO HAYYHOT'O TEKCTa JUIsl MOCIEIYIOIIETo MepeBojia Ha
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SI3BIKE;

SA3BIK O6y‘-ICHI/I$I, a TAaKXKXC COCTaBJICHUA PE3IOMC Ha HHOCTpPAHHOM

HCBBIIIOJHCHUC HUJIM BBIIIOJIHCHUC MMUCBbMCHHOI'O IMCPEBOAA HAYYHOI'O
TCKCTA 110 CIICHUAJIBHOCTHU HAa OLICHKY «HC3a4YTCHO».

6.6. ®OHJ] OIICHOYHBIX CPENICTB

Conepxanne GoHIa OIEHOYHBIX cpeacTB cM. [Ipunoxenue 1.
7. YueOHO-MeTOAMYECKOE M HH(POPMALMOHHOE 00ecTeyeHue JUCIUIIMHBI

OcHoBHas nuTeparypa:

ABTOp HasBanue Mecro WsparensctBo | ['on Koi-Bo 3K3.
U3IaHUA u3nanust | B Hb / noctyn
MunakoBa T.B. | AHTIHACKUIT SI3BIK [6. n.] 2005 |nttp://rucont.ru
JUTSL ACITAPAHTOB U BEM
couckarenen : yueo.
rnocooue
babymkuna A.I1. |Yuebnoe mocobue mo| Boponex | U3marenscko- | 2012 |http://rucont.ru
AHTIINHCKOMY SI3BIKY nourpaduyec
JUT ACITAPAHTOB U KU LEHTP
couckarenen Boponexckoro
T'yMaHUTaPHBIX rOCY/IapCTBCHH
bakyIbTETOB oro
yHHUBepcuTeTa. Yacthb YHHUBEpPCUTETA,
1. IloaroroBka K
YTEHHIO U TIEPEBOY
Hay4yHOTO TEKCTA.
babymkuna A.Il. |YuebHoe mocobue mo| Boponex | M3marenscko- | 2012  |http://rucont.ru
AHTJIUHCKOMY SI3BIKY nosiurpaduyec
JUIS aCIUPAHTOB U KUW LEHTP
couckaTesnen Boponexckoro
r'yMaHUTapHbIX roCy/apCTBeHH
bakyIbTETOB oro
YHHUBEpPCUTETA. YHHUBEpPCUTETA,
Yacts 2.

I[OHOJ'IHI/ITCJ'ILHEISI JaTeparypa

Kypc anrnmiickoro s3bika uist acnupantoB. Learn to Read Science : yueGHOe
nocoOue j1s aCUPAHTOB U Hay4YHbIX coTpyanukos / [H. W. [llaxosa u ap. ;

otB. pen. E. O. bpexosckux]. 8-¢ u3a. M.: ®daunra; Hayka, 2007. 356 c.

http://rutracke
r.org/forum/vi

ewtopic.php?t
=1357977 (8

OTKp.
JIOCTYTIC)

Cnenosuu B. C. Iloco6ue o aHrIMiickoMy akajieMU4eckoMy HCbMY U

rosopenuto - Academic Writing and Speaking Course Pack. Munck:
TerpaCucremc, 2012. 176 c.

http://ibooks.r
u

Cadponenko O. M. AHrIMHACKUHN A3BIK I MaruCTPOB U aCIIMPAHTOB
€CTECTBEHHBIX (PaKyJIbTETOB YHUBEPCUTETOB : yueOHOE 1mocodue A CTyI.
BY30B, 00y4. 10 €CTeCTBEeHHO-Hay4. crermanbHocTsM / O. U. Cadponenko,
XK. 1. Makaposa, M. B. Manamenxo; [pen. anria. tekcta M. Ctponr]. M.:
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http://rucont.ru/
http://rucont.ru/
http://rucont.ru/
http://rutracker.org/forum/viewtopic.php?t=1357977
http://rutracker.org/forum/viewtopic.php?t=1357977
http://rutracker.org/forum/viewtopic.php?t=1357977
http://rutracker.org/forum/viewtopic.php?t=1357977
http://ibooks.ru/
http://ibooks.ru/

Bricmiag mixona, 2005. 175 c.

AnnotHpoBaHue u pedepupopanue [Tekct] : mocodue mo aHrIMUCKOMY SI3BIKY
JUTS Hes3BIKOBBIX Te.By30B. / I.H. Cnasuna I'.H. [u np.]. M.: Beicias mkona,
1991. 156 c.

Beiixman, I'. A. Aarnumiickuii 6€3 rpaMMaTHYecKuX OMIMOOK: yueOHOE mocoone
[[U1s1 CTYZIEHTOB BY30B, IIpernoiaBaTeneii, nepeBoaunkoB u ap.| / I'. A.
Beiixman. U3x. 3-e, ucnp. M.: Beicias mkosa, 2005. 191 c.

Munssip-benopyuepa A. I1. Yuumces nucarb no-anriuiicku. [lucbmennas
Hay4Has peub: yueOHoe nocobue / A. I1. Munbsp-benopydesa. M.: ®nunTa,
Hayka, 2011. 128 p.: Taba.

Munssip-benopyueBa A. I1. PacnpocTpaneHHbIe aHTTI0-pyCCKUE
(dbpazeonoruyeckre 000poThl 00MmEeHay HoM TeMatuku. M.: MI'Y, 1991.

Psbuesa H. K. Hayunast peub Ha aHTTIMHACKOM sI3bIKE. PyKOBOACTBO 110
HaydHOMY U3JI0keHut0. CiioBaph 000POTOB M COUETAEMOCTH OOIIEHAYIHOM
nexcuku = English for Scientific Purposes. Guide to Academic Writing.
Combinatory Dictionary of Scientific Usage : HOBBII clI0Bapb-CIIpaBOYHUK
aKTUBHOTO THMa (Ha anrnuiickoM si3bike) / H. K. Psbuesa; Unctutyr
a3piko3Hanus PAH. 4-e u3n. M.: ®nunta; Hayka, 2006. 598 c.

CepuxoBa A.C. OCHOBBI KOMITO3UIIUU U pedeprpoBaHUs TEKCTOB Ha
aHTJIMHUCKOM s3bIKke. M.: Briciras mkoira, 1980.

Muxenscon, T.H., Ycnenckas H.B. CoopHUK ynpa’kHEHUH IO OCHOBHBIM
paszenam rpaMMaTUKH aHIJIMICKOTO s3bIKa. JI.: Hayka, JIeHuHrpaackoe
otnencHue, 1989.

Xapuenko, K. B. IlyreBoauTens Mo HAy4HOMY CTHJIIO aHTJIMMCKOTO SI3bIKA!
ydeOHOe 1ocoOune It CTYICHTOB TYMaHUTapHBIX GakyiabTeToB By30B / K. B.
Xapuenko. benropon: benropoackuii rocyaapcTBeHHbIN yHUBEepcuTeT, 2004.
155 c.

How to analize a text: MmeToau4eckue ykazaHusi JJisi CTYICHTOB CTapIINX
KYpCOB, aCIUPaHTOB, MperoaaBaTeneii-GunoaoroB HanpasiaeHus "dwmmonorus" | Dmekrp.

/ coct. T. M. KekeeBa. Dmucra: KanMmbIlikuii rocy1apCTBEHHBI YHUBEPCHUTET, pecypc
2014.

[IpakTuka ycTHOTO nepeBoja [ DIEKTPOHHBIA pecypc]: METOAUYECKHUE

yKa3aHus I CTYACHTOB cHelanbHOCTH "3apybexHas dunonorus" / DIIEeKTp.
denepanpHOE areHTCTBO 1Mo 00pazoBanuio; cocT. bocuaesa H.I11. DiekTpoH. pecypc

TEKCTOBBIE JaH. DnucTa: Kanmpllkuid rocyaapcTBeHHbI yHuBepceutert, 2008.

http://padabu
m.com/d.php?
id=190936 (B
OTKp.
JOCTYIIE)

Cunoinc O. B., lupokosa I'.A. AHI10-pycCKHil ClIOBapbh HAUMHAIOIIETO
nepeBoqurka. M.: @nunra; Hayka, 2008.

http://rucont.r

Hleenéra C. A. JlenoBoii anrnuiickuii : yue6. mocobue / C.A. IlleBenépa. 2-e N

u3 M., nepepad. u gon. M.: KOHUTU-JJAHA, 2012.

8. Oco0eHHOCTH OpraHu3alMu 00pa3oBATEJBLHOIO MNpouecca s WHBAJHMIOB U
JINI ¢ OTPAHUYEHHBIMH BO3MOKHOCTSAMH 3/10POBbS

OOyueHne WHBWIMAOB U JHUI C OrPAaHUYEHHBIMH BO3MOXKHOCTSIMH  3/I0POBbS
OCYIIECTBISIETCI B COOTBETCTBUU cO cT. 79, 273-®3 «O6 obpa3zoBanuu B Poccuiickoit
@enepanumn», [Ipukazom MunoOpHayku Poccum ot 19.11.2013 Ne 1259 «OO6 yrBepxkaeHuu
[lopsinka  opraHM3allid W OCYIIECTBJICHUS ~ 00Opa3oBaTelIbHOM  JESATEIBHOCTH 10
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http://padabum.com/d.php?id=190936
http://padabum.com/d.php?id=190936
http://padabum.com/d.php?id=190936
http://rucont.ru/
http://rucont.ru/

o0pa3oBaTeNbHBIM MPOTpaMMaM BBICIIEro O00Opa30BaHUS — MPOTrpaMMaM IMOJIrOTOBKH HAay4HO-
MeIaroTUYecKuX KaapoB B acupanType (aabroHkrype)» (Paznen IV, m.m. 46-51).

9. CpeacrBa o0ecrieyeHHs] OCBOEGHHMS IHCHHMIVIMHBL. MarepHuajbHO-TeXHHMYECKOe
o0ecrneyenne

@DoH[IBI, EKTPOHHBIN KaTanor HaydHoi Oubnunotexkun KHI] PAH; my3eiinbie skcrioHaTh
(poTromarepmanbl, Kcujaorpadpl, PYKONHUCH, WX CIHCKH H KOMUHW); MYJIbTUMEIUIHOE
o0opyIoBaHUE /ISl IEMOHCTPAIMU BHUICO-, ayAHO-TIPOIYKIINH, KOMITBIOTEPHBIX MpPE3eHTAIHA;
WuTepHeT-pecypcsl, B TOM YHCIIE CalThl, A€ HAXOAUTCA HH(OPMAIUsS IO COJACPKAHUIO
JUCLMIUIMHBI U HeoOXoauMast IuTeparypa (BUpTyaJibHble OUOINOTEKN):

HNHTepHeT-pecypcsl:

bazwr JaHHBIX, I/IH(l)OpMaIII/IOHHO-CHpaBO‘IHBIe U IIOUMCKOBBIC CUCTEMBI

. http://ebooks.wordscinet.com

. http://findarticles.com

. http://journals.cambridge.org

. www.thefreelibrary.com

. Www.eajournals.org

. www.thefreelibrary.com

. www.wikipedia.com

. http://www.translationdirectory.com/articles.htm

. http://www.translatum.gr/etexts/translation-theory.htm

10. http://iopscience.iop.org/journals

11. http://scitation.aip.org/rss/apll.xml

12. http://ec.europa.eu/translation/reading/articles/theory and_practice_en.htm
13. www.ege-english.ru/online_test www.english.language.ru
14. http://studyspace.ru/uchebniki-po-anglijskomu-yazyiku/
15. http://www.uchiyaziki.ru/index.php/angliyskiy-yazik

16. www.testu.mobi

OO ~NOoO Ol WN -

OwnJtaiiH cioBapu:

http://dict.rbc.ru/
http://lingvo.abbyyonline.com/en
http://www.multitran.ru/

http://bab.la/

el A

AynuTopus C WHTEPAKTHBHBIM MYJIbTUMEIUIHBIM JIEMOHCTPAIMOHHBIM KOMILJIEKCOM,
OCHAII[EHHAs] HarJIAIHBIMU TocoOusMu U obopynoBanueM. [lomerenuss HaydHOU OUOIMOTEKH,
HayuHoro apxuBa KHI[ PAH.

PaGotra B ayauTopuu OCYIIECTBISETCS B COOTBETCTBHH C CEMECTPOBBIMH DPA0OUYMMHU
y4eOHBIMU TJIaHaMHU, TpaduKkaMu yueOHOTO MPolecca, paclMCaHUEeM ayTUTOPHBIX 3aHATHH.

Oo6mue cBeneHust 06 ayautopuu: kabuHeT Nel37, obmas mnomanas — 89 M%, BBICOTA
TIOMeIIeH s — 3,25 M, TUIONA b, OTBEICHHAs 00yUarommMcs — 89 M%, KOIHYECTBO YIeOHBIX MECT
—4.
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[Tpunosxxenue 1
Coaep:xkanue ¢goHAa OLEHOYHBIX CPEICTB
YcTHOeE BBICTYIIEHHE 110 TeMaM

«Hayka B 17100aJ1bHOM MHpe»
1. OcHoBHbIC HaNpPaBJICHUS PA3BUTHUSI COBPEMEHHON JTMHTBUCTUKH.
2. AxryanmbHble TpOOJEeMBl OTEYSCTBCHHONW wWCTOpUM (B OOJACTH  CICIHAIA3AINH
actupaHTa).
3. MexayHapoIHOE COTPYAHUYECTBO B 00JaCTH HAYYHOH CIIEIMaIN3aluy aCIUPAHTA.
4. Pa3BuTHe MEKIUCIHUIUIMHAPHBIX HCCIEAOBAaHUN B COBPEMEHHOW HayKe Ha MpuMepe
JUCLHMIUTMHBI HAYYHOW CHEUaTn3aliy aclIupaHTa.

«OCHOBBI HAYYHO-TEXHHYECKOT0 MEePEeBOIAY
1. PabGorta ¢ HAy4YHBIM TEKCTOM IO CIIEIMAILHOCTH (YTEHUE BCIIYX, U3JI0KEHHUE COJIEPIKAHUS
MIPOYUTAHHOTO HAa PYCCKOM SI3BIKE)
2. HenonroroBieHHas Oecea ¢ pemnoaBaTeeM 10 TEMAaTHKe, CBSI3aHHOW C CO/IepKaHUueM
MMPOYUTAHHOTO TEKCTA.

«OCHOBBI NMCHbMEHHOM HAYYHOM pe4Yd HA AHIVIMICKOM SI3BIKE)
1. Tunonormyeckue NpU3HAKU HAYYHOTO TEKCTA.
2. SI3BIKOBBIE CpenCcTBa OPOPMIICHHSI HAYYHOTO TEKCTa B HHOCTPAHHOM JICKYpCE.

«OCHOBBI YCTHOTO HAYYHOT'0 TOKJIA/1a HA AHTJIHIICKOM SI3bIKe»

1. VcrHoe pedepupoBaHre HAydHOTO TEKCTa M Oecega IO €ro  COACPKAHUIO Ha
WHOCTPAHHOM SI3BIKE.
JIOCTIDKEHMS BBIAAIONINXCS YICHBIX B 00JIACTH HAYYHOH CIICIMAIN3AIIU aCTUPAHTA.
Teoperndeckast 6a3a COOCTBEHHOTO MCCIIEIOBAHUS aCITUPAHTA.
O0bocHoBaHUE BEIOOPA TEMBI UCCIICAOBAHUS ACITUPAHTA.
YdacTre aciupaHTa B HAy9HO-HCCIICIOBATEIbCKUX U MHHOBAIMOHHBIX MTPOEKTaX

okrwn

TecToBbBIE 32]aHUA IJI5 MPOMEKYTOIHOI0 3a4eTa

|. Hayka B r;106ajibHOM MHpe
1. True or false?
Bachelor’s degree is a first university degree.
Answer:
True
2. Master’s degree programs typically take three to four years to complete and further
prepare graduates for a career in their chosen field.
Answer:
False: one to two years
3. Explain the abbreviation for the following:
B.Sc./B.S. -
A.B./B.A. -
B.F.A. -
B.B.A. -
Answers:
B.Sc./ B.S. — Bachelor of Science
A.B./B.A. — Bachelor of Arts
B.F.A. — Bachelor of Fine Arts
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B.B.A. — Bachelor of Business Administration

4. Match the study of knowledge with the

corresponding university degrees

CCTCCTBCHHBIC HAYKU

Bachelor of Arts

I'YMAaHUTApHbIEC HAYKU

Bachelor of Business Administration

HCKYCCTBO Bachelor of Science
yIpaBJIeHUE Bachelor of Fine Arts
Answers:

ecrecTBeHHbIe Hayku — Bachelor of Science
rymanuTapHeie Hayku — Bachelor of Arts
uckycctBo — Bachelor of Fine Arts

ynpasnenue — Bachelor of Business Administration

5. Sequence prediction (what is the next degree?)

Answer:

graduate/postgraduate/doctoral student, Doctor of Philosophy, senior doctorate, Masters’s

degree, Bachelor’s degree.

6. Make up English-Russian pairs of nouns equivalent in meaning:

to publish OBITh HArPaKICHHBIM

to include BKJIIOYATh

to develop OIMyOJIMKOBATh

to collaborate pa3pabaThiBaTh

to be awarded 3alUIIATh JUCCEPTAIIUIO
to encounter Y4aCTBOBATH

to participate COTPYIHUYATH

to take post-graduate courses BCTPEYATHCS

to prove a thesis

00yuJaThCsl B aCIUPAHTYpE

Answers:
to publish onmy6arkoBath
to include Bxmrouats
to develop paspabareiBaTh
to collaborate corpynauuars
to be awarded ObITh Harpak ICHHBIM
to encounter BcTpeyaTbCst
to participate yuactBoBath

to take post-graduate courses oOydatbcsi B aCIUpaHType

to prove a thesis samnuimare quccepTanuio

7. Make up English-Russian pairs of verbs equivalent in meaning:

sphere peAnpUsTHE

research JaHHble HHQOpMAaIHs
importance kagenpa

enterprise WCCIIE/IOBATENIbCKAS TPYIINa

scientific adviser

yucCHas CTCIICHb

scientific degree

0Tpacib

department

HAaYYHOC HMCCJICIOBAHNC
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branch HAYYHBIH PYKOBOJUTEIb
research team 00J1acTh

data BaKHOCTH

Answers:

sphere o6nactpb

research HayuHoe UcClieI0BaHHE
importance Ba)XHOCThb

enterprise npennpusitue

scientific adviser Hay4HbIil pyKOBOIHUTEIb
scientific degree yuenas creneHb
department kadenpa

branch otpacnb

research team uccnenoBarenbckas rpymnmna
data nannsie nHMGOpPMaIUI

3. Form nouns by adding suffixes:

to research —

to invent —

to investigate —

to supervise —

science —

collaborate —

Answers:
to research — researcher, to invent — inventor, to investigate — investigator, to supervise —
supervisor, science — scientist, collaborate — collaborator

8. Find synonyms and arrange them in pairs:

research group
branch publications
importance supervisor
collaborator field
team significance
scientific adviser investigation
scientific papers coworker

Answers:

research investigation

branch field

importance significance
collaborator coworker

team group

scientific adviser supervisor
scientific papers publications

9. Find synonyms and arrange them in pairs:

to enable to defend a dissertation
to prove a thesis to gather

to collect to be busy with

to encounter to come across

to be engaged in to get
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to be through with to allow

to obtain to finish

Answers:

to enable to allow

to prove a thesis to defend a dissertation
to collect to gather

to encounter to come across

to be engaged in to be busy with

to be through with to finish

to obtain to get

10. Find antonyms and arrange them in pairs:

experimentator inexperienced

to increase to decrease

to enable simple

experienced to disable

complicated theoretician

unknown narrow

wide famous
Answers:

experimentator theoretician
to increase to decrease

to enable to disable
experienced inexperienced
complicated simple
unknown famous

wide narrow

11. Put the words in the correct word order

a) post-graduate courses, I, took, and, applied quantitative methods, in economics.
b) the candidate examination, I, take, in the special subject, am to.

c) in, delivering, lectures, in, economics, have, we, taken, part.

Answer:

| took post-graduate courses in economics and applied quantitative methods.

| am to take the candidate examination in the special subject.

We have taken part in delivering lectures in economics.

12. Choose the only answer which is correct

A research assistant is ...

a) a researcher employed, often on a temporary contract, by a university or a
research institute, for the purpose of assisting in academic research. He/she is not
independent and not directly responsible for the outcome of the research and is responsible
to a supervisor or principal investigator. He/she is often educated to degree level and might
be enrolled in a postgraduate degree program and simultaneously teach.

b) A professional that usually has an advanced degree beyond a Master's degree. He/she is
an employee of the University or a Research Institute, and may be eligible to receive University
or Federal benefits. He/she has a graduate degree, such as a master's (e.g. Master of Science) or
in some cases Master of Engineering or a doctoral degree (e.g. Doctor of Philosophy, Doctor of
Medicine or Doctor of Pharmacy).

¢) a member of a group of learned people who work together as peers in the pursuit of
mutual knowledge or practice. They may include visiting professors, postdoctoral researchers
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and doctoral researchers. It may also indicate an individual recipient of a graduate-level merit-
based form of funding akin to a scholarship.

13. Choose the only answer which is correct

Research Associates are ...

a) researchers employed, often on a temporary contract, by a university or a research
institute, for the purpose of assisting in academic research. They are not independent and not
directly responsible for the outcome of the research and are responsible to a supervisor or
principal investigator. They are often educated to degree level and might be enrolled in
a postgraduate degree program and simultaneously teach.

b) scholars and professionals that usually have an advanced degree beyond a Master’s
degree. They are employees of the University or a Research Institute, and may be eligible to
receive University / Federal benefits. Their position does not explicitly require mentoring
and is a regular staff position with appointment letters processed by Human Resources.
They often have a graduate degree, such as a master's (e.g. Master of Science) or in some
cases Master of Engineering or a doctoral degree (e.g. Doctor of Philosophy, Doctor of
Medicine or Doctor of Pharmacy).

c) persons conducting research after the completion of their doctoral studies (typically
aPhD) as part of a temporary appointment, usually in preparation for an
academic faculty position. It is intended to further deepen expertise in a specialist subject,
including integrating a team and acquiring novel skills and research methods. Their research is
often considered essential while advancing the scholarly mission of the host institution; it is
expected to produce relevant publications in peer-reviewed academic journals. In some
countries, postdoctoral research may lead to further formal qualifications or certification, while
in other countries it does not.

14. Choose the only answer which is correct

A postdoctoral researcher, post-doctoral researcher or postdoctoral fellow is ...

a) a person conducting research after the completion of their doctoral studies
(typically a PhD) as part of a temporary appointment, usually in preparation for an
academic faculty position. It is intended to further deepen expertise in a specialist subject,
including integrating a team and acquiring novel skills and research methods. It is often
considered essential while advancing the scholarly mission of the host institution; it is
expected to produce relevant publications in peer-reviewed academic journals. In some
countries, it may lead to further formal qualifications or certification, while in other
countries it does not.

b) a researcher employed, often on a temporary contract, by a university or a research
institute, for the purpose of assisting in academic research. He/she is not independent and not
directly responsible for the outcome of the research and is responsible to a supervisor or
principal investigator. He/she is often educated to degree level and might be enrolled in
a postgraduate degree program and simultaneously teach.

c) a scholar from an institution who visits a host university, where he or she is projected to
teach, lecture, or perform research on a topic the visitor is valued for. In many cases the position
is not salaried because the scholar typically is salaried by his or her home institution.

15. True or false?
Other terms for visiting scholars include visiting researcher, visiting fellow and visiting
lecturer. Sometimes "guest” is used instead of "visiting," e.g., guest professor.
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Answer:
True

16. Retired but retaining an honorary title corresponding to that held immediately
before retirement is ...

a) emeritus professor

b) assistant professor

c) visiting professor

d) associate professor

17. Choose the only answer which is correct

Assistant professor

a) The rank is generally held for a probationary period of three to seven years, after
which the individual will either be promoted or will be terminated from employment.

b) Upon successfully receiving tenure, he/she usually is promoted to the rank. The rank is
usually awarded after a substantial record of scholarly accomplishment (such as the publication
of one or more books, numerous research articles, a successful program of external research
grant support, successful teaching and/or service to the department).

c) A scholar from an institution who visits a host university, where he or she is projected
to teach, lecture, or perform research on a topic the visitor is valued for. In many cases the
position is not salaried because the scholar typically is salaried by his or her home institution,
while some visiting positions are salaried.

18. Choose the only answer which is correct

Associate professor

a) The rank is generally held for a probationary period of three to seven years, after which
the individual will either be promoted or will be terminated from employment.

b) Upon successfully receiving tenure, he/she usually is promoted to the rank. The
rank is usually awarded after a substantial record of scholarly accomplishment (such as the
publication of one or more books, numerous research articles, a successful program of
external research grant support, successful teaching and/or service to the department).

¢) A scholar from an institution who visits a host university, where he or she is projected
to teach, lecture, or perform research on a topic the visitor is valued for. In many cases the
position is not salaried because the scholar typically is salaried by his or her home institution,
while some visiting positions are salaried.

19. Hanumwure aHITMKACKUN 53KBUBAJIEHT CJIOBA «OTAE», WCIHOIb3YIOUIUNCA s
0603Ha‘1€HI/I}I ocTa 3aBeAyrouiero OTACIOM.

Answer:

chair

20. HanummTe aHIMMMICKAKA 5SKBUBAJIEHT CIIOBA «OTIEN», HCIOJIB3YIOIIUNACS s
0003HaYEHHS noApa3aACiICHUS HHCTUTYTa

Answer:

department

21. Choose the only answer which is not correct
«3aMeCTUTEND AUPCKTOPpa» MOo-aHr JIUUCKHU — 3TO
a) sub-dean

b) deputy director

C) associate dean

d) assistant dean

25


https://en.wikipedia.org/wiki/Tenure
https://en.wikipedia.org/wiki/Tenure

Answer:
deputy director

22. Hanuiure aHrIUMCKUI 3KBUBAJIEHT JOHKHOCTH «CTapUINi MPENoiaBaTenby
Answer:
senior lecturer

23. Hamumure aHTIAACKUNA SKBUBAJIEHT JOJDKHOCTH «IOLIEHT)
Answer:
associate professor

24. True or false?

A provost is the senior academic administrator at many institutions of higher education in
the United States and Canada, the equivalent of a pro-vice-chancellor at some institutions in the
United Kingdom and Ireland or a Deputy Vice-Chancellor (Academic) at most Australian
universities.

Answer:

True

25. True or false?

Jobs for research associates are most often found through universities, although projects at
private companies are not unusual.

Answer:

True

1. OcHOBBI HAYYHO-TEXHHYECKOT0 NepeBoaa

Choose the only answer which is correct

1. The paper ... last year.

a) wrote

b) is being written

) was written

d) has been written

2. The statistical theory ... quite recently.

a) have been developed

b) has been developed

c) was developed

d) has developed

3. The result of the experiment ... in Fig. 11.

a) is shown

b) shows

c) has shown

d) will show

4. The above problem ... by one of the writers, and the results will be published
separately.

a) will have been investigated

b) was investigated

¢) have been investigated

d) is being investigated

5. Some pressing problems ... at the symposium.

a) is being discussed

b) will be discussed

¢) was discussed
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d) have discussed
6. The results can be relied ... .
a) upon
b) by
¢) with
d) to
7. For further details the reader is referred ... the end of the book.
a) upon
b) by
C) with
d) to
8. The problem of therminology has not been touched ... here.
a) upon
b) by
C) with
d) to
9. Newton’s laws of motion may be subjected ... criticism.
a) upon
b) by
C) with
d) to
10. The presence of slight traces of hydrogen peroxide in the atmosphere is accounted ...
by the action of ultraviolet light upon the moist oxygen.
a) for
b) by
C) with
d) to
11. Great changes were brought ... by historical factors.
a) about
b) by
C) with
d) to
12. Some plants are quickly affected ... cold.
a) upon
b) by
C) with
d) to
13. The first discovery was succeeded ... many others.
a) upon
b) by
C) with
d) to
14. He had been greatly influenced ... Dutch painters.
a) upon
b) by
C) with
d) to
15. The integration is carried out along the actual temperature-time path which is
followed ... the system.
a) upon
b) by
¢) with
27



d) to

16. Special ... has been called to the research work.

a) attention

b) care

c) attempt

d) emphasis

17. ... are taken to diminish friction.

a) attempts

b) notice

C) opportunity

d) steps

18. An ... was made to measure samples by immediately raising the temperature.

a) care

b) attempt

C) notice

d) steps

19. The explosion must ... long ago.

a) occur

b) have occured

20. Life may ... on that planet.

a) have existed

b) exist

21. Water is ... to meet our needs.

a) to purify

b) to be purified

22. You are ... into consideration that apart from kinetic evidence there is little direct
proof of the production of free oxygen atoms by photolysis of any oxide.

a) to take

b) to have taken

23. ... this book the scholar found out many interesting things.

a) reading

b) being read

¢) having been read

24. ... to late Morrison could not go to the conference.

a) having invited

b) being invited

¢) inviting

25. ... from this point of view the question will be of great interest.

a) considering

b) considered

¢) having considered

26. ... the measurements the experimenter then processed the data.

a) being made

b) making

¢) having made

27. ... for several hours the substance began to melt.

a) heated

b) being heated

¢) having been heated

28. It is worth while ... this phenomenon.

a) having discussed

b) discussing
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c) having been discussed

d) being discussed

29. IfI... this book, I .... it to you.
a) have, will give

b) have, shall

c) had had, should give

d) had, should give

30. The ... time yesterday, he ... the experiment.

a) has, will have

b) had had, would have completed
c) would have, had

d) would, had had

31. IfI...time, I ... the experiment.
a) will, have completed

b) have, complete

c) have, shall complete

d) would have, will complete

32. Make up English-Russian pairs of adjectives and nouns equivalent in meaning

accurate BApHUAHT, BO3MOKHOCTh

alternative co00OpakeHue, IPUINHA

approach METOT

consideration TOYHBIN

evidence METOJIMKA, METO/T; ITPOIIECC

procedure JTAHHBIC

technique METOIMKa, METO/, armaparypa
Answers:

accurate TouHsIN

alternative BapuaHT, BO3MOXHOCTb
approach meron

consideration coobpaxeHnue, mpuuuHa
evidence nanHbIe

procedure MeToMKa, METOI; TIPOIIECC
technique meToarka, MeTos, anmaparypa

33. Make up English-Russian pairs of conjunctions equivalent in meaning

if B Cllydae, eClid
unless IPEJIIOJIAras, 4ro
in case IPH YCIIOBMH, €CITH
in order to JUISL TOTO, YTOOBI
provided (providing) that JIaKe, eCITH

even though eCIin

Suppose, supposing eclu ... He

Answers:

if ecn

unless ecnu ... He

in case B ciryuae, eciiu

in order to w1 Toro, 4ToOBI

provided (providing) that npu ycnosuwu, ecnu

even though naxe, eciu
SUPpPOSe, SUPPOsiNg Tpemonaras, 4To
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Kpurepun onieHK# yCTHOTO BBICTYIUICHUS:

«3a4YTCHO»

CooOmieHne COOTBETCTBYET 3asiBICHHOM TeMe, JOIMYeCKd IIOCTPOEHO, B
JIOCTaTOYHOM Mepe pPacKpbIBaeT TEMY, AEMOHCTPUPYET YMEHHUE HCIIOJIb30BATh
AyTEeHTUYHBIN S3BIKOBOM Marepuan mnpopecCHOHATBFHO OPUEHTUPOBAHHBIX
TEKCTOB IO CINELUAIBHOCTH HA HHOCTPAHHOM $I3bIKE, COJIEP’KUT 0O0CHOBAHHbIE
BbIBOJIb, TIPaMOTHO UM  YBEPEHHO  U3JIOXKEHHbIE C  COOJIOJEHHEM
IIPOU3HOCUTENIBHOM, JIEKCHYECKOW, IPAMMATHYECKON U CTWIMCTUYECKOM HOpM
MHOCTPAHHOTIO S3bIKA, JOKJIAJYMK OTBETUJ HA IIOCTABIECHHBIE BOIIPOCHI.

«HE3AYTCHO»

CooOuieHue auilb YaCTUYHO COOTBETCTBYET 3asBJIEHHOM TeMe, HapylleHa
JIOTHKa U3JI0KEHUSI MaTepuania, He COOTBETCTBYET CTUIIMCTHKE HAYYHOI'O
TEKCTa, aCIUPAHT IJIOXO OPUEHTUPYETCS B TEME, JOMYCKAET OMMOKU B
TEPMHHAX, MHOTOUYHUCIIEHHbIE TPAMMAaTUYECKHE U TPOU3HOCUTENIbHBIE OIINOKH,
3aTpyJHSIONINE KOMMYHUKAIMIO, HE TIOHUMAET BOIIPOCOB W/WJIM HE OTBEYAET
Ha BOIIPOCHI.

Kputepuu onieHku nepeBoja TekcTa Mo CHEUaIbHOCTH:

«3BaYTCHO»

Conepxxanne otBera: [IpoOmeMarnka TEKCTa JOCTATOYHO TOHSTA JJIs TOTO,
YTOOBI CBSI3HO U JIOTHYHO MEPEIaTh €ro CoJAepKaHUue Ha PYCCKOM SI3BIKE.
KommyHUKaTHBHBIE HaBBIKH: aCMUPaHT JIEMOHCTPUPYET CPOPMHPOBAHHOCTH
KOMMYHHKATHBHBIX MW A3BIKOBBIX YMeHI/Iﬁ U HABBIKOB IIpU OTBCTC Ha
po0IeMHbIE BOIIPOCHI.

Jlekcuyeckuil 3amac: acnmupaHT JEMOHCTPUPYET JOCTATOYHBIM CIOBApHBI
3amac, COOTBETCTBYIOIIUN MPENIOKEHHOW TeMaTHKe, U yMEeT MpeoaojieBaTh
JIEKCUYECKHUE TPYJHOCTHU MPU MOCTPOCHUH UHOS3bIYHOTO BHICKA3bIBAHMUS.
I'pamMaTuyeckasi MpaBUIBHOCTh PEYM: ACIHUPAHT JAEMOHCTPUPYET aKTUBHOE
BJIaZICHUE BUJOBPEMEHHbIMU (opMaMu Trjarojia M YyMEHHE KOPPEKTHOTO
MTOCTPOEHHUSI POCTHIX U CIIOKHBIX MPEITI0KEHUI.

®doHernyeckoe OQoOpMIIEHHE peud: aclupaHT AEMOHCTPHUPYET BIlaJIeHHE
OCHOBHBIMHM TPOU3HOCUTEIBbHBIMA M HMHTOHAIIMOHHBIMH HaBBIKAMH YCTHOM
peun.

«HE
3a4TCHO»

Conepxanme oreta: [IpobreMarrka TeKCTa HEJOCTATOYHO IMOHATA YISl TOTO,
9TOOBI CBSI3HO M JIOTUYHO II€PEAaTh €ro CoJCp)KaHHE Ha PYCCKOM S3BIKE.
ACIIMpaHT MCHBITHIBACT OOJIBIIINE TPYAHOCTH MPHU TMOTMBITKE CBI3HO M JIOTUYHO
nepeaaTh coaepKaHue TekcTa. McnbpIThiBaeT OOJbIINE 3aTPyIHEHUS SI36IKOBOTO
Y KOMMYHUKAaTUBHOTO XapakTepa IpH KOMMEHTUPOBAHUU COJIEPKAHUS TEKCTA
Y BBIPOKECHUH COOCTBEHHOTO MHEHHSI IPY OTBETAX HA MPOOJIEMHBIE BOTIPOCHI.
KommyHUKaTUBHBIE HABBIKM: ACIHMPAHT HE BIAACET HABBIKAMM IOAJACPIKAHUS
Oecenpl, HE CINOCOOCH K MHHUIMATHUBHOW pedd. OTBETHI Ha BOIPOCHI
MperojiaBaTesis He COACPKATEIbHbI U HE JIOTUYHBI.

Jlekcuyecknil 3amac: AaxkTUBHBIM CIIOBAPHBIA 3amac KpaWHEe OrpPaHHUYEH,
OTCYTCTBYET BAPUATUBHOCTD SI3BIKOBBIX CPEACTB, UCIOJIB3YIOTCS YIIPOIIECHHbBIE
JIEKCUKO-TPAMMAaTHYECKUE CTPYKTYPHI.

I'pammaTnyeckasi MpaBUIBHOCTh peyd: ACHUPAHT JOMYCKAET CYIIECTBEHHbIE
OIMOKK B yMOTpeOJIEHWH BHUAOBPEMEHHBIX (OopMaM Iiarojla U MOCTPOCHUH
MPOCTBIX M CJIOXKHBIX TpeokeHui. JlomylieHHbIe OIMHUOKUA MPETsSTCTBYIOT
IMIOHMMAHHIO CMBICIIA PEYH.

donetnyeckoe o(opmIieHHE peur: aclUpaHT HE BIAACET TEXHUKON YTCHHS
BCIIYX B COOTBETCTBUHM C APTUKYJSLMOHHBIMA M IPOU3HOCUTEIbHBIMU
HOpPMaMH, JOIYCKAeT 3HAYUTEIbHBIE HCKAaXEHHUS NPU IPOUZHECEHUHU
OTJICTIHHBIX 3BYKOB ¥ NMPU HHTOHAIIMOHHOM O(OPMIICHUH BHICKA3bIBAHMUS.
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[Tpunoxxenue 2
OdopmiieHne TUTYIIBHBIX JTUCTOB

OEJNEPAJIBHOE TOCYJAPCTBEHHOE BIO/DKETHOE YUPEXIEHWUE HAYKU
KAJIMBILKNU HAYYHBIM HEHTP POCCUNCKOU AKAAEMNUN HAVK

MEPEBOJ]

AJIg caavu KaHAUJATCKOr'o 9K3aMCHaA IO HHOCTPAHHOMY A3BIKY
II0 KHHUTEC: « »
()/KCZS’amb HA UHOCMPARHOM A3blKe asnopa, Ha3eaHue, 6blx00Hbl€ ()aHHble KHMZM)

CTP. C ..... TIO .....
Boinosauit:
AcnupanT 1 xypca
D.1O.
[TpoBepui: kaHAUIAT
(bUI0I0rHYECKUX HAYK
D.1O.
OJINCTA 20 .
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[Tpunoxxenue 3
TEPMHUHOJIOTUYECKUM CJIOBAPD

I. CocraB cnoBaps

AHTIIO-pyccKuil aipaBUTHBIH TEPMHHOJIOTHYECKUAN CIOBAph MO CBOCH CHEIMATBLHOCTH
COCTaBJIIETCS HA OCHOBE BCEM MPOUMTAHHOW JMUTEpaTypbl Ha MHOCTPAHHOM SI3bIKE IIO
crenuagbHOCTH 00beMoM okojio 300 TepmuHOB. Brimowars B cioBapb CIEIyeT CiiOoBa U
CJIIOBOCOYETAHMsI, XapaKTEepHbIE JJIsl JAHHOM 001acTu 3HaHus, n30erast IEKCUKHU OOLIEro SA3bIKa.

CnoBa B WCXOMHOW cioBapHOW ¢opme, T.e. Tiarodsl B ¢GopMme WHPUHHUTHBA,
CYLIECTBUTENbHbIE B €IMHCTBEHHOM 4MCJIE, IpUJIarateibHble B IOJIOKUTEIBHON CTEIEHH,
pacnojiarath B al(aBUTHOM HOPSAJKE B OTACIBHOMN TeTpaau WK OJIOKHOTE.

I1. Obopmnenue croBaps

Ha tutyneHOM mmcTe croBaps HEOOXOAMMO YyKa3aTh CBOIO Y3KYHO CHEIHaTbHOCTh
HayyHOUM paOoThl. Hampumep: «TepMUHOIOTHYECKHI aHIJIO-PYCCKHUI CIOBapb-MUHUMYM IO
uctopumn» acnupanta KHI[ PAH (®.1.0.).

VYka3arb roJi COCTaBJIEHUS CIIOBapS.
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OEJIEPAJIBHOE I'OCYJAPCTBEHHOE BYOJDKETHOE YUPEXJIEHUE HAYKH
KAJIMBILKNU HAYYHBIM HEHTP POCCUNCKOU AKAAEMNUN HAVK

TepMUHOJIOTMYECKUI aHTJIO-PYCCKUN CIIOBAPb-MUHUMYM
no reme “LITERATURE”

«JINTEPATYPA»
Brinomnun:
Acnimpant | kypca
®.1.0.
[IpoBepu: kanAMAAT
(bUITOTOTHYECKUX HAYK
®.1.0.
OJIMCTA 20
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[Tpunoxxenue 4

The Plan for Rendering the Article and the Words to be used while Rendering

1. The title of the article
The article is headlined ...
The article is entitled ...
The title of the article is ...
The headline of the article is ...
2. The author of the article, the newspaper, where and when the article was published
The author of the article is ...
The article is written by ...
The article is (was) published in ...
3. The message / the main idea of the article
The (present) article is about ...
The article is devoted to ...
The article deals with ...
The article under considertion discusses ...
The article touches upon ...
The article addresses the problem of ...
The article raises / highlights / brings up the problem ...
The article describes the situation ...
The article assesses the situation
The aim of the article is to provide the reader with information about ...
We shall consider briefly / in detail the problem of ...

4. Introduction of an idea

There are/were two/three/four/several/many reasons/causes/results/consequences/ways of
looking at/interpreting/deciding ...

Rhetorical Questions
Now, why should the Greeks have considered the city-state in this way?
How does the copper react when a catalyst is added to the solution?

5. Introductory statements

Let me first explain/describe/talk about the background ...

The topic/subject/idea/story/fact/formula which | intend to discuss/explain/talk
about/describe/recount/define is important/valuable/significant/useful/interesting/necessary
because ...

6. The contents of the article

The author starts by telling the reader that ...

6.1. At the beginning

The author goes on to say that ...

The first question we must ask is ... ; The next question is ... .

6.2. Development of an idea

The author writes/ states/stresses/underlines/emphasises/points out that ...
The author believes / supposes ...
In the first/second/third place ...
Firstly ... / Secondly ...
Another/ an additional reason/cause/explanation/development is/was ...
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6.3. Contrast of several ideas

On the one hand ... ; On the other hand ...

But ...

However ...

Although ...

Though many aspects of this problem are debated, it is sure that ...

6.4. Results of ideas

Therefore ... consequently ...
As a result of/consequence
If/Since/Because this is/was/were so (then) ...

6.5. Transition of ideas
Now let us think about .../look at .../consider for a moment .../turn our attention to ...

If what | have said/this/these/these facts/these ideas is/are true/possible/what/happened/justified
(then) ...

6.6. Chronology of ideas
First .../ In the beginning .../ Then ... / The next ... / Another .../Again ...

Following .../The former .../The latter .../ Prior to .../ Before ... / Hitherto ...

Theretofore .../ Subsequently .../ Finally .../ At last .../ Ultimately ...

6.7. Emphases of ideas

This is/was important because ...

The important/obvious/significant result(s) are/were/would be...
Let me repeat ...

I’1l say this/that again ...

7. Summary of ideas

The author comes to the conclusion that ...
In coclusion, (the author draws the attention of the reader to ...)
As a conclusion ...

In summary ...

As asummary ...

Tosumup ...

Briefly then ...

As we have seen ...

As | have shown ...

For all these reasons ...

Let me review quickly ...
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IIpuioxenue 5

Texcmbl Onst umenus, nepesood, AHHOMUPOBAHUS, pehepuposanus
no CNeyuanrbHOCmAM

10.01.02 — JIutepaTtypa HapoaoB Poccuiickoii @enepanuu (kaaMblIKas JJUTEpaTypa)

https://www.britannica.com/art/literature

Text 1.
Literature
WRITTEN BY Kenneth Rexroth

Poet, writer, and painter. Special Lecturer, University of California, Santa Barbara. Author
of Classics Revisited and others.

Literature, a body of written works. The name has traditionally been applied to those
imaginative works of poetry and prose distinguished by the intentions of their authors and the
perceived aesthetic excellence of their execution. Literature may be classified according to a
variety of systems, including language, national origin, historical period, genre, and subject
matter.

For historical treatment of various literatures within geographical regions, see such articles
as African literature; African theatre; Oceanic literature; Western literature; Central Asian
arts; South Asian arts; and Southeast Asian arts. Some literatures are treated separately by
language, by nation, or by special subject (e.g., Arabic literature, Celtic literature, Latin
literature, French literature, Japanese literature, and biblical literature).

Definitions of the word literature tend to be circular. The 11th edition of Merriam-
Webster’s Collegiate Dictionary considers literature to be “writings having excellence of form or
expression and expressing ideas of permanent or universal interest.” The 19th-century
critic Walter Pater referred to “the matter of imaginative or artistic literature” as a “transcript, not
of mere fact, but of fact in its infinitely varied forms.” But such definitions assume that the
reader already knows what literature is. And indeed its central meaning, at least, is clear enough.
Deriving from the Latin littera, “a letter of the alphabet,” literature is first and foremost
humankind’s entire body of writing; after that it is the body of writing belonging to a given
language or people; then it is individual pieces of writing.

But already it is necessary to qualify these statements. To use the word writing when
describing literature is itself misleading, for one may speak of “oral literature” or “the literature
of preliterate peoples.” The art of literature is not reducible to the words on the page; they are
there solely because of the craft of writing. As an art, literature might be described as the
organization of words to give pleasure. Yet through words literature elevates and transforms
experience beyond “mere” pleasure. Literature also functions more broadly in society as a means
of both criticizing and affirming cultural values.

The Scope Of Literature

Literature is a form of human expression. But not everything expressed in words—even
when organized and written down—is counted as literature. Those writings that are primarily
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informative—technical, scholarly, journalistic—would be excluded from the rank of literature by
most, though not all, critics. Certain forms of writing, however, are universally regarded as
belonging to literature as an art. Individual attempts within these forms are said to succeed if
they possess something called artistic merit and to fail if they do not. The nature of artistic merit
is less easy to define than to recognize. The writer need not even pursue it to attain it. On the
contrary, a scientific exposition might be of great literary value and a pedestrian poem of none at
all.

The purest (or, at least, the most intense) literary form is the lyric poem, and after it comes
elegiac, epic, dramatic, narrative, and expository verse. Most theories of literary criticism base
themselves on an analysis of poetry, because the aesthetic problems of literature are there
presented in their simplest and purest form. Poetry that fails as literature is not called poetry at
all but verse. Many novels—certainly all the world’s great novels—are literature, but there are
thousands that are not so considered. Most great dramas are considered literature (although
the Chinese, possessors of one of the world’s greatest dramatic traditions, consider their plays,
with few exceptions, to possess no literary merit whatsoever).

The Greeks thought of history as one of the seven arts, inspired by a goddess, the muse
Clio. All of the world’s classic surveys of history can stand as noble examples of the art of
literature, but most historical works and studies today are not written primarily with literary
excellence in mind, though they may possess it, as it were, by accident.

The essay was once written deliberately as a piece of literature: its subject matter was of
comparatively minor importance. Today most essays are written as expository,
informative journalism, although there are still essayists in the great tradition who think of
themselves as artists. Now, as in the past, some of the greatest essayists are critics of
literature, drama, and the arts.

Some personal documents (autobiographies, diaries, memoirs, and letters) rank among the
world’s greatest literature. Some examples of this biographical literature were written
with posterity in mind, others with no thought of their being read by anyone but the writer. Some
are in a highly polished literary style; others, couched in a privately evolved language, win their
standing as literature because of their cogency, insight, depth, and scope.

Many works of philosophy are classed as literature. The Dialogues of Plato (4th
century BC) are written with great narrative skill and in the finest prose; the Meditations of the
2nd-century Roman emperor Marcus Aurelius are a collection of apparently random thoughts,
and the Greek in which they are written is eccentric. Yet both are classed as literature, while the
speculations of other philosophers, ancient and modern, are not. Certain scientific works endure
as literature long after their scientific content has become outdated. This is particularly true of
books of natural history, where the element of personal observation is of special importance. An
excellent example is Gilbert White’s Natural History and Antiquities of Selbourne (1789).

Oratory, the art of persuasion, was long considered a great literary art. The oratory of
the American Indian, for instance, is famous, while in Classical Greece, Polymnia was the muse
sacred to poetry and oratory. Rome’s great orator Cicero was to have a decisive influence on the
development of English prose style. Abraham Lincoln’s Gettysburg Address is known to every
American schoolchild. Today, however, oratory is more usually thought of as a craft than as an
art. Most critics would not admit advertising copywriting, purely commercial fiction,
or cinema and television scripts as accepted forms of literary expression, although others would
hotly dispute their exclusion. The test in individual cases would seem to be one of enduring
satisfaction and, of course, truth. Indeed, it becomes more and more difficult to categorize
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literature, for in modern civilization words are everywhere. Man is subject to a continuous flood
of communication. Most of it is fugitive, but here and there—in high-level journalism, in
television, in the cinema, in commercial fiction, in westerns and detective stories, and in plain,
expository prose—some writing, almost by accident, achieves an aesthetic satisfaction, a depth
and relevance that entitle it to stand with other examples of the art of literature.

Literary composition
Critical theories
Western

If the early Egyptians or Sumerians had critical theories about the writing of literature,
these have not survived. From the time of Classical Greece until the present day, however,
Western criticism has been dominated by two opposing theories of the literary art, which might
conveniently be called the expressive and constructive theories of composition.

The Greek philosopher and scholar Aristotle is the first great representative of the
constructive school of thought. His Poetics (the surviving fragment of which is limited to an
analysis of tragedy and epic poetry) has sometimes been dismissed as a recipe book for the
writing of potboilers. Certainly, Aristotle is primarily interested in the theoretical construction of
tragedy, much as an architect might analyze the construction of a temple, but he is not
exclusively objective and matter of fact. He does, however, regard the expressive elements in
literature as of secondary importance, and the terms he uses to describe them have been open to
interpretation and a matter of controversy ever since.

The 1st-century Greek treatise On the Sublime (conventionally attributed to the 3rd-century
Longinus) deals with the question left unanswered by Aristotle—what makes great literature
“great”? Its standards are almost entirely expressive. Where Aristotle is analytical and states
general principles, the pseudo-Longinus is more specific and gives many quotations: even so, his
critical theories are confined largely to impressionistic generalities.

Thus, at the beginning of Western literary criticism, the controversy already exists. Is the
artist or writer a technician, like a cook or an engineer, who designs and constructs a sort of
machine that will elicit an aesthetic response from his audience? Or is he a virtuoso who above
all else expresses himself and, because he gives voice to the deepest realities of his own
personality, generates a response from his readers because they admit some profound
identification with him? This antithesis endures throughout western European history—
Scholasticism versus Humanism, Classicism versus Romanticism, Cubism versus Expressionism
—and survives to this day in the common judgment of our contemporary artists and writers. It is
surprising how few critics have declared that the antithesis is unreal, that a work of literary or
plastic art is at once constructive and expressive, and that it must in fact be both.

Eastern

Critical theories of literature in Asian cultures, however, have been more varied. There is
an immense amount of highly technical, critical literature in India. Some works are recipe books,
vast collections of tropes and stylistic devices; others are philosophical and general. In the best
period of Indian literature, the cultural climax of Sanskrit (c. 320-490), it is assumed by writers
that expressive and constructive factors are twin aspects of one reality. The same could be said of
the Chinese, whose literary manuals and books on prosody and rhetoric are, as with the
West, relegated to the class of technical handbooks, while their literary criticism is concerned
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rather with subjective, expressive factors—and so aligns itself with the pseudo-
Longinus’ “sublime.” InJapan, technical, stylistic elements are certainly important
(Japanese discrimination in these matters is perhaps the most refined in the world), but both
writer and reader above all seek qualities of subtlety and poignancy and look for intimations of
profundity often so evanescent as to escape entirely the uninitiated reader.

Broad and narrow conceptions of poetry

East Asian literary tradition has raised the question of the broad and narrow definitions
of poetry (a question familiar in the West from Edgar Allan Poe’s advocacy of the short poem in
his “Poetic Principle” [1850]). There are no long epic poems in Chinese, no verse novels of the
sort written in England by Robert Browning or Alfred Lord Tennyson in the 19th century. In
Chinese drama, apart from a very few of the songs, the verse as such is considered doggerel. The
versified treatises on astronomy, agriculture, or fishing, of the sort written in Greek and Roman
times and during the 18th century in the West, are almost unknown in East Asia. Chinese poetry
is almost exclusively lyric, meditative, and elegiac, and rarely does any poem exceed 100 lines—
most are little longer than Western sonnets; many are only quatrains. In Japan this tendency to
limit length was carried even further. The ballad survives in folk poetry, as it did in China, but
the “long poem” of very moderate length disappeared early from literature. For the Japanese,
thetanka is a “long poem™ in its common form it has 31 syllables; the sedoka has 38;
the dodoitsu, imitating folk song, has 26. From the 17th century and onward, the most popular
poetic form was the haiku, which has only 17 syllables.

This development is relevant to the West because it spotlights the ever-increasing emphasis
which has been laid on intensity of communication, a characteristic of Western poetry (and of
literature generally) as it has evolved since the late 19th century. In East Asia
all cultivated people were supposed to be able to write suitable occasional poetry, and so those
qualities that distinguished a poem from the mass consequently came to be valued above all
others. Similarly, as modern readers in the West struggle with a “communication avalanche” of
words, they seek in literature those forms, ideas, values, vicarious experiences, and styles
that transcend the verbiage to be had on every hand.

Literary language

In  some literatures (notably classical Chinese, OIld Norse, OId Irish),
the language employed is quite different from that spoken or used in ordinary writing. This
marks off the reading of literature as a special experience. In the Western tradition, it is only in
comparatively modern times that literature has been written in the common speech of cultivated
men. The Elizabethans did not talk like Shakespeare nor 18th-century people in the stately prose
of Samuel Johnson or Edward Gibbon (the so-called Augustan plain style in literature became
popular in the late 17th century and flourished throughout the 18th, but it was really a special
form of rhetoric with antecedent models in Greek and Latin). The first person to write major
works of literature in the ordinary English language of the educated man was Daniel
Defoe (1660?-1731), and it is remarkable how little the language has changed since. Robinson
Crusoe (1719) is much more contemporary in tone than the elaborate prose of 19th-century
writers like Thomas De Quincey or Walter Pater. (Defoe’s language is not, in fact, so very
simple: simplicity is itself one form of artifice.)

Ambiguity

Other writers have sought to use language for its most subtle and complex effects and have
deliberately cultivated the ambiguity inherent in the multiple or shaded meanings of words.
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Between the two  world wars, “ambiguity”  became  very  fashionable
in English and American poetry and the ferreting out of ambiguities—from even the simplest
poem—was a favourite critical sport. T.S. Eliot in his literary essays is usually considered the
founder of this movement. Actually, the platform of his critical attitudes is largely moral, but his
two disciples, I.LA.  Richards in Principles  of Literary  Criticism (1924) and William
Empson in Seven Types of Ambiguity (1930), carried his method to extreme lengths. The basic
document of the movement is C.K. Ogden and I.A. Richards’ The Meaning of Meaning (1923), a
work of enormous importance in its time. Only a generation later, however, their ideas were
somewhat at a discount. However, ambiguity remained a principal shaping tool for the writer and
a primary focus in literary criticism.

Translation

Certainly, William Blake or Thomas Campion, when they were writing their simple lyrics,
were unaware of the ambiguities and multiple meanings that future critics would find in them.
Nevertheless, language is complex. Words do have overtones; they do stir up complicated
reverberations in the mind that are ignored in their dictionary definitions. Great stylists, and most
especially great poets, work with at least a half-conscious, or subliminal, awareness of
the infinite potentialities of language. This is one reason why the essence of most poetry and
great prose is so resistant to translation (quite apart from the radically different sound patterns
that are created in other-language versions). The translator must project himself into the mind of
the original author; he must transport himself into an entirely different world of relationships
between sounds and meanings, and at the same time he must establish an equivalence between
one infinitely complex system and another. Since no two languages are truly equivalent in
anything except the simplest terms, this is a most difficult accomplishment. Certain writers are
exceptionally difficult to translate. There are no satisfactory English versions, for example, of the
Latin of Catullus, the French of Baudelaire, the Russian of Pushkin, or of the majority of Persian
and Arabic poetry. The splendour of Sophocles’ Greek, of Plato at his best, is barely suggested
even in the finest English versions. On the other hand, the Germans insist that Shakespeare is
better in German than he is in English, a humorous exaggeration perhaps. But again,
Shakespeare is resistant to translation into French. His English seems to lack equivalents in that
language.

The very greatest translations may become classics in their own right, of enduring literary
excellence (the King James Version of the Bible, appearing in 1611, is an outstanding example),
but on the whole the approximate equivalence of most translations to their originals seems to
have a very short life. The original work remains the same, of lasting value to its own people, but
the translation becomes out of date with each succeeding generation as the language
and criteria of literary taste change. Nothing demonstrates the complexity of literary language
more vividly. An analogous process takes place when a reader experiences a literary work in his
own language; each generation gets a “new version” from its own classics.

Yet the values of great literature are more fundamental than complexity and subtleties of
meaning arising from language alone. Works far removed from contemporary man in time and in
cultural background, composed in a variety of languages utterly different from one another in
structure, have nevertheless been translated successfully enough to be deeply moving. The 20th
century witnessed an immense mass of the oral literature of preliterate peoples and of the
writings of all the great civilizations translated into modern languages. Translations of these
literatures often distorted the original stories and, at best, captured only their essence. However,
without these translations, such stories would most likely be forever lost.
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Craftsmanship
Prosody

Literature, like music, is an art of time, or “tempo”: it takes time to read or listen to, and it
usually presents events or the development of ideas or the succession of images or all these
together in time. The craft of literature, indeed, can be said to be in part the manipulation of a
structure in time, and so the simplest element of marking time, rhythm, is therefore of basic
importance in both poetry and prose. Prosody, which is the science of versification, has for its
subject the materials of poetry and is concerned almost entirely with the laws of metre, or rhythm
in the narrowest sense. It deals with the patterning of sound in time; the number, length, accent,
and pitch of syllables; and the modifications of rhythm by vowels and consonants. In most
poetry, certain basic rhythms are repeated with modifications (that is to say, the poem rhymes or
scans or both) but not in all. It most obviously does neither in the case of the “free forms” of
modern poetry; but neither does it in the entire poetry of whole cultures. Since lyric poetry is
either the actual text of song or else is immediately derived from song, it is regular in structure
nearly everywhere in the world, although the elements of patterning that go into producing its
rhythm may vary. The most important of these elements in English poetry, for example, have
been accent, grouping of syllables (called feet), number of syllables in the line, and rhyme at the
end of a line (and sometimes within it). Other elements such as pitch, resonance, repetition of
vowels (assonance), repetition of consonants (alliteration), and breath pauses (cadence) have also
been of great importance in distinguishing successful poetry from doggerel verse, but on the
whole they are not as important as the former, and poets have not always been fully conscious of
their use of them. Greek and Latin poetry was consciously patterned on the length of syllables
(long or short) rather than on their accent; but all the considerations of “sound” (such
as assonance and alliteration) entered into the aesthetically satisfactory structure of a poem.
Similarly, both the French and Japanese were content simply to count the syllables in a line—but
again, they also looked to all the “sound” elements.

The rhythms of prose are more complicated, though not necessarily more complex, than
those of poetry. The rules of prose patterning are less fixed; patterns evolve and shift indefinitely
and are seldom repeated except for special emphasis. So the analysis of prose rhythm is more
difficult to make than, at least, the superficial analysis of poetry.

Structure

The craft of writing involves more than mere rules of prosody. The work’s structure must
be manipulated to attract the reader. First, the literary situation has to be established. The reader
must be directly related to the work, placed in it—given enough information on who, what,
when, or why—so that his attention is caught and held (or, on the other hand, he must be
deliberately mystified, to the same end).

Aristotle gave a formula for dramatic structure that can be generalized to apply to most
literature: presentation, development, complication, crisis, and resolution. Even lyric poems can
possess plot in this sense, but by no means are all literary works so structured, nor does such
structure ensure their merit—it can be safely said that westerns, detective stories, and cheap
melodramas are more likely to follow strictly the rules of Aristotle’s Poetics than are great
novels. Nevertheless, the scheme does provide a norm from which there
is infinite variation. Neoclassical dramatists and critics, especially in 17th-century France,
derived from Aristotle what they called the unities of time, action, and place. This meant that the
action of a play should not spread beyond the events of one day and, best of all, should be
confined within the actual time of performance. Nor should the action move about too much
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from place to place—best only to go from indoors to outdoors and back. There should be only
one plot line, which might be relieved by a subplot, usually comic. These three unities—of time,
place, and action—do not occur in Aristotle and are certainly not observed in Classical
Greek tragedy. They are an invention of Renaissance critics, some of whom went even further,
insisting also on what might be called a unity of mood. To this day there are those who, working
on this principle, object to Shakespeare’s use of comic relief within the tragic action of his
plays—to the porter in Macbeth, for instance, or the gravediggers in Hamlet.

Assiduous critics have found elaborate architectural structures in quite diffuse works—
including Miguel de  Cervantes’ Don  Quixote (1605-15), Laurence  Sterne’s Tristram
Shandy (1759-67), Giovanni Giacomo Casanova’s Icosameron (1788; 1928). But their
“discoveries” are too often put there after the event. Great early novels such as the
Chinese Dream of the Red Chamber (1754; first published in English 1929) and
the Japanese Tale of Genji (early 11th century) usually develop organically rather than according
to geometrical formulas, one incident or image spinning off another. Probably the most tightly
structured work, in the Neoclassicists’ sense, is the Icelandic Njdls saga.

The 19th century was the golden age of the novel, and most of the more famous examples
of the form were systematically plotted, even where the plot structure simply traced the growth
in personality of an individual hero or heroine. This kind of novel, of which in their
very diverse ways Stendhal’s The Red and the Black (1830) and Charles Dickens’ David
Copperfield (1850) are great examples, is known as Bildungsroman. Gustave Flaubert’s Madame
Bovary (1857) is as rigorously classicist in form as the 17th-century plays of Racine and
Corneille, which were the high point of the French classical theatre, although Flaubert obeys
laws more complex than those of the Aristotelians. Novels such as Leo Tolstoy’s War and
Peace (1865-69), Fyodor Dostoyevsky’s Brothers Karamazov (1880), and the works of Balzac
owe much of their power to their ability to overwhelm the reader with a massive sense of reality.
The latter 19th and early 20th centuries witnessed an attack on old forms, but what the new
writers evolved was simply a new architecture. A novel such as James Joyce’s Ulysses (1922),
which takes place in a day and an evening, is one of the most highly structured (yet innovative)
ever written. Novelists such as Joseph Conrad, Ford Madox Ford, Virginia Woolf, and, in his
later period, Henry James developed a multiple-aspect narrative, sometimes by using time shifts
and flashbacks and by writing from different points of view, sometimes by using the device
(dating back to Classical Greek romances) of having one or more narrators as characters within
the story. (This technique, which was first perfected in the verse novels of Robert Browning, in
fact reached its most extreme development in the English language in poetry: inEzra
Pound’s Cantos, T.S. Eliot’s The Waste Land, William Carlos Williams’ Paterson, and the many
long poems influenced by them.)

Content of literature
The word as symbol

The content of literature is as limitless as the desire of human beings to communicate with
one another. The thousands of years, perhaps hundreds of thousands, since the human species
first developed speech have seen built up the almost infinite systems of relationships
called languages. A language is not just a collection of words in an unabridged dictionary but the
individual and social possession of living human beings, an inexhaustible system of equivalents,
of sounds to objects and to one another. Its most primitive elements are those words that express
direct experiences of objective reality, and its most sophisticated are concepts on a high level of
abstraction. Words are not only equivalent to things, they have varying degrees of equivalence to
one another. A symbol, says the dictionary, is something that stands for something else or a sign
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used to represent something, “as the lion is the symbol of courage, the cross the symbol of
Christianity.” In this sense all words can be called symbols, but the examples given—the lion
and the cross—are really metaphors: that is, symbols that represent a complex of other symbols,
and which are generally negotiable in a given society (just as money is a symbol for goods or
labour). Eventually a language comes to be, among other things, a huge sea
of implicit metaphors, an endless web of interrelated symbols. As literature, especially poetry,
grows more and more sophisticated, it begins to manipulate this field of suspended metaphors as
a material in itself, often as an end in itself. Thus, there emerge forms of poetry (and prose, t00)
with endless ramifications of reference, as in Japanese waka and haiku, some ancient Irish and
Norse verse, and much of the poetry written in western Europe since the time of Baudelaire that
is called modernist. It might be supposed that, at its most extreme, this development would be
objective, constructive—aligning it with the critical theories stemming from Aristotle’s Poetics.
On the contrary, it is romantic, subjective art, primarily because the writer handles such material
instinctively and subjectively, approaches it as the “collective unconscious,” to use the term of
the psychologist Carl Jung, rather than with deliberate rationality.

Themes and their sources

By the time literature appears in the development of a culture, the society has already come
to share a whole system of stereotypes and archetypes: major symbols standing for the
fundamental realities of the human condition, including the kind of symbolic realities that are
enshrined in religion and myth. Literature may use such symbols directly, but all great works of
literary art are, as it were, original and unique myths. The world’s great classics evoke and
organize the archetypes of universal human experience. This does not mean, however, that all
literature is an endless repetition of a few myths and motives, endlessly retelling the first stories
of civilized man, repeating the Sumerian Epic of Gilgamesh or Sophocles’ Oedipus the King.
The subject matter of literature is as wide as human experience itself. Myths, legends,
and folktales lie at the beginning of literature, and their plots, situations, and allegorical
(metaphorical narrative) judgments of life represent a constant source of literary inspiration that
never fails. This is so because mankind is constant—people share a common physiology. Even
social structures, after the development of cities, remain much alike. Whole civilizations have a
life pattern that repeats itself through history. Jung’s term “collective unconscious” really means
that mankind is one species, with a common fund of general experience. Egyptian scribes,
Japanese bureaucrats, and junior executives in New York City live and respond to life in the
same ways; the lives of farmers or miners or hunters vary only within narrow limits. Love is love
and death is death, for a southern African hunter-gatherer and a French Surrealist alike. So the
themes of literature have at once an infinite variety and an abiding constancy. They can be taken
from myth, from history, or from contemporary occurrence, or they can be pure invention (but
even if they are invented, they are nonetheless constructed from the constant materials of real
experience, no matter how fantastic the invention).

The writer’s personal involvement

As time goes on, literature tends to concern itself more and more with the interior
meanings of its narrative, with problems of human personality and human relationships. Many
novels are fictional, psychological biographies which tell of the slowly achieved integration of
the hero’s personality or of his disintegration, of the conflict between self-realization and the
flow of events and the demands of other people. This can be presented explicitly, where the
characters talk about what is going on in their heads, either ambiguously and with reserve, as in
the novels of Henry James, or overtly, as in those of Dostoyevsky. Alternatively, it can be
presented by a careful arrangement of objective facts, where psychological development is
described purely in terms of behaviour and where the reader’s subjective response is elicited by
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the minute descriptions of physical reality, as in the novels of Stendhal and the greatest Chinese
novels like the Dream of the Red Chamber, which convince the reader that through the novel he
is seeing reality itself, rather than an artfully contrived semblance of reality.

Literature, however, is not solely concerned with the concrete, with objective reality,
with individual psychology, or with subjective emotion. Some deal with abstract ideas or
philosophical conceptions. Much purely abstract writing is considered literature only in the
widest sense of the term, and the philosophical works that are ranked as great literature are
usually presented with more or less of a sensuous garment. Thus, Plato’s Dialogues rank as great
literature because the philosophical material is presented in dramatic form, as the dialectical
outcome of the interchange of ideas between clearly drawn, vital personalities, and because the
descriptive passages are of great lyric beauty. Karl Marx’s Das Kapital (1867—95) approaches
great literature in certain passages in which he expresses the social passion he shares with the
Hebrew prophets of the Old Testament. Euclid’s Elements and St. Thomas Aquinas’ Summa
theologica give literary, aesthetic satisfaction to some people because of their purity of style and
beauty of architectonic construction. In short, most philosophical works that rank as great
literature do so because they are intensely human. The reader responds to Blaise
Pascal’s Pensées, to Michel de Montaigne’s Essays, and to Marcus Aurelius’ Meditations as he
would to living men. Sometimes the pretense of purely abstract intellectual rigour is in fact a
literary device. The writings of the 20th-century philosopher Ludwig Wittgenstein, for example,
owe much of their impact to this approach, while the poetry of Paul Valéry borrows
the language of philosophy and science for its rhetorical and evocative power.

Relation of form to content

Throughout literary history, many great critics have pointed out that it is artificial to make
a distinction between form and content, except for purposes of analytical discussion. Form
determines content. Content determines form. The issue is, indeed, usually only raised at all by
those critics who are more interested in politics, religion, or ideology than in literature; thus, they
object to writers who they feel sacrifice ideological orthodoxy for formal perfection, message
for style.

Style

But style cannot really be said to exist on paper at all; it is the way the mind of
the author expresses itself in words. Since words represent ideas, there cannot be abstract
literature unless a collection of nonsense syllables can be admitted as literature. Even the most
avant-garde writers associated with the Cubist or nonobjective painters used language, and
language is meaning, though the meaning may be incomprehensible. Oscar Wilde and Walter
Pater, the great 19th-century exponents of “art for art’s sake,” were in fact tireless propagandists
for their views, which dominate their most flowery prose. It is true that great style depends on
the perfect matching of content and form, so that the literary expression perfectly reflects the
writer’s intention; “poor style” reveals the inability of a writer to match the two—in other words,
reveals his inability to express himself. This is why we say that “style expresses the man.” The
veiled style of Henry James, with its subtleties, equivocations, and qualifications, perfectly
reflects his complicated and subtle mind and his abiding awareness of ambiguity in human
motives. At the other extreme, the style of the early 20th-century American novelist Theodore
Dreiser—bumbling, clumsy, dogged, troubled—perfectly embodies his own attitudes toward life
and is, in fact, his constant judgment of his subject matter. Sometimes an author, under the
impression that he is simply polishing his style, may completely alter his content. As Flaubert
worked over the drafts of Madame Bovary, seeking always the apposite word that would
precisely convey his meaning, he lifted his novel from a level of sentimental romance to make it
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one of the great ironic tragedies of literature. Yet, to judge from his correspondence, he seems
never to have been completely aware of what he had done, of the severity of his own irony.

Literature may be an art, but writing is a craft, and a craft must be learned. Talent, special
ability in the arts, may appear at an early age; the special personality called genius may indeed
be born, not made. But skill in matching intention and expression comes with practice. Naive
writers, “naturals” like the 17th-century English diarist Samuel Pepys, the late 18th-century
French naif Restif de la Bretonne, the 20th-century American novelist Henry Miller, are all
deservedly called stylists, although their styles are far removed from the deliberate, painstaking
practice of a Flaubert or a Turgenev. They wrote spontaneously whatever came into their heads;
but they wrote constantly, voluminously, and were, by their own standards, skilled practitioners.

Objective-subjective expression

There are certain forms of literature that do not permit such highly personal behaviour—
for instance, formal lyric poetry and classic drama. In these cases the word “form” is used to
mean a predetermined structure within whose mold the content must be fitted. These structures
are, however, quite simple and so cannot be said to determine the content. Jean Racine and Pierre
Corneille were contemporaries; both were Neoclassic French dramatists; both abided by all the
artificial rules—usually observing the “unities” and following the same strict rules of prosody.
Yet their plays, and the poetry in which they are written, differ completely. Corneille is
intellectually and emotionally a Neoclassicist—clear and hard, a true objectivist, sure of both his
verse and the motivations of his characters. Racine was a great romantic long before the age of
Romanticism. His characters are confused and tortured; his verse throbs like the heartbeats of his
desperate heroines. He is a great sentimentalist in the best and deepest meaning of that word. His
later influence on poets like Baudelaire and Paul Valéry is due to his mastery of sentimental
expression, not, as they supposed, to his mastery of Neoclassic form.

Verse on any subject matter can of course be written purely according to formula. The 18th
century in England saw all sorts of prose treatises cast in rhyme and metre, but this was simply
applied patterning. (Works such as The Botanic Garden[2 vol.,, 1794-95] by Erasmus
Darwin should be sharply distinguished from James Thomson’s The Seasons [1726-30], which
is true poetry, not versified natural history—just as Virgil’s Georgics is not an agricultural
handbook.) Neoclassicism, especially in its 18th-century developments, confused—for ordinary
minds, at any rate—formula with form and so led to the revolt called Romanticism. The leading
theorists of that revolt, the poets William Wordsworth and Samuel Taylor Coleridge, in the
“Preface” (1800) to Lyrical Ballads urged the observance of a few simple rules basic to all great
poetry and demanded a return to the integrity of expressive form. A similar revolution in taste
was taking place all over Europe and also in China (where the narrow pursuit of formula had
almost destroyed poetry). The Romantic taste could enjoy the “formlessness” of William
Blake’s prophetic books, or Walt Whitman’s Leaves of Grass, or the loose imagination of
Shelley—nbut careful study reveals that these writers were not formless at all. Each had his own
personal form.

Time passes and the pendulum of taste swings. In the mid-20th century, Paul Valéry, T.S.
Eliot, and Yvor Winters would attack what the latter called “the fallacy of expressive form,” but
this is itself a fallacy. All form in literature is expressive. All expression has its own form, even
when the form is a deliberate quest of formlessness. (The automatic writing cultivated by the
surrealists, for instance, suffers from the excessive formalism of the unconscious mind and is far
more stereotyped than the poetry of the Neoclassicist Alexander Pope.) Form simply refers to
organization, and critics who attack form do not seem always to remember that a writer
organizes more than words. He organizes experience. Thus, his organization stretches far back in
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his mental process. Form is the other face of content, the outward, visible sign of inner spiritual
reality.

Literature and its audience
Folk and elite literatures

In preliterate societies oral literature was widely shared; it saturated the society and was as
much a part of living as food, clothing, shelter, or religion. Many tribal societies remained
primarily oral cultures until the 19th century. In early societies the minstrel might be a courtier of
the king or chieftain, and the poet who composed liturgies might be a priest. But the oral
performance itself was accessible to the whole community. As society evolved its various social
layers, or classes, an “elite” literature began to be distinguishable from the “folk” literature of the
people. With the invention of writing this separation was accelerated until finally literature was
being experienced individually by the elite (reading a book), while folklore and folk song were
experienced orally and more or less collectively by the illiterate common people.

Elite literature continuously refreshes itself with materials drawn from the popular. Almost
all poetic revivals, for instance, include in their programs a new appreciation of folk song,
together with a demand for greater objectivity. On the other hand folk literature borrows themes
and, very rarely, patterns from elite literature. Many of the English and Scottish ballads that date
from the end of the Middle Ages and have been preserved by oral tradition share plots and even
turns of phrase with written literature. A very large percentage of these ballads contain elements
that are common to folk ballads from all over western Europe; central themes of folklore, indeed,
are found all over the world. Whether these common elements are the result of diffusion is a
matter for dispute. They do, however, represent great psychological constants, archetypes of
experience common to the human species, and so these constants are used again and again by
elite literature as it discovers them in folklore.

Modern popular literature

There is a marked difference between true popular literature, that of folklore and folk song,
and the popular literature of modern times. Popular literature today is produced either to be read
by a literate audience or to be enacted on television or in the cinema; it is produced by writers
who are members, however lowly, of an elite corps of professional literates. Thus, popular
literature no longer springs from the people; it is handed to them. Their role is passive. At the
best they are permitted a limited selectivity as consumers.

Certain theorists once believed that folk songs and even long, narrative ballads were
produced collectively, as has been said in mockery “by the tribe sitting around the fire and
grunting in unison.” This idea is very much out of date. Folk songs and folk tales began
somewhere in one human mind. They were developed and shaped into the forms in which they
are now found by hundreds of other minds as they were passed down through the centuries. Only
in this sense were they “collectively” produced. During the 20th century, folklore and folk
speech had a great influence on elite literature—on writers as different as Franz Kafka and Carl
Sandburg, Selma Lagerlof and Kawabata Yasunari, Martin Buber and Isaac Bashevis Singer.
Folk song has always been popular with bohemian intellectuals, especially political radicals
(who certainly are an elite). Since World War Il the influence of folk song upon popular song
has not just been great; it has been determinative. Almost all “hit” songs since the mid-20th
century have been imitation folk songs; and some authentic folk singers attract immense
audiences.
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Popular fiction and drama, westerns and detective stories, films and television serials, all
deal with the same great archetypal themes as folktales and ballads, though this is seldom due to
direct influence; these are simply the limits within which the human mind works. The number of
people who have elevated the formulas of popular fiction to a higher literary level is surprisingly
small. Examples are H.G. Wells’s early science fiction, the western stories of Gordon Young and
Ernest Haycox, the detective stories of Sir Arthur Conan Doyle, Georges Simenon,
and Raymond Chandler.

The latter half of the 20th century witnessed an even greater change in popular literature.
Writing is a static medium: that is to say, a book is read by one person at a time; it permits
recollection and anticipation; the reader can go back to check a point or move ahead to find out
how the story ends. In radio, television, and the cinema the medium is fluent; the audience is a
collectivity and is at the mercy of time. It cannot pause to reflect or to understand more fully
without missing another part of the action, nor can it go back or forward. Marshall McLuhan in
his book Understanding Media (1964) became famous for erecting a whole structure
of aesthetic, sociological, and philosophical theory upon this fact. But it remains to be seen
whether the new, fluent materials of communication are going to make so very many changes in
civilization, let alone in the human mind—mankind has, after all, been influenced for thousands
of years by the popular, fluent arts of musicand drama. Even the most transitory
television serial was written down before it was performed, and the script can be consulted in the
files. Before the invention of writing, all literature was fluent because it was contained in
people’s memory. In a sense it was more fluent than music, because it was harder to remember.
Man in mass society becomes increasingly a creature of the moment, but the reasons for this are
undoubtedly more fundamental than his forms of entertainment.

Literature and its environment
Social and economic conditions

Literature, like all other human activities, necessarily reflects current social and economic
conditions. Class stratification was reflected in literature as soon as it had appeared in life.
Among the American Indians, for instance, the chants of the shaman, or medicine man, differ
from the secret, personal songs of the individual, and these likewise differ from the group songs
of ritual or entertainment sung in community. In the Heroic Age, the epic tales of kings and
chiefs that were sung or told in their barbaric courts differed from the folktales that were told in
peasant cottages.

The more cohesive a society, the more the elements—and even attitudes—evolved in the
different class strata are interchangeable at all levels. In the tight clan organization that existed in
late medieval times at the Scottish border, for example, heroic ballads telling of the deeds of
lords and ladies were preserved in the songs of the common people. But where class divisions
are unbridgeable, elite literature is liable to be totally separated from popular culture. An extreme
example is the Classical literature of the Roman Empire. Its forms and its sources were largely
Greek—it even adopted its laws of verse patterning from Greek models, even though these were
antagonistic to the natural patterns of the Latin language—and most of the sophisticated works
of the major Latin authors were completely closed to the overwhelming majority of people of the
Roman Empire.

Printing has made all the difference in the negotiability of ideas. The writings of the 18th-
century French writers Voltaire, Rousseau, and Diderot were produced from and for almost as
narrow a caste as the Roman elite, but they were printed. Within a generation they had
penetrated the entire society and were of vital importance in revolutionizing it.
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Class distinctions in the literature of modern times exist more in the works themselves than
in their audience. Although Henry James wrote about the upper classes and Emile Zola about
workingmen, both were, in fact, members of an elite and were read by members of an elite—
moreover, in their day, those who read Zola certainly considered themselves more of an elite
than did the readers of Henry James. The ordinary people, if they read at all, preferred
sentimental romances and “penny dreadfuls.” Popular literature had already become
commercially produced entertainment literature, a type which today is also provided by
television scripts.

The elite who read serious literature are not necessarily members of a social or economic
upper class. It has been said of the most ethereal French poet, Stéphane Mallarmé, that in every
French small town there was a youth who carried his poems in his heart. These poems are
perhaps the most “elite” product of western European civilization, but the “youths” referred to
were hardly the sons of dukes or millionaires. (It is a curious phenomenon that, since the middle
of the 18th century in Europe and in the United States, the majority of readers of serious
literature—as well as of entertainment literature—have been women. The extent of the influence
that this audience has exerted on literature itself must be immense.)

National and group literature

Hippolyte Taine, the 19th-century French critic, evolved an ecological theory of literature.
He looked first and foremost to the national characteristics of western European literatures, and
he found the source of these characteristics in the climate and soil of each respective nation.
His History of English Literature (5 vol., 1863-69) is an extensive elaboration of these ideas. It
is doubtful that anyone today would agree with the simplistic terms in which Taine states his
thesis. It is obvious that Russian literature differs from English or French from German. English
books are written by Englishmen, their scenes are commonly laid in England, they are usually
about Englishmen and they are designed to be read by Englishmen—at least in the first instance.
But modern civilization becomes more and more a world civilization, wherein works of all
peoples flow into a general fund of literature. It is not unusual to read a novel by a
Japanese author one week and one by a black writer from West Africa the next. Writers are
themselves affected by this cross-fertilization. Certainly, the work of the great 19th-century
Russian novelists had more influence on 20th-century American writers than had the work of
their own literary ancestors. Poetry does not circulate so readily, because catching its true
significance in translation is so very difficult to accomplish. Nevertheless, through the mid-20th
century, the influence of French poetrywas not just important; it was preeminent.
The tendentious elements of literature—propaganda for race, nation, or religion—have been
more and more eroded in this process of wholesale cultural exchange.

Popular literature is habitually tendentious both deliberately and unconsciously. It reflects
and stimulates the prejudices and parochialism of its audience. Most of the literary conflicts that
seized the totalitarian countries during the 20th century stemmed directly from relentless efforts
by the state to reduce elite literature to the level of the popular. The great proletarian novels of
our time have been produced not by Russians but by African Americans, Japanese, Germans,
and—most proletarian of all—a German-American living in Mexico, B. Traven. Government
control and censorship can inhibit literary development, perhaps deform it a little, and can
destroy authors outright; but, whether in the France of Louis XIV or in the Soviet Union of the
20th century, it cannot be said to have a fundamental effect upon the course of literature.
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The writer’s position in society

A distinguishing characteristic of modern literature is the peculiar elite which it has itself
evolved. In earlier cultures the artist, though he may have felt himself alienated at times, thought
of himself as part of his society and shared its values and attitudes. Usually the clerkly caste
played a personal, important role in society. In the modern industrial civilization, however,
“scribes” became simply a category of skilled hired hands. The writer shared few of the values of
the merchant or the entrepreneur or manager. And so the literary and artistic world came to have
a subculture of its own. The antagonism between the two resultant sets of values is the source of
what we call alienation—among the intellectuals at least (the alienation of the common man in
urban, industrial civilization from his work, from himself, and from his fellows is another matter,
although its results are reflected and intensified in the alienation of the elite). For about 200 years
now, the artistic environment of the writer has not usually been shared with the general populace.
The subculture known as bohemia and the literary and artistic movements generated in its little
special society have often been more important—at least in the minds of many writers—than the
historical, social, and economic movements of the culture as a whole. Even massive historical
change is translated into these terms—the Russian Revolution, for instance, into Communist-
Futurism, Constructivism, Socialist Realism. Western European literature could be viewed as a
parade of movements—Romanticism, Realism, Naturalism, Futurism, Structuralism, and so on
indefinitely. Some of the more journalistic critics, indeed, have delighted to regard it in such a
way. But after the manifestos have been swept away, the meetings adjourned, the literary cafés
of the moment lost their popularity, the turmoil is seen not to have made so very much
difference. The Romantic Théophile Gautier and the Naturalist Emile Zola have more in
common than they have differences, and their differences are rather because of changes in
society as a whole than because of conflicting literary principles.

At first, changes in literary values are appreciated only at the upper levels of the literary
elite itself, but often, within a generation, works once thought esoteric are being taught as part of
a school syllabus. Most cultivated people once thought James Joyce’s Ulysses incomprehensible
or, where it was not, obscene. Today his methods and subject matter are commonplace in the
commercial fiction of the mass culture. A few writers remain confined to the elite. Mallarmé is a
good example—but he would have been just as ethereal had he written in the simplest French of
direct communication. His subtleties are ultimately grounded in his personality.

Literature and the other arts

Literature has an obvious kinship with the other arts. Presented, a play is drama; read, a
play is literature. Most important films have been based upon written literature, usually novels,
although all the great epics and most of the great plays have been filmed at some time and thus
have stimulated the younger medium’s growth. Conversely, the techniques required
in writing for film have influenced many writers in structuring their novels and have affected
their style. Most popular fiction is written with “movie rights” in mind, and these are certainly a
consideration with most modern publishers. Literature provides the libretto for operas, the theme
for tone poems—even so anomalous a form as Friedrich Nietzsche’s Thus Spake
Zarathustra was interpreted in music by Richard Strauss—and of course it provides the lyrics of
songs. Many ballets and modern dances are based on stories or poems. Sometimes, music
and dance are accompanied by a text read by a speaker or chanted by a chorus. The mid-19th
century was the heyday of literary, historical, and anecdotal painting, though, aside from the
Surrealists, this sort of thing died out in the 20th century. Cross-fertilization of literature and the
arts now takes place more subtly, mostly in the use of parallel techniques—the rational
dissociation of the Cubists or the spontaneous action painting of the Abstract Expressionists, for
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example, which flourished at the same time as the free-flowing uncorrected narratives of some
novelists in the 1950s and ’60s.

Literature as a collection of genres

Critics have invented a variety of systems for treating literature as a collection of genres.
Often these genres are artificial, invented after the fact with the aim of making literature less
sprawling, more tidy. Theories of literature must be based upon direct experience of the living
texts and so be flexible enough to contain their individuality and variety. Perhaps the best
approach is historical, or genetic. What actually happened, and in what way did literature evolve
up to the present day?

There is a surprising variety of oral literature among surviving preliterate peoples, and, as
the written word emerges in history, the indications are that the important literary genres all
existed at the beginning of civilized societies: heroic epic; songs in praise of priests and kings;
stories of mystery and the supernatural; love lyrics; personal songs (the result of intense
meditation); love stories; tales of adventure and heroism (of common peoples, as distinct from
the heroic epics of the upper classes); satire (which was dreaded by barbaric chieftains); satirical
combats (in which two poets or two personifications abused one another and praised
themselves); ballads and folktales of tragedy and murder; folk stories, such as the tale of the
clever boy who performs impossible tasks, outwits all his adversaries, and usually wins the hand
of the king’s daughter; animal fables like those attributed to Aesop (the special delight of Black
Africa and Indian America); riddles, proverbs, and philosophical observations; hymns,
incantations, and mysterious songs of priests; and finally actual mythology—stories of the origin
of the world and the human race, of the great dead, and of the gods and demigods.

Epic

The true heroic epic never evolved far from its preliterate origins, and it arose only in the
Heroic Age which preceded a settled civilization. The conditions reflected in, say,
the Iliad and Odyssey are  much the same as those of the Anglo-Saxon Beowulf, the
German Nibelungenlied, or the Irish stories of Ci Chulainn. The literary epic is another matter
altogether. Virgil’s Aeneid, for instance, or John Milton’s Paradise Lost are products of highly
sophisticated literary cultures. Many long poems sometimes classified as epic literature are no
such thing—Dante’s La divina commedia (The Divine Comedy), for example, is a long
theological, philosophical, political, moral, and mystical poem. Dante considered it to be a kind
of drama which obeyed the rules of Aristotle’s Poetics. Goethe’s Faust is in dramatic form and is
sometimes even staged—»but it is really a philosophical poetic novel. Modern critics have
described long poems such asT.S. Eliot’s Waste Landand Ezra Pound’s Cantos as
“philosophical epics.” There is nothing epic about them; they are reveries, more or less

philosophical.
Lyric poetry

Lyric poetry never gets far from its origins, except that some of its finest examples—
Medieval Latin, Provencal, Middle High German, Middle French, Renaissance—which today
are only read, were actually written to be sung. In the 20th century, however, popular songs of
great literary merit became increasingly common—for example, the songs of Bertolt
Brecht and Kurt Weill in German, of Georges Brassens and Anne Sylvestre in French, and
of Leonard Cohen, Bob Dylan, and Joni Mitchell. It is interesting to note that, in periods when
the culture values artificiality, the lyric becomes stereotyped. Then, after a while, the poets revolt
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and, usually turning to folk origins, restore to lyric poetry at least the appearance of naturalness
and spontaneity.

Satire

The forms of satire are as manifold as those of literature itself—from those of the mock
epic to the biting epigram. A great many social and political novels of today would have been
regarded as satire by the ancients. Many of the great works of all time are satires, but in each
case they have risen far above their immediate satirical objectives. The 16th-
century medieval satire on civilization, the Gargantua and Pantagruel of Frangois Rabelais,
grew under the hand of its author into a great archetypal myth of the lust for life. Cervantes’ Don
Quixote, often called the greatest work of prose fiction in the West, is superficially a satire of the
sentimental romance of knightly adventure. But, again, it is an archetypal myth, telling the
adventures of the soul of man—of the individual—in the long struggle with what is called the
human condition. The Tale of Genji by Murasaki Shikibu has sometimes been considered
by obtuse critics as no more than a satire on the sexual promiscuity of the Heian court. In fact, it
is a profoundly philosophical, religious, and mystical novel.

Prose fiction

Extended prose fiction is the latest of the literary forms to develop. We have romances
from Classical Greek times that are as long as short novels; but they are really tales of
adventure—vastly extended anecdotes. The first prose fiction of any psychological depth is
the Satyricon, almost certainly attributed to Petronius Arbiter (died AD 65/66). Though it
survives only in fragments, supposedly one-eleventh of the whole, even these would indicate that
it is one of the greatest picaresque novels, composed of loosely connected episodes of robust and
often erotic adventure. The other great surviving fiction of Classical times is
the Metamorphoses (known as The Golden Ass) by Apuleius (2nd century AD). In addition to
being a picaresque adventure story, it is a criticism of Roman society, a celebration of
the religion of Isis, and an allegory of the progress of the soul. It contains the justly celebrated
story of Cupid and Psyche, a myth retold with psychological subtlety. Style has much to do with
the value and hence the survival of these two works. They are written in prose of extraordinary
beauty, although it is by no means of “Classical” purity. The prose romances of the Middle Ages
are closely related to earlier heroic literature. Some, like Sir Thomas Malory’s 15th-century Le
Morte Darthur, are retellings of heroic legend in terms of the romantic chivalry of the early
Renaissance, a combination of barbaric, medieval, and Renaissance sensibility which, in the tales
of Tristram and Iseult and Launcelot and Guinevere, produced something not unlike modern
novels of tragic love.

The Western novel is a product of modern civilization, although in East Asia novels began
a separate development as early as the 10th century. Extended prose works of complex
interpersonal relations and motivations begin in 17th-century France with The Princess of
Cleves (1678) by Madame de La Fayette. Eighteenth-century France produced an immense
number of novels dealing with love analysis but none to compare with Madame de La Fayette’s
until Pierre Choderlos de Laclos wrote Les Liaisons dangereuses (1782). This was, in form, an
exchange of letters between two corrupters of youth; but, in intent, it was a savage satire of
the ancien régime and a heart-rending psychological study. The English novel of the 18th
century was less subtle, more robust—vulgar in the best sense—and is exemplified by Henry
Fielding’s Tom Jones (1749) and Laurence Sterne’s Tristram Shandy. The 19th century was the
golden age of the novel. It became ever more profound, complex, and subtle (or, on the other
hand, more popular, eventful, and sentimental). By the beginning of the 20th century it had
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become the most common form of thoughtful reading matter and had replaced, for most educated
people, religious, philosophical, and scientific works as a medium for the interpretation of life.

Drama

Like lyric poetry, drama has been an exceptionally stable literary form. Given a little
leeway, most plays written by the beginning of the 20th century could be adjusted to the rules of
Aristotle’s Poetics. Before World War 1, however, all traditional art forms, led by painting,
began to disintegrate, and new forms evolved to take their place. In drama the most radical
innovator was August Strindberg (1849-1912), and from that day to this, drama (forced to
compete with the cinema) has become ever more experimental, constantly striving for new
methods, materials, and, especially, ways to establish a close relationship with the audience. All
this activity has profoundly modified drama as literature.

Future developments

In the 20th century the methods of poetry also changed drastically, although the
“innovator” here might be said to have been Baudelaire. The disassociation and recombination of
ideas of the Cubists, the free association of ideas of the Surrealists, dreams, trance states, the
poetry of preliterate people—all have been absorbed into the practice of modern poetry. This
proliferation of form is not likely to end. Effort that once was applied to perfecting a single
pattern in a single form may in the future be more and more directed toward the elaboration of
entirely new “multimedia” forms, employing the resources of all the established arts. At the
same time, writers may prefer to simplify and polish the forms of the past with a rigorous,
Neoclassicist discipline. In a worldwide urban civilization, which has taken to itself the styles
and discoveries of all cultures past and present, the future of literature is quite impossible to
determine.

Writings On Literature
Scholarly research

Research by scholars into the literary past began almost as soon as literature itself—as
soon as the documents accumulated—and for many centuries it represents almost all the
scholarship that has survived. The most extensive text of the Sumerian Epic of Gilgamesh, the
first of the world’s great classics, is a late Assyrian synthesis that must have required an
immense amount of research into clay tablets, written in several languages going back to the
beginning of Mesopotamian civilization. Many Egyptian poems and the philosophic creation
myth known as the “Memphite Theology” survive in very late texts that carefully reproduce the
original language of the first dynasties. Once the function of the scribe was established as
essential, he invented literary scholarship, both to secure his position and to occupy his leisure.
The great epoch of literary scholarship in ancient times centred on the library (and university) of
Alexandria from its foundation in 324 BCto its destruction by the Arabs in AD 640.
Hellenistic Greek scholars there developed such an academic and pedantic approach to literary
scholarship and scholarly literature that the term Alexandrine remains pejorative to this day. To
them, however, is owed the survival of the texts of most of the Greek Classics. Roman literary
scholarship was rhetorical rather than analytic. With the coming of Islam, there was established
across the whole warm temperate zone of the Old World a far-flung community of scholars who
were at home in learned circles from India to Spain. Judaism, like Islam, was a religion of
the book and of written tradition, so literary scholarship played a central role in each. The same
is true of India, China, and later Japan; for sheer bulk, as well as for subtlety and insight,
Oriental scholarship has never been surpassed. In a sense, the Renaissance in Europe was a
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cultural revolution led by literary scholars who discovered, revived, and made relevant again the
literary heritage of Greece and Rome. In the 19th century, literary scholarship was dominated by
the exhaustive, painstaking German academician, and that Germanic tradition passed to the
universities of the United States. The demand that every teacher should write a master’s thesis, a
doctor’s dissertation, and, for the rest of his career, publish with reasonable frequency learned
articles and scholarly books, has led to a mass of scholarship of widely varying standards and
value. Some is trivial and absurd, but the best has perfected the texts and
thoroughly illuminated the significance of nearly all the world’s great literature.

Literary criticism

Literary criticism, as distinguished from scholarly research, is usually itself considered a
form of literature. Some people find great critics as entertaining and stimulating as great poets,
and theoretical treatises of literary aesthetics can be as exciting as novels. Aristotle, Longinus,
and the Roman rhetorician and critic Quintilian are still read, although Renaissance critics like
the once all-powerful Josephus Scaliger are forgotten by all but specialized scholars. Later
critics, such as  Poe, Charles-Augustin  Sainte-Beuve, Hippolyte  Taine, Vissarion
Belinsky, Matthew Arnold, Walter Bagehot, Walter Pater, and George Saintsbury, are probably
read more for themselves than for their literary judgments and for their general theorizing rather
than for their applications (in the case of the first three, for instance, time has confounded almost
all the evaluations they made of their contemporaries). The English critics have survived because
they largely confined themselves to acknowledged masterpieces and general ideas.
Perhaps literary criticism can really be read as a form of autobiography. Aestheticians of
literature like I.A. Richards, Sir C.M. Bowra, Paul Valéry, Susanne Langer, and Ernst
Cassirer have had an influence beyond the narrow confines of literary scholarship and have
played in our time something approaching the role of general philosophers. This has been true on
the popular level as well. The Dane Georg Brandes, the Americans James Gibbons
Huneker, H.L. Mencken, and Edmund Wilson—these men were social forces in their day,
proving that literary criticism can play a role in social change. In Japan, the overthrow of the
shogunate, the restoration of the emperor, and the profound change in the Japanese social
sensibility began with the literary criticism of Moto-ori Norinaga. The 19th-century revolution in
theology resulted from the convergence of Darwinian theories of evolution and the technical and
historical criticism of the Bible. For many 20th-century intellectuals, the literary quarterlies and
weeklies, with their tireless discussions of the spiritual significance and formal characteristics of
everything from the greatest masterpiece to the most ephemeral current production, can be said
to have filled the place of religion, both as rite and dogma. In the last decades of the 20th
century, though, Anglo-American literary criticism was criticized for its failure to be “literature”
and for its dependence on jargon.

Kenneth RexrothThe Editors of Encyclopaedia Britannica
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Text 2.
www.thefreelibrary.com
The Detective Novel: A Mainstream Literary Genre?

In the theory of crime literature one usually makes a distinction between the crime novel
and the detective story. In the crime novels the plot is based on the conflict between characters,
which have a complete different relationship to the principles of law and order. The tension
between good and evil is however not only a characteristic of crime narration, it belongs to the
structural features of almost all classical novels and theater plays, where it appears as struggle
between contradictory mental attitudes in the field of social, economic, erotic and familial
norms. In order to produce the thrilling effect it is more or less unavoidable to introduce
narrative configurations, which enable the reader to clearly distinguish between protagonists and
antagonists.

In the following | don't want to further comment on this general form of generating narrative
conflicts. Instead | want to draw the attention to the detective story, in which there is a strict
distinction between the lawbreakers and their persecutors. The hero of this kind of novels is the
detective, who either on his own or on behalf of the society takes measures to combat criminal
activities and bring those committing criminal actions to justice. The designation detective is
derived from the Latin verb detectare, which means to solve, to clear up. Because the detective is
engaged in deciphering criminal acts, he is mostly regarded to be a cooperator in reestablishing
the social balance, which through the criminal activities of gangsters has been brought into
disorder. Hereby he proceeds to a figure, which on account of his job is regarded to represent
ethical values. At first glance it looks like the detective is working for a clean society with a
limited threat from criminal outsiders, whose aim is to destabilize the civil society and
undermine the respect for the corporal integrity and the property of fellow citizens. In the
following | intend to question this idealistic view of the detective and examine to which degree
the detective stories reflect the idea of the detective as an ethical hero, whose main ambition is to
release the society from the tyranny of criminals, who attack the basic values of a human society

In order to avoid simplifications, | want to stress that the ethical borderlines between the
detective and the crime novel often are blurred. And it is important to be aware of the fact that
the roles of good and bad in many novels are reversed. In his essay Der Verbrecher aus
verlorener Ehre Friedrich Shiller, the German classic, explained the reasons for being an
honorable lawbreaker and in his short story Michael Kohlhas Heinrich von Kleist described the
psychological outline of a man, whose extreme sense of justice makes him guilty and proves the
truth of the Latin proverb that summa jus, is turning into summa injuria. It is of course a special
situation when the detection is directed against lawbreakers, whose only guilt consists in their
solidarity with those who due to the prevailing social conditions cannot escape poverty. In
Norway one of the most famous robbers of the 18th century was Gjest Baardsen, who, provoked
by the class distinctions, started a social redistribution of goods. In a popular ballade his criminal
adventures are subject to great homage: "He stole from the rich and gave to the poor." In the eyes
of the authorities he was a gangster, who offended against law and order, but in the eyes of the
majority he was a social revolutionary, who through his criminal actions draw attention to a
social order, where the robber is the noble man, whereas the authorities are the real robbers.
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The idea that the state through its institutions is the real guilty one in criminal affairs is still a
widely held opinion. In the detective stories of the Swedish authors Sjowall/Wahloo inspector
Beck exposes a lot of crimes, where the swindlers are single criminals, but where the Swedish
state is the real guilty one because it has failed to create a social security, in which the roots of
crime has been eliminated. The psychosocial decline of the perpetrator is the result of his
socialization. That means the culprit's psychogram is at the same time the sociogram of the
society. This is a very one-sided explanation of the reasons for criminality. As Fritz Lang has
shown in his famous film X there are x factors responsible for a criminal career, and in this
multiplicity of causes the detective story has an inextinguishable supply of materials for new
narrations.

The idea of a non-violent society remains however an unattainable ideal. In Western societies the
police is the only institution, which has the license to use violence. The role of the detective is
far more controversial. He is a partner in solving criminal cases, but he is usually working
independently and on his own account. In the history of detective narration one finds a wide
specter of characters, which look upon their activities in a total different way. It is worthwhile to
be conscious of the etymological relation between detection and enlightenment. Both have their
semantic roots in the Latin verb detegere, which means illuminate, uncover. According to his
role understanding the modern detective works on behalf of a customer in order to solve a
criminal affair. As far as this activity challenges his sense of justice and mobilizes his resistance
against the evil it is reasonable to ask if he looks upon himself as a sort of ethical detective, who
aims at cleaning the society and restoring what the criminal mind has destroyed. So far this
description is correct, the detection has a certain similarity with Henrik Ibsen's conception of
dramatic writing. It has been asserted that Henrik Ibsen in his plays entered into the dirt in order
to clean it, whereas Emil Zola entered into it in order to take a bath.

Criminal plots are integral parts of novels and dramas ever since the genres were launched
in ancient times. Accordingly, one traces the roots of criminal literature back to Sophocles and
asserts that one finds features of criminal tension in classical novels and dramas from
Shakespeare to Dostojewski. In his book Dodens fortellere (The Narrators of Death) Willy Dahl,
the senior expert on criminal novels in Scandinavia, underlines that “there is no definite
distinction between criminal narration and other forms of fictional writing” (102). Ibsen research
has shown that Ibsen received creative impulses from Sophocle's Odipus Rex and that he
developed his retrospective technique as a modern form of detective discourse. Through his
reversal of dramatic expression Ibsen paved the way for a reversal of the relation between author
and reader. The reader and the theater spectator become partner in the detection of past events.
This role adoption is the result of a change of perspective, due to which the dramatic actions are
not depicted in the moment they are taking place, but reflected from the scope of a later time, the
implication of which is that the pure train of events are tuned down, while reflections and
analyses are upgraded. The result of this is that Ibsen's plays are impoverished in terms of
external action. Ibsen in his contemporary plays has improved this dramatic method in a way that
caused early critics to blame him for choosing undramatic topics, more suitable for novels than
for theater plays. Some of the early criticism of his plays was that they were undramatic, that
they dealt with material and motifs that were actually unsuited to dramatic treatment. Georg
Lukas and Raymond Williams saw Hedda Gabler as a novel and Peter Szondi claimed in his
study Theorie des modernen Dramas (Theory of modern Drama) that the Ibsen drama is based on
undramatic "material for a novel.” But in contrast to the advocates of the Aristotelian views of
drama, Szondi sees nothing negative and reprehensible in this approach to the novel. Quite in
reverse. He points out that the drama is not an eternal and immutable genre, an a priori
anthropological entity, but a historical category that is subject to changing views of times and
fashions., and he emphasizes that the development away from "the dramatic drama” to "the epic
drama" is hastened through the growth of historical experiences that do not simply fit just like
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that into a traditionally handed down system of forms and norms.

In more recent Ibsen research, it has been pointed out that Ibsen's analytical drama with its
retrospective perspectivisation is closely related to literary genres and scientific methods that
were introduced and developed at the end of the 19th century, first and foremost with the
detective novel and psychoanalysis, but also with the science of art, criminology and even
edition philology. According to the semioticist Thomas A. Sebeok all these sign systems have
their origin in medical symptomatology, which is a method of diagnosing disorders on the basis
of seemingly insignificant signs and clues.

In this connection it is interesting to note that three of the most important representatives of the
symptomatological disciplines were themselves doctors: Sigmund Freud, the founder of
psychoanalysis, Giovanni Morelli, the representative of a comparative science of art, who in his
studies ascribes to graphological or grammatological details the very greatest weight as clues to
the style of an epoch or an individual, and Arthur Conan Doyle, the creator of the modern
detective story and the character of Sherlock Holmes, who explains his method with the words:
"You know my method Watson. It is founded upon the observation of trifles."

The Austrian literary researcher Hans H. Hiebel regards Henrik Ibsen's analytical dramatic
technique as a significant part of this symptomatological discourse and emphesises that his
contemporary dramas form a clear parallel to the psychoanalytical detection of past events. The
kinship between the psychoanalyst and the literary detective rests on the fact that they both
endeavor by means of clues to understand events in the past and that in their efforts they seek to
reconstruct "the primary scene" that constitutes the basis for contemporary conflicts.
Psychoanalysis and detective stories have in common the fact that they work on securing,
interpreting and linking clues. Both the analyst and the detective have--to put it linguistically --to
do with significants that are unreadable because they lack a context that make them
comprehensible, and their task consists in recreating the lost connection by reading together the
fragmented signs in such a way that they provide plausible solutions to the mysterious
cryptograms that are presented.

Much of the topicality in Ibsen's plays has its basis in the fact that they are on the one hand
subtly structured throughout while on the other hand they are full of ambiguities and display
numerous polysemous passages that appeal to the reader's or audience's reconstructive powers of
detection. The key to the understanding of Ibsen's plays are the numerous hidden symptoms,
clues and signs, which form inner mental engrams or purely material traces of the kind that are
investigated in criminal cases. Hans Gross, the founder of scientific criminology, demands in his
handbook from 1893 that he investigator shall record all possible clues--from faeces, traces of
hair, stains on clothing, footprints and fingerprints etc. and with an unprejudiced eye conduct the
investigation in all directions at once. These methodological approaches may in many ways
serve as a model for the hermeneutic treatment of the Ibsen drama, which basically operates with
isolated signs and fragmented connections that are only made rationally available in the course
of the process of analysis and confirm Soren Kierkegaard's sober statement that life is lived
forwards, but is understood backwards. The reason why edition philology has been brought in as
an example of detective discourses is connected with the fact that this discipline is concerned
with reconstructing the original text in order hereby to get onto the track of the inspired textual
movement. Indeed, there is a great difference between recreating an authentic text and bringing
forth as many authentic readings as possible. There is however one central difference between
the literary and the criminal detection. The literary detection provides never a final solution
while the criminal detection aims at solving criminal cases.

Obviously the crime novel belongs to the symptomatological disciplines which challenge the
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analytical intelligence of the detective. The more complex a detective novel is, the more
opportunities the detective has to shine and show his superiority, whereas the police inspector
and less talented investigators are following false tracks and fall victims to what in the language
of criminal jargon is called "red herings," an expression for lack of sensitivity to read criminal
traces, quite in sharp contrast with super star detectives like Sherlock Holmes and Hercule
Poirot, who never are led astray through hasty conclusions. In order to demonstrate the
superiority of the modern detective the author has to create a highly complex and enigmatic plot,
which only the analytical detective with his spiritual gifts is able to see through and disclose.

Compared to the early detective novels, in which action was the dominating element, the new
detective novel is characterized through its constructed and mysterious plot, which emphasizes
the puzzle character of the narrative course. The only successful way to catch the perpetrator is
to crack the criminal code through reconstructing the operative strategy of the criminal mind.
Thus the criminal detective has a lot in common with all those, who protect the main principles
of the civil society and use their intellectual capacity in the service of law and order. In the
narrative tradition of crime detection, the detective seldom questions his social solidarity and his
own role as supporter of the established order. Of course, the fictional detectives are provided
with different job attitudes and mental approaches to their work, but they seldom doubt their own
position as advocates of an obliging social justice. And here we have touched a crucial point,
then in the criminal genre one generally miss representations of the ethical detective, who is
working on eliminating the evil and reestablishing a society where the rules of an ideal
community are prevailing. In Peter Nusser's study Der Kriminalroman (The Crime Novel) one
finds a statement, due to which the detective and his reader share a common moral obligation
toward a social system, which both of them don't query (42). In the manuals to criminal narration
one seeks mostly in vain after statements about the detective's occupational understanding. The
main emphasis is attributed to the detective's working method. The authors of criminal detection
devote themselves to methods from the psychological and natural sciences, according to which
"the micrological look™ (Ernst Bloch) promises to solve the criminal mysteries in analogy to the
logic of the exact natural sciences.

Compared to the early production of criminal B-narration, whose plots, style and mode of
expression were quite simple and adapted to the preferences of the lower classes' standard of
education, the modern detective story with its complex structure and entangled texture appeals to
readers with higher education, who compete on equal terms with the detective in clearing up the
complicated cases. The brain appeal of the modern A-detective stories constitutes their
stimulating receptive effect. Thus the popularity of modern detective stories depends on the
intellectual challenges they deliver and the excitement they supply the reader with, who suffers
from the lack of dramatic tension in his own life. From the point of view of ethical literary
criticism, it is noteworthy to observe that the civilized human being in his peaceful and pleasant
home still has a need for cruel and bad imaginations. What Nie Zhenzao calls the Sphinx factor
is in the life of cultivated people still active, but in the controlled form of literary consumption.

Thus it is not surprising that in the Scandinavian countries the production and consummation of
detective novels is higher than in comparable European nations. This phenomenon has been
subject to scientific considerations, and social research has given a credible answer to the
dissemination of all kinds of crime literature. Peter Nusser in his introduction to The criminal
novel refers to Alexander Mitscherlich and Michael Balint, who have described cultivated
people's "delight of anxiety." The prevailing security leads people to enjoy the missing risks of
their own lives by reading detective novels, in which the moral task of the detective consists in
defeating the fictional attacks on the basic principles of the human way of living together. The
frequency of such reading habits indicates that the reader needs a substitute for a boring every-
day life. It is however on the other hand a convincing proof of the detective novel's lack of
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ethical considerations that the detective seldom looks upon himself and his activities from a
moral point of view. He is firstly preoccupied with collecting technical proofs of guilt and
putting the single traces into a damning chain of evidence. On the other hand, the final results of
his occupational efforts lead to a temporary reestablishment of the lost harmony. From this point
of view, the detective plays an important role in removing cancer cells from the body of the
morbid civil society. Nonetheless the detective is often himself a lonely wolf, a rather shabby
figure, divorced or living in instable relations, addicted to drinking, spending much time alone in
his office, waiting for new jobs, such as for instance the disillusioned, but acute detective Varg
Veum in Gunnar Staalesen's prize awarded detective novels from the city of Bergen. His
detective shares a lot of character features with other fictional detectives, who pay no great
attention to ethical standards of behavior although they counteract the demoralized criminal
actors and their attacks on the civil society and its moral values.

In order to explain the standard procedure of crime detection | want to recall a scene from
August Strindberg's Et dromspel (A Dreamplay), where the deans of the university faculties are
sitting in front of a closed door discussing what may exist behind it. The detective however is
smarter. He is looking for a key to open it and turn on the light so that he can start investigating
the hidden mysteries behind the closed door. In many detective stories one can notice an
inversion of this proceeding like in many final scenes in Agatha Christie or in some of John
Dickson Carr's novels, in which all the figures including the murderer are gathered inside a
single closed room, where nobody can enter or escape and find the way out until the detective
through his analytical production of evidence has figured out the guilty one.

In spite of the detective's attempt to solve criminal cases and fight the evil his ambitions are
seldom based on ethical demands. He is good as far as he meets the requirements of the criminal
genre and the expectations of entertaining quality, but he is far from being an ethical hero, who
gives priority to moral challenges and an ideal occupational practice.

It is a strange fact that the educated reader of criminal stories voluntary resorts to reading matters
that evoke a state of joyful anxiety. This psychological ambiguity may be difficult to understand,
even if you look upon it as a sort of pleasure-seeking masochism. In order to grasp this
phenomenon with reference to the criminal novel it is advisable to consult German existential
philosophy, where it is crucial to make a distinction between two notions which describe
different aspects of anxiety. Angst is the term for an objectless fear, the fear of having been
thrown into a worldly existence, while Furcht, the other term, means the fear of something
concrete, the fear emerging from wild animals, fire, bankruptcy and of course criminals, who
terrify their surroundings and threaten to devaluate the prevailing harmony of The Social
Contract. The bourgeois citizen is consuming fictional horror sitting in his convivial armchair
drinking a glass of wine and smoking a cigar. However passive this compensational activity is, it
offers the reader an opportunity to identify himself with the detective and his attempts to reduce
criminal violence and it strengthen his sense of moral awareness. In so far the reader's response
to detective stories may be regarded as a contribution to ethical literary criticism. The opinion
has however been subject to deviating standpoints. Nils Norberg, a Norwegian specialist in crime
literature maintains that Raymond Chandler transformed "the tough private detective into a
romantic ideal and made him a spokesman of right and moral™ (29).

Willy Dahl has expressed the view that the fictional detective never was meant to be a realistic
figure, whether as an individual nor a social agent. He is due to Dahl "a mythological character
who performs a ritual" (Dahl, Festskrift til 90-arsdagen 251). His real function is to "question
both the individual and the collective moral* (Dahl, Festskrift til 90-arsdagen 253). The more
crime literature has improved its literary quality the more it has been accepted as a subgenre of
mainstream literature. Literary research in what Jury Tynjanov calls the back-yards of literature
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has shown that awarded crime authors have a higher and far more developed vocabulary in their
books than have authors of average non-crime literature. Among the many outstanding writers of
detective stories in Scandinavia to day | want to mention the Norwegian star-author Jo Nesbo,
whose crime novels with the master detective Harry Hole have raised the standards of crime
novels with regard not only to the criminal plot, but also to the details of occupational knowledge
and the rough language of gangsters, such as sociolects, jargon and cryptograms. This new genre
mastery has made his crime novels not only to world bestsellers, but has reached a new level of
artistic craftmanship, which proves that the detective novel now has conquered a position among
the mainstream expressions of the fine arts.
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Text 3.
https://www.thefreelibrary.com
Mapping ethnicity and its representation in the Global Context.

The issue of "cultural identity" against globalization has been much elucidated by scholars
of cultural studies around the century since the need to situate oneself in the global context has
become an urgent subject. With the global flow of capital and labor, the movement of people
from one place to another, from one culture to another, has brought about many related questions
concerning the co-existence of cultures and peoples. Living in a multi-cultural society suggests
that one has to interact with people of other cultures in daily experiences and activities.
Therefore, cultural meeting, assimilation, negotiation as well as resistance have become the
essential parts of the political act in an age of globalization. Whereas people all over the world
are able to enjoy the same cultural products in many ways, they may not encounter the same
political, social, cultural and psychological problems. At the same time when the globe is
moving towards homogenization in cultural forms, another equally strong tendency remains to
keep the heterogeneous qualities of different cultures. In fact, with globalization, "[w]e are not
moving towards a common global culture shared by all, but towards greater awareness of the
variety of ethnic identities. The end result of globalization is not global similarity, but increased
awareness of global difference™ (Kidd 195). "Difference” has thus become an apt word to
describe the complexities of the modern existence: difference in race/ethnicity, in sex/gender, in
age, in language, in religion, in place/ location, and in culture. In this light, one's ethnic identity,
as represented in literary and cultural texts, provides an important dimension to understand one's
existence in the globalised society. It is an ethical issue which governs human interaction, thus
shaping people's understanding of themselves, of others, and of the world.

The Multiplicity of Cultural Identity

A document on the problems of race drafted in 1950 by eight scholars for UNESCo,
including Claude Levi-Strauss, Franklin Frazier, Morris Ginsberg, and Ernest Beaglehole, is
often cited in studies of racial and ethnic identities, in an attempt to differentiate between "race"
and ‘"ethnicity.” One of the articles of the Communications goes like this:

National, religious, geographic, linguistic and cultural groups do not necessarily coincide with
racial groups; and the cultural traits of such groups have no demonstrated genetic connection
with racial traits. Because serious errors of this kind are habitually committed when the term
"race" is used in popular parlance, it would be better when speaking of human races to drop the
term  "race" altogether and speak of ethnic groups. (Metraux 142-143)

The discrepancy between the location of racial-ethnic groups and other differentiating categories
such as nation, geography, religion and language originates mainly from the long and
complicated history of migration, either international or local. The diasporic experiences over
history have made all kinds of boundaries blurred and identities multi-dimensional. Robin Cohen
outlines some common features of diaspora, including dispersal from an original homeland,
collective memory of the homeland, a strong ethnic group consciousness, troubled relationship
with host countries, and tolerance for pluralism (17). Even if diaspora shares the above similar
features, the specific migrating experiences and their impacts upon people vary tremendously
from place to place, and from culture to culture. Current studies of cultural identity often take the
following aspects into consideration: Firstly, the diasporic routes which the migration has taken
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will affect one's cultural identities. People may have developed different cultural identifications
if they migrate from different places although they are currently living in the same place. This is
what Chris Barker means when he announces that "[i]dentities are concerned with routes rather
more than with roots” (256). In this light, the cultural identification of a black Atlantic, for
example, is different from that of a black African simply because they migrate to Europe or the
US via different routes and therefore bring with them different traditions, histories and cultural
memories. In this process, for what reasons people migrate also matters since this affects their
motivations and objectives and will later influence their re-settlement in the new territory. (1)

Secondly, the diasporic space where the migrants choose to settle down serves as another
place of struggle for cultural identification. This experience of "putting roots 'elsewhere™ (Brah
179), or rather, an experience of "re-root", remains a focus of studies in cultural identities.
According to Avtar Brah, "The diaspora space is the site where the native is as much a
diasporian as the diasporian is a native" (205). On the one hand, the "native" people may have
migrated from other parts of the world earlier on and carried other cultural traditions with them
to this place; and on the other hand, the new diasporians are faced with the immediate task of
settling down in the new territories and interacting with the earlier settlers. These two aspects
constitute a relational perspective in understanding cultural identities since one's identities are
always decided with reference to others.

Thirdly, the migrants are obsessed with a strong sense of longing for their spiritual and cultural
"home." As Brah observes,

Where is home? On the one hand, "home™ is a mythic place of desire

in the diasporic imagination. In this sense it is a place of no
return, even if it is possible to visit the geographical territory
that is seen as the place of "origin.” On the other hand, home is
also the lived experience of a locality. (188-189)

A nostalgic feeling towards the "lost" cultural tradition and a yearning for the
establishment of a new home in the new settlement are the two sides of the same coin in cultural
identification. Before coming to the new territory, the migrants may have cherished utopian
imaginations towards the new land no matter for what reasons they decide to migrate; however,
in the process of settling down in the new territory, they may realize that the new home may not
be as ideal as they have imagined. Therefore, some of them may develop a strong sense of
nostalgic feelings about the past. For many of the first-generation immigrants, the home where
they come from become a home lost forever. (2) In comparison, however, the second- and third-
generation immigrants may understand "home" in totally different ways from that of their
(grand)parents. They either do not feel particularly attached to the "old" cultural traditions as
much as their (grand)parents, or romanticize their cultural roots, ignoring the negative sides as
much as they can.

These considerations are the important aspects of discussions when scholars analyze the

issue of cultural identity against globalization. As a result of the complicated diasporic
experiences, one's cultural identity is marked by "hybridization"? "the mixing of that which is
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already a hybrid" (Barker 258). It is decided by "the multiplicity of subject positions that
constitute the subject,” hence "a constantly changing relational multiplicity” (Brah 123).

The Representation of Ethnic Identities

Basically two divided points of view have been developed over the issue of cultural
identity: essentialist and constructionist. (3) Whereas the former believes that one's cultural
identity is inherent, the latter argues for its social and cultural construction.

For the essentialists, one's ethnicity is decided when one is born. The biological features,
including the colors of the skin, the hair and the eyes, decide one's cultural belonging and will
shape one's understanding of who he/she is. Clifford Geertz lists a few "primordial ties" that one
possesses in identification, of which "race" is one (43-44). Manning Nash also outlines a trinity
of "index features" of ethnicity which consists of kinship, commensality and common cult (25).
However, this essentialist point of view has now been strongly challenged by the social
constructionists who see one's cultural identity as socially and culturally shaped. As such, one's
identity is in an on-going process of construction; hence its fluidity and multiplicity. With
regards to how identity is constructed, scholars differ tremendously. For some, "... identification
is constructed on the back of a recognition of some common origin or shared characteristics with
another person or group, or with an ideal, and with the natural closure of solidarity and
allegiance established on this foundation” (Hall, "Who Needs 'ldentity'?" 16). In this sense,
identity is psychological identification with a collective category which can describe a group of
people who share similarities. For some others, identity is performed. It is the performance of
each individual in daily lives upon certain social and cultural norms, ending with either sincerity
or cynicism (Goffman 17-21). Sometimes, identity is viewed in relational terms, since it is only
through the relation to the Other, the relation to what it is not, to precisely what it lacks ... that
the 'positive’ meaning of any term--and thus its 'identity’ ... can be constructed” (Hall, "Who
Needs 'ldentity'?" 17); whereas in some other times, it is viewed as the result of interactions
between an individual and the outside world (Bell 138-146). Winston James observes how the
second-generation Afro-Caribbean immigrants in Britain develop their identities in totally
different ways from their first-generation parents, mainly as a result of the different interactions
with the British society (155-161).

According to Joshua Fishman, ethnicity is a tripartite composite of being, doing and
knowing (63-69). In the first place, ethnicity is "a bodily and experienced reality." Secondly, it
implies "expressive obligations and opportunities for behaving as the ancestors behaved and
preserving their great heritage by transmitting it to generation after generation.” Lastly, it is able
to "explain origins, clarify eternal questions, rationalize human destiny" and "purports to offer an
entre to universal truths." These tripartite understanding of ethnicity is able to cover all the
previous diversified points of view over the issue of cultural identity. It not only recognizes the
functions of innate biological features of a person in identification but is also able to explicate
the constructionist perspectives, no matter psychological, performative, relational, or socially
interactive.

Apart from the above two divided perspectives--essentialist and constructionist--two other
perspectives have also been developed by scholars over history, namely experiential and
discursive. The former emphasizes people's different experiences with ethnicity in different
contexts (4) whereas the latter focuses on the different representations of ethnicity in literature
and culture. In the first place, ethnic identity is understood as ways of living and experiencing.
Rooted in daily activities, it incorporates one's psychological identification as well as social
interactions with others. It is difficult to talk about ethnic identity in general. Only when it is
placed in a particular historical context or a particular circumstance can it be clearly defined and
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understood. Secondly, ethnic identity is represented in narratives, by both migrants and non-
migrants. As Avtar Brah argues, "ethnicity is best understood as a mode of narrativising the
everyday life world in and through processes of boundary formation” (237). In this light, "...
social categories do not reflect an essential underlying identity but are constituted in and through
forms of representation” (Barker 263). In other words, what racial and ethnic features one
possesses are up to how language (re)presents them, especially in what particular contexts are
they (re)presented. By analyzing the representations of ethnic identity in different contexts, one
can observe the functions of discursive power and literary and cultural strategies behind the
representations. Since "[representation is possible only because enunciation is always produced
within codes which have a history, a position within the discursive formations of a particular
space and time" (Hall, "The New Identities" 162), analysis of the codes will shed light on the
power relations that make the representations what they are.

It is the combination of these two perspectives, experiential and discursive, that the essays in this
column rest their studies on. By placing the representations within a particular time and space,
and by drawing references to a broad range of materials associated with ethnic experiences in
reality, it is hoped that different ethnic identities can be understood in a convincing way.

The Ethics of Ethnic Identity

Since ethnic identity concerns human interaction, it is basically an ethical issue. Ethics,
a.k.a., "moral philosophy," deals with “the fundamental issues of practical decision making, and
its major concerns include the nature of ultimate value and the standards by which human actions
can be judged right or wrong,” which include, among many other subjects, the principles of life
and the obligations that human beings hold toward other creatures on the planet (Singer 627).
The meeting of different cultures in the multi-cultural context offers a space of struggle for
human values and moral principles, which in turn brings about different modes of existence.
Jonathan Friedman outlines two basic models of ethnic integration in his studies: assimilationism
and pluralism. The former is marked by a few concentric circles to suggest the "re-identification
with the host social world” on the part of the migrant group, whereas the latter is marked by a
circle of different sectors surrounding a central sector which represents "the potential existence
of a national dominant group” (85-86). These two modes may take on complicated and
alternative forms in reality, as Friedman has noted. Chris Barker, however, uses the term
"hybridity" to describe the result of cultural meeting and he elucidates six types of hybridization
in his studies (257-258). No matter what models to use to map the co-existence of cultures,
ethnic identity, either as an experiential reality or as a discursive reality, involves a strong ethical
dimension.

In the first place, identity itself is essentially an ethical subject since it concerns choices, choices
that make a person who he/she is and what he/she is. According to Nie Zhenzhao, being able to
make ethical choices marks human beings' transition from an animal to a human (94-100), thus a
fundamental stage in civilization. To identify oneself, either in the general sense or in ally
specific circumstances, it is necessary to choose among many options, the result of which means
values and significance. Identity provides a source of value, "one that helps us make our way
among those options", since "[t]Jo adopt an identity, to make it mine, is to see it structuring my
way through life" (Appiah 24). Thus, to recognize a person with an ethnic identity means that
one has to accept a system of internal values that the ethnic identity has acquired through history.

Secondly, the representation of ethnic identity is an ethical gesture. In this regard, it is important
to differentiate between the narration by the migrants themselves and that of the non-immigrants.
This differentiation is particularly clarified by Robin Cohen who gives different names to these
two different narrations: emic and etic. The former stands for the migrant participants' point of
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view in the narration whereas the latter stands for the observer's perspectives (5). These
representations could be vastly different since the writers take on different ethical standpoints.
What should be included in the narrative, how people interact with each other, why they interact
with each other in the ways as they are, what result such interactions may lead to, and what
significance these interactions may mean to the migrants and to the natives: all these are issues
that could only be understood when taking the ethical perspective into consideration, since
literature, after all, "teaches by giving illustrations of ethical choices," as Nie Zhenzhao says in
an interview (Ross 11). As is seen in many studies of ethnic identity, personal experiences in the
multi-cultural environment are often brought into the analysis. Cohen makes an analogy with
regards to the functions of the active participants in cultural meeting:

The clay (the history and experience of the group in question) will act like sedimented silicate,
providing the necessary and basic chemical compound. And the potters (the active political,
social and cultural leaders of the putative diaspora) will have to organize effective institutions to
create and shape diasporic sentiments and galvanize them to a common purpose. (16)

Seen in this light, the "potters” play an active role in the making of ethnic identities in the new
territory. Therefore, a full understanding of the representation of diasporic experiences must take
into account the ethical perspectives of the writers who produce different narrations of the
diasporic experiences. After all, "The theoretical issue concerning identities is not whether they
are constructed ... but what difference different kinds of construction make" (Alcoff and
Mohanty 6).

Thirdly, the reading and understanding of ethnic identity against the global context also
demands an ethical perspective. For the readers with different ethnic backgrounds, reading the
stories of immigrants asks for an engagement with ethical relations between the writer and the
reader. Since "ethnicities are always gendered” (Brah 126), the intersection between gender and
ethnicity becomes an important focus of attention with scholars. G. C. Spivak's studies on the
colonization of Asian women in internationalized companies (68-71) and bell hook'’s proposal for
the role of Afro-American women in feminist movement (1-16) are fine examples of researches
on this intersection. Linda Nicholson, analyzing in details the social and cultural contexts before
and after Women's Liberation Movement in 1960s, describes how the issue of identity has
developed into "identity politics” (139-175). As politics, ethnic identity entails a strong power
struggle which can be effectively interpreted in light of ethical literary criticism in order to
examine "the ethical values in a given work with reference to a particular historical context or a
period of time in which the text under discussion is written" (Ross 10). French philosopher Luce
Irigaray, starting from constructing an ethics of sexual difference, proposes an ethical
relationship between people of different backgrounds, including people from different ethnic and
cultural backgrounds. For Irigaray, sexual difference is the primary difference between human
beings, the understanding of which will lead to the understanding of other differences. Sexual
identity as well as other identities must be understood in relational terms, "a relational identity
that is held between nature and culture, and that assures a bridge starting from which it is
possible to pass from one to the other while respecting them both" (129). Thus, ethnic identities
must be understood by placing them in different relational frames, such as the immigrants and
the non-immigrants, the writers of disaporic experiences and the readers of them. By reading the
stories of migration, further understanding is expected to achieve between people of different
ethnic backgrounds.

In the last decade, more and more scholars began to reflect on the backlash of globalization
and a return to nationalist thinking began to emerge in dealing with issues of ethnic identity. The
global migration, however, does not cease to exist. "There is no longer any stability in the points
of origin, no finality in the points of destination and no necessary coincidence between social
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and national identities” (Cohen 174). Against such a context, studies of ethnic identities will
continue to draw critics' attention. As reviewed and discussed in this essay, "ethnic identity" has
taken on a plural form not only because of its inherent complexity but also as a result of social
and cultural constructions.

The issue concerns every individual living in a multi-cultural community since it is related
to the very existence in the modern society. It demands an ethical perspective since "[e]thical
obligation ... is internal to the identity. Who you are is constituted, in part, by what you care
about; to cease to care about those things would be to cease to be the sort of person you are"
(Appiah 236).

As outlined earlier in the essay, it is the combination of the experiential and discursive
perspectives in ethnic identity that supports the studies in this column. Zhan Junfeng's essay
views the issue at its intersection with gender. By analyzing how Thane Rosenbaum’s hero
negotiates between different types of (Jewish) masculinities, the essay attempts to unveil the
changing gender and ethnic identification of a Jewish character in the post-Holocaust world. Cai
Xiaoyan's essay studies how the English suburb functions in Hanif Kureishis story. It is observed
that the suburban stereotype in the English literary tradition has already been altered by the
immigrants to serve as a place for the performance of their multi-ethnic identities. Qi Jiamin's
essay examines how Gloria Naylor depicts the dilemma of African Americans in their encounter
with national identity. In particular, the essay focuses on the roles that different places/spaces
play at the intersection between ethnic identity and national identity. In all these essays, the
writers draw upon historical and social materials in order to situate ethnic identification within a
particular context. Based on the analysis of these materials, the essays then observe how ethnic
identity is represented with various strategies in literary discourses. These studies reveal how the
characters make ethical choices with regards to ethnic identification, in their attitudes towards
war, towards violence, towards migration, toward cultural history, and towards multi-cultural
community. They also suggest that ethnicity is an on-going dynamic process which relies heavily
on social and cultural changes on one hand, and on personal and psychological identification on
the other. Despite these efforts, it is important to remember what Homi K. Bhabha says on the
problematic nature of representation in the postmodern era, since the image itself "marks the site
of an ambivalence"? it is "always spatially split--it makes present something that is absent--and
temporally deferred? it is the representation of a time that is always elsewhere, a repetition™
(100). As Chinese scholars living in the 21st century, we may experience a double spatial split
and temporal defer in our studies.

Notes

(1.) Robin Cohen distinguishes the earlier forms of diaspora from some of its new forms in the
age of global economy. See Robin Cohen, Global Diasporas: An Introduction (New York:
Routledge, 2008) 141-154.

(2.) lain Chambers believes that since migrancy is always in the form of transit, "the
promise of a homecoming--completing the story, domesticating the detour--becomes an
impossibility." See lain Chambers, Migrancy, Culture, Identity (London: Routledge, 1994) 5.

(3.) Suman Gupta reviews the major landmarks of the debate between essentialism and social
constructionism in his studies on identity politics. See Suman Gupta, Social Constructionist
Identity Politics and Literary Studies (Basingstoke: Palgrave Macmillan, 2007) 22-31.

(4.) Dominick LaCapra carefully analyzes the varieties of experiences and their effects on one's
identity construction. See Dominick LaCapra, "Experience and ldentity," Identity Politics
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Reconsidered, eds. Linda Martin Alcoff, et al. (Basingstoke: Palgrave Macmillan, 2006) 228-
245,
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Intertextuality

Although Saussure stressed the importance of the relationship of signs to each other, one of
the weaknesses of structuralist semiotics is the tendency to treat individual texts as discrete,
closed-off entities and to focus exclusively on internal structures. Even where texts are studied as
a 'corpus’ (a unified collection), the overall generic structures tend themselves to be treated as
strictly bounded. The structuralist's first analytical task is often described as being to delimit the
boundaries of the system (what is to be included and what excluded), which is logistically
understandable but ontologically problematic. Even remaining within the structuralist paradigm,
we may note that codes transcend structures. The semiotic notion of intertextuality introduced by
Julia Kristeva is associated primarily with poststructuralist theorists. Kristeva referred to texts in
terms of two axes: a horizontal axis connecting the author and reader of a text, and a vertical
axis, which connects the text to other texts (Kristeva 1980, 69). Uniting these two axes are
shared codes: every text and every reading depends on prior codes. Kristeva declared that ‘every
text is from the outset under the jurisdiction of other discourses which impose a universe on it'
(cited in Culler 1981, 105). She argued that rather than confining our attention to the structure of
a text we should study its 'structuration’ (how the structure came into being). This involved siting
it ‘within the totality of previous or synchronic texts' of which it was a ‘transformation’ (Le texte
du roman, cited by Coward & Ellis 1977, 52).

Intertextuality refers to far more than the ‘influences' of writers on each other. For
structuralists, language has powers which not only exceed individual control but also determine
subjectivity. Structuralists sought to counter what they saw as a deep-rooted bias in literary and
aesthetic thought which emphasized the uniqueness of both texts and authors (Sturrock 1986,
87). The ideology of individualism (with its associated concepts of authorial ‘originality’,
‘creativity’ and ‘expressiveness’) is a post-Renaissance legacy which reached its peak in
Romanticism but which still dominates popular discourse. 'Authorship’ was a historical
invention. Concepts such as 'authorship' and 'plagiarism' did not exist in the Middle Ages.
'‘Before 1500 or thereabouts people did not attach the same importance to ascertaining the precise
identity of the author of a book they were reading or quoting as we do now' (Goldschmidt 1943,
88). Saussure emphasized that language is a system which pre-exists the individual speaker. For
structuralists and poststructuralists alike we are (to use the stock Althusserian formulation)
‘always already' positioned by semiotic systems - and most clearly by language. Contemporary
theorists have referred to the subject as being spoken by language. Barthes declares that ‘it is
language which speaks, not the author; to write is... to reach the point where only language acts,
"performs”, and not "me™ (Barthes 1977, 143). When writers write they are also written. To
communicate we must utilize existing concepts and conventions. Consequently, whilst our
intention to communicate and what we intend to communicate are both important to us as
individuals, meaning cannot be reduced to authorial 'intention’. To define meaning in terms of
authorial intention is the so-called 'intentional fallacy' identified by W K Wimsatt and M C
Beardsley of the 'New Critical’ tendency in literary criticism (Wimsatt & Beardsley 1954). We
may, for instance, communicate things without being aware of doing so. As Michael de
Montaigne wrote in 1580, 'the work, by its own force and fortune, may second the workman, and
sometimes out-strip him, beyond his invention and knowledge' (Essays, trans. Charles Cotton:
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'Of the art of conferring’ 111, 8). Furthermore, in conforming to any of the conventions of our
medium, we act as a medium for perpetuating such conventions.

Theorists of intertextuality problematize the status of ‘authorship’, treating the writer of a
text as the orchestrator of what Roland Barthes refers to as the "already-written' rather than as its
originator (Barthes 1974, 21). 'A text is... a multidimensional space in which a variety of
writings, none of them original, blend and clash. The text is a tissue of quotations... The writer
can only imitate a gesture that is always anterior, never original. His only power is to mix
writings, to counter the ones with the others, in such a way as never to rest on any one of them'
(Barthes 1977, 146). In his book S/Z, Barthes deconstructed Balzac's short story Sarrasine,
seeking to 'de-originate' the text - to demonstrate that it reflects many voices, not just that of
Balzac (Barthes 1974). It would be pure idealism to regard Balzac as 'expressing himself' in
language since we do not precede language but are produced by it. For Barthes, writing did not
involve an instrumental process of recording pre-formed thoughts and feelings (working from
signified to signifier) but was a matter of working with the signifiers and letting the signifieds
take care of themselves (Chandler 1995, 60ff). Claude Liivi-Strauss declared that: 'l don't have
the feeling that | write my books, | have the feeling that my books get written through me... |
never had, and still do not have, the perception of feeling my personal identity. | appear to
myself as the place where something is going on, but there is no "I", no "me"™ (cited in Wiseman
& Groves 2000, 173).

One of the founding texts of semiotics, the Cours de linguistique gunarale, itself
problematizes the status of authorship. Whilst the text published by Payot in Paris bears the
name of Ferdinand de Saussure as its author, it was in fact not the work of Saussure at all.
Saussure died in 1913 without leaving any detailed outline of his theories on general linguistics
or on what he called semiology. The Cours was first published posthumously in 1916 and was
assembled by Charles Bally and Albert Sechehaye (‘with the collaboration of Albert Riedlinger’)
on the basis of the notes which had been taken by at least seven students, together with a few
personal notes which had been written by Saussure himself. The students' notes referred to three
separate courses on general linguistics which Saussure had taught at the University of Geneva
over the period of 1906-1911. Saussure thus neither wrote nor read the book which bears his
name, although we continually imply that he did by attaching his name to it. It is hardly
surprising that various contradictions and inconsistencies and a lack of cohesion in the text have
often been noted. Indeed, some commentators have suggested that the Cours does not always
offer 'a faithful reflection' of Saussure's ideas - a hardly unproblematic notion (Saussure 1983,
xii). On top of all this, English readers have two competing translations of the Cours (Saussure
1974; Saussure 1983). Each translation is, of course, a re-authoring. No 'neutral’ translation is
possible, since languages involve different value systems - as is noted in the Cours itself. Nor
can specialist translators be expected to be entirely disinterested. Furthermore, anyone who treats
the Cours as a founding text in semiotics does so by effectively 'rewriting' it, since its treatment
of semiology is fragmentary. Finally, we are hardly short of commentaries to bring both this
foundational text and us as readers into line with the interpreter's own theories (e.g. Harris 1987;
Thibault 1997).

This rather extreme but important example thus serves to highlight that every reading is
always a rewriting. It is by no means an isolated example. The first critique of the ideas outlined
in the Cours was in a book on Marxism and the Philosophy of Language which was published in
Russian in 1929 under the name Valentin VVoloshinov, but it has subsequently been claimed that
this book had in fact been written by Mikhail Bakhtin, and the authorship of this text is still
contested (Morris 1994, 1). Readers, in any case, construct authors. They perform a kind of
amateur archeology, reconstructing them from textual shards whilst at the same time feeling able
to say about anyone whose writings they have read, 'l know her (or him)'. The reader's '‘Roland
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Barthes' (for example) never existed. If one had total access to everything he had ever written
throughout his life it would be marked by contradiction. The best we can do to reduce such
contradictions is to construct yet more authors, such as 'the early Barthes' and 'the later Barthes'.
Barthes died in 1981, but every invocation of his name creates another Barthes.

In 1968 Barthes announced 'the death of the author' and 'the birth of the reader’, declaring
that 'a text's unity lies not in its origin but in its destination' (Barthes 1977, 148). The framing of
texts by other texts has implications not only for their writers but also for their readers. Fredric
Jameson argued that ‘texts come before us as the always-already-read; we apprehend them
through the sedimented layers of previous interpretations, or - if the text is brand-new - through
the sedimented reading habits and categories developed by those inherited interpretive traditions'
(cited in Rodowick 1994, 286, where it was, with delicious irony in this context, cited from Tony
Bennett). A famous text has a history of readings. 'All literary works... are "rewritten”, if only
unconsciously, by the societies which read them' (Eagleton 1983, 12). No-one today - even for
the first time - can read a famous novel or poem, look at a famous painting, drawing or sculpture,
listen to a famous piece of music or watch a famous play or film without being conscious of the
contexts in which the text had been reproduced, drawn upon, alluded to, parodied and so on.
Such contexts constitute a primary frame which the reader cannot avoid drawing upon in
interpreting the text.

The concept of intertextuality reminds us that each text exists in relation to others. In fact,
texts owe more to other texts than to their own makers. Michel Foucault declared that:

The frontiers of a book are never clear-cut: beyond the title, the first lines and the last full
stop, beyond its internal configuration and its autonomous form, it is caught up in a system of
references to other books, other texts, other sentences: it is a node within a network... The book
is not simply the object that one holds in one's hands... Its unity is variable and relative.
(Foucault 1974, 23)

Texts are framed by others in many ways. Most obvious are formal frames: a television
programme, for instance, may be part of a series and part of a genre (such as soap or sitcom).
Our understanding of any individual text relates to such framings. Texts provide contexts within
which other texts may be created and interpreted. The art historian Ernst Gombrich goes further,
arguing that all art, however 'naturalistic' is ‘a manipulation of vocabulary' rather than a reflection
of the world (Gombrich 1982, 70, 78, 100). Texts draw upon multiple codes from wider contexts
- both textual and social. The assignment of a text to a genre provides the interpreter of the text
with a key intertextual framework. Genre theory is an important field in its own right, and genre
theorists do not necessarily embrace semiotics. Within semiotics genres can be seen as sign
systems or codes - conventionalized but dynamic structures. Each example of a genre utilises
conventions which link it to other members of that genre. Such conventions are at their most
obvious in 'spoof versions of the genre. But intertextuality is also reflected in the fluidity of
genre boundaries and in the blurring of genres and their functions which is reflected in such
recent coinages as ‘advertorials', 'infomercials’, 'edutainment’, 'docudrama’ and ‘faction' (a blend
of 'fact’ and 'fiction’).

The debts of a text to other texts are seldom acknowledged (other than in the scholarly
apparatus of academic writing). This serves to further the mythology of authorial ‘originality'.
However, some texts allude directly to each other - as in 'remakes' of films, extra-diegetic
references to the media in the animated cartoon The Simpsons, and many amusing contemporary
TV ads (in the UK, perhaps most notably in the ads for Boddington's beer). This is a particularly
self-conscious form of intertextuality: it credits its audience with the necessary experience to
make sense of such allusions and offers them the pleasure of recognition. By alluding to other
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texts and other media this practice reminds us that we are in a mediated reality, so it can also be
seen as an ‘alienatory' mode which runs counter to the dominant 'realist' tradition which focuses
on persuading the audience to believe in the on-going reality of the narrative. It appeals to the
pleasures of critical detachment rather than of emotional involvement.

In order to make sense of the Absolut vodka advertisement shown here you need to know
what to look for. Such expectations are established by reference to one's previous experience in
looking at related advertisements in an extended series. Once we know that we are looking for
the shape of the bottle, it is easier to perceive it here. Modern visual advertisements make
extensive use of intertextuality in this way. Sometimes there is no direct reference to the product
at all. Instant identification of the appropriate interpretative code serves to identify the interpreter
of the advertisement as a member of an exclusive club, with each act of interpretation serving to
renew one's membership.

Links also cross the boundaries of formal frames, for instance, in sharing topics with
treatments within other genres (the theme of war is found in a range of genres such action-
adventure film, documentary, news, current affairs). Some genres are shared by several media:
the genres of soap, game show and phone-in are found on both television and radio; the genre of
the news report is found on TV, radio and in newspapers; the advertisement appears in all mass
media forms. Texts in the genre of the trailer are directly tied to specific texts within or outside
the same medium. The genre of the programme listing exists within the medium of print (listings
magazines, newspapers) to support the media of TV, radio and film. TV soaps generate
substantial coverage in popular newspapers, magazines and books; the 'magazine' format was
adopted by TV and radio. And so on.

The notion of intertextuality problematizes the idea of a text having boundaries and
questions the dichotomy of 'inside’ and 'outside”: where does a text 'begin’ and 'end'? What is
‘text’ and what is ‘context'? The medium of television highlights this issue: it is productive to
think of television in terms of a concept which Raymond Williams called ‘flow' rather than as a
series of discrete texts. Much the same applies to the World Wide Web, where hypertext links on
a page can link it directly to many others. However, texts in any medium can be thought of in
similar terms. The boundaries of texts are permeable. Each text exists within a vast 'society of
texts' in various genres and media: no text is an island entire of itself. A useful semiotic
technique is comparison and contrast between differing treatments of similar themes (or similar
treatments of different themes), within or between different genres or media.

Whilst the term intertextuality would normally be used to refer to allusions to other texts, a
related kind of allusion is what might be called ‘intratextuality’ - involving internal relations
within the text. Within a single code (e.g. a photographic code) these would be simply
syntagmatic relationships (e.g. the relationship of the image of one person to another within the
same photograph). However, a text may involve several codes: a newspaper photograph, for
instance, may have a caption (indeed, such an example serves to remind us that what we may
choose to regard as a discrete 'text' for analysis lacks clearcut boundaries: the notion of
intertextuality emphasizes that texts have contexts).

Roland Barthes introduced the concept of anchorage (Barthes 1977, 38ff). Linguistic
elements can serve to ‘anchor' (or constrain) the preferred readings of an image: 'to fix the
floating chain of signifieds' (ibid., 39). Barthes introduced this concept of textual anchorage
primarily in relation to advertisements, but it applies of course to other genres such as captioned
photographs, maps, narrated television and film documentaries, and cartoons and comics (‘comic
books' to North Americans) with their speech and thought 'balloons'. Barthes argued that the
principal function of anchorage was ideological (ibid., 40). This is perhaps most obvious when
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photographs are used in contexts such as newspapers. Photograph captions typically present
themselves as neutral labels for what self-evidently exists in the depicted world whilst actually
serving to define the terms of reference and point-of-view from which it is to be seen (Chaplin
1994, 270). For instance, 'It is a very common practice for the captions to news photographs to
tell us, in words, exactly how the subject's expression ought to be read' (Hall 1981, 229). You
may check your daily newspaper to verify this claim. Such textual anchorages can have a more
subversive function, however. For instance, in the 1970s, the photographer Victor Burgin
exhibited posters in the form of images appropriated from print advertisements together with his
own printed text which ran counter to the intended meaning of the original ads.

Barthes used the term relay to describe text/image relationships which were
‘complementary’, instancing cartoons, comic strips and narrative film (ibid., 41). He did not coin
a term for 'the paradoxical case where the image is constructed according to the text' (ibid., 40).
Even if it were true in the 1950s and early 1960s that the verbal text was primary in the relation
between texts and images, in contemporary society visual images have acquired far more
importance in contexts such as advertising, so that what he called 'relay' is far more common.
There are also many instances where the 'illustrative use' of an image provides anchorage for
ambiguous text - as in assembly instructions for flat-pack furniture (note that when we talk about
‘illustrating' and ‘captioning’ we logocentrically imply the primacy of verbal text over images).
Awareness of the importance of intertextuality should lead us to examine the functions of those
images and written or spoken text used in close association within a text not only in terms of
their respective codes, but in terms of their overall rhetorical orchestration. Evelyn Goldsmith
has produced a useful review of empirical research into the relationship between associated texts
and images (Goldsmith 1984).

In media such as film, television and the worldwide web, multiple codes are involved. As
the film theorist Christian Metz put it, codes ‘are not... added to one another, or juxtaposed in just
any manner; they are organized, articulated in terms of one another in accordance with a certain
order, they contract unilateral hierarchies... Thus a veritable system of intercodical relations is
generated which is itself, in some sort, another code' (Metz 1974, 242). The interaction of film
and soundtrack in chart music videos offers a good example of the dynamic nature of their
modes of relationship and patterns of relative dominance. The codes involved in such textual
systems clearly cannot be considered in isolation: the dynamic patterns of dominance between
them contribute to the generation of meaning. Nor need they be assumed to be always in
complete accord with each other - indeed, the interplay of codes may be particularly revealing of
incoherences, ambiguities, contradictions and omissions which may offer the interpreter scope
for deconstructing the text.

The relationships between codes within a genre may shift over time, as William Leiss and
his colleagues note:

The growing preponderance of visuals in ads has enhanced the ambiguity of meaning
embedded in message structures. Earlier advertising usually states its message quite explicitly
through the medium of written text..., but starting in the mid-1920s visual representation became
more common, and the relationship between text and visual image became complementary - that
is, the text explained the visual. In the postwar period, and especially since the early 1960s, the
function of text moved away from explaining the visual and towards a more cryptic form, in
which text appeared as a kind of 'key' to the visual.

In all, the effect was to make the commercial message more ambiguous; a 'reading' of it
depended on relating elements in the ad's internal structure to each other, as well as drawing in
references from the external world. (Leiss et al. 1990, 199)
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Claude Liivi-Strauss's notion of the bricoleur who creates improvised structures by
appropriating pre-existing materials which are ready-to-hand is now fairly well-known within
cultural studies (Litvi-Strauss 1974, 16-33, 35-6, 150n; cf. Liivi-Strauss 1964). Liivi-Strauss saw
'mythical thought' as 'a kind of bricolage' (Liivi-Strauss 1974, 17): ‘it builds ideological castles
out of the debris of what was once a social discourse' (ibid., 21n): The bricoleur works with
signs, constructing new arrangements by adopting existing signifieds as signifiers and 'speaking’
‘through the medium of things' - by the choices made from 'limited possibilities’ (ibid., 20, 21).
The first aspect of bricolage is... to construct a system of paradigms with the fragments of
syntagmatic chains', leading in turn to new syntagms (ibid., 150n). 'Authorship' could be seen in
similar terms. Liivi-Strauss certainly saw artistic creation as in part a dialogue with the materials
(ibid., 18, 27, 29). Logically (following Quintilian), the practice of bricolage can be seen as
operating through several key transformations: addition, deletion, substitution and transposition
(Nuth 1990, 341).

Gerard Genette proposed the term 'transtextuality’ as a more inclusive term than
"intertextuality’ (Genette 1997). He listed five subtypes:

e intertextuality: quotation, plagiarism, allusion;

o paratextuality: the relation between a text and its 'paratext’ - that which surrounds the
main body of the text - such as titles, headings, prefaces, epigraphs, dedications,
acknowledgements, footnotes, illustrations, dust jackets, etc.;

o architextuality: designation of a text as part of a genre or genres (Genette refers to
designation by the text itself, but this could also be applied to its framing by readers);

o metatextuality: explicit or implicit critical commentary of one text on another text
(metatextuality can be hard to distinguish from the following category);

o hypotextuality (Genette's term was hypertextuality): the relation between a text and a
preceding 'hypotext' - a text or genre on which it is based but which it transforms,
modifies, elaborates or extends (including parody, spoof, sequel, translation).

To such a list, computer-based hypertextuality should be added: text which can take the
reader directly to other texts (regardless of authorship or location). This kind of intertextuality
disrupts the conventional 'linearity’ of texts. Reading such texts is seldom a question of following
standard sequences predetermined by their authors.

It may be useful to consider the issue of 'degrees of intertextuality’. Would the 'most
intertextual' text be an indistinguishable copy of another text, or would that have gone beyond
what it means to be intertextual? Would the 'most intratextual' text be one which approached the
impossible goal of referring only to itself? Even if no specific text is referred to, texts are written
within genres and use language in ways which their authors have seldom ‘invented'.
Intertextuality does not seem to be simply a continuum on a single dimension and there does not
seem to be a consensus about what dimensions we should be looking for. Intertextuality is not a
feature of the text alone but of the 'contract’ which reading it forges between its author(s) and
reader(s). Since the dominant mode of producing texts seems to involve masking their debts,
reflexivity seems to be an important issue - we need to consider how marked the intertextuality
is. Some defining features of intertextuality might include the following:

o reflexivity: how reflexive (or self-conscious) the use of intertextuality seems to be (if
reflexivity is important to what it means to be intertextual, then presumably an
indistinguishable copy goes beyond being intertextual);

o alteration: the alteration of sources (more noticeable alteration presumably making it
more reflexively intertextual);
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o explicitness: the specificity and explicitness of reference(s) to other text(s) (e.g. direct
quotation, attributed quotation) (is assuming recognition more reflexively intertextual?);

 criticality to comprehension: how important it would be for the reader to recognize the
intertextuality involved;

o scale of adoption: the overall scale of allusion/incorporation within the text; and

o structural unboundedness: to what extent the text is presented (or understood) as part of
or tied to a larger structure (e.g. as part of a genre, of a series, of a serial, of a magazine,
of an exhibition etc.) - factors which are often not under the control of the author of the
text.

Confounding the realist agenda that ‘'art imitates life," intertextuality suggests that art
imitates art. Oscar Wilde (typically) took this notion further, declaring provocatively that 'life
imitates art. Texts are instrumental not only in the construction of other texts but in the
construction of experiences. Much of what we 'know' about the world is derived from what we
have read in books, newspapers and magazines, from what we have seen in the cinema and on
television and from what we have heard on the radio. Life is thus lived through texts and framed
by texts to a greater extent than we are normally aware of. As Scott Lash observes, 'We are
living in a society in which our perception is directed almost as often to representations as it is to
"reality™ (Lash 1990, 24). Intertextuality blurs the boundaries not only between texts but
between texts and the world of lived experience. Indeed, we may argue that we know no pre-
textual experience. The world as we know it is merely its current representation.

Text 5.
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The Remarkable Reinvention of Very Short Fiction: Sudden, Flash, Nano, Short-Short,
Micro, Minificcion ...
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Is very short fiction a renaissance or a reinvention ?Are these stories defined by length, and what
does a story require? In this essay introducing WLT's special focus on the genre, Robert Shapard
canvasses the globe to answer these questions. Some may call the stories "flash,” but Shapard
echoes Grace Paley's warning: very short stories "should be read like a poem, that is, slowly."

Very short fiction has many names, which vary by length of story and by country. In the United
States, the most popular name, perhaps, is flash; in Latin America, the micro. On average, a very
short fiction is ten times shorter than a traditional story, but numbers don't tell us everything. |
prefer metaphors, like Luisa Valenzuela's:
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| usually compare the novel to a mammal, be
it wild as a tiger or tame as a cow; the short
story to a bird or a fish; the micro story to an

insect (iridescent in the best cases).

The popularity of these "iridescent insects” has continued to grow, worldwide, especially since
the 1980s. In the United States, anthologies, collections, and chapbooks of them have sold about
a million copies--not as many as a John Grisham best-seller, but notable nonetheless. TV and
movie actors have read them to live audiences on Broadway, taped for airing later on National
Public Radio's Selected Shorts. Minificcion world congresses have been held in Switzerland,
Spain, Argentina, and other countries. In Great Britain, National Flash Fiction Day has been
declared (as noted in the Guardian), as it has in New Zealand.

Yet few seem to know exactly why these tiny fictions have become popular, or even what they
are. Are they an Internet fad? Are they short because TV and Twitter have shrunk our attention
spans? If they are, Julian Gough, a highly awarded Irish novelist living in Germany, thinks it
may be a good thing. In Best European Fiction 2010 (to which he contributed a very short story),
he notes:

My generation, and those younger, receive information not in long, coherent,
self-contained units (a film, an aloum, a novel), but in short bursts, with wildly
different tones. (Channel-hopping, surfing the Internet, while doing the iPod
shuffle.) That changes the way we read fiction, and therefore must change the
way we write it. This is not a catastrophe; it is an opportunity. We are free to do
new things, which could not have been understood before now. The traditional
story (retold ten thousand times) suffers from repetitive strain injury. Television

and the Internet have responded to this crisis without losing their audience. Literary fiction
has not.

Gough's advice to young writers: "Steal from The Simpsons, not Henry James."

Even if very short works represent freedom for writers, most of us still equate "literary fiction"
with the novel (certainly not The Simpsons), which may be one reason critics have given so little
attention to works as brief as flash or sudden fiction. If we take a longer view, though, a different
picture emerges. Great writers have been writing very short stories since long before the novel.
Petronius wrote short-shorts in ancient Rome, and Marie de France wrote them in medieval
times. It's true, ever since Defoe (at least in the English-speaking world), the novel--that is, the
formal embodiment of narrative realism--has dominated fiction. But in the twentieth century,
many writers, including Borges, Cortazar, Walser, Kafka, Buzzati, Calvino, Dinesen, and
Kawabata, chose to return to very short works. Did they constitute a quiet renaissance of very
short fiction that is only now, thanks to the vast powers of the Internet, flowering from
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Greenland to Indonesia with nanos, micros, suddens, and flashes?

Yes and no. For a long time in the United States, the only tradition was a kind of one-page story
published by consumer magazines like Ladies Home Journal. ("Tradition" may be the wrong
word here--an academic study at a California university made the case that the Journal had
published exactly the same one-page story in every issue for the last fifty years. Details of setting
and character did change, but it was always that same plot, the one with the happy twist at the
end.)

But by 1985, when James Thomas and | began gathering very short stories for an anthology,
Sudden Fiction, experimental works had been cropping up in literary magazines for a decade.
They were never formulaic, often surprising, always challenging. Some used novelistic realism
but on a completely different scale. Others edged into metafiction, like Grace Paley's funny,
moving "Mother,” which begins with the narrator saying she always wanted to end a story with
"and then she died,"” and somehow manages to surprise us, a page later, by doing so. Others
accelerated absurdly like Robert Fox's luminous story "A Fable,” about a young man on the
subway who is so, so happy going to his first day of work in the city that he falls in love with a
pretty young woman seated across from him and they are married by the conductor before the
next stop. Still others ran backward, like Hannah Voskuil's touching "Currents,” told not in
flashbacks (which return to the present) but in short paragraphs that journey relentlessly farther
and farther into the past.

These stories weren't a renaissance of ancient forms. They were attempts to reinvent
fiction.

Many writers, when we asked them about these new fictions, speculated on their relation to other
genres. "The rhythmic form of the short-short story,” Joyce Carol Oates said, "is often more
temperamentally akin to poetry than to conventional prose, which generally opens out to
dramatize experience and evoke emotion; in the smallest, tightest spaces, experience can only be
suggested.”

Others, like Russell Banks, tried to plumb the source of the form:

It's its own self, and it's intrinsically different from the short story and more like
the sonnet or ghazal--two quick moves in opposite directions, dialectical moves,
perhaps, and then a leap to a radical resolution that leaves the reader anxious in
a particularly satisfying way. The source, the need, for the form seems to me to be

the same need that created Norse kennings, Zen koans, Sufi tales, where language and
metaphysics grapple for holds like Greek wrestlers, and not the need

that created the novel or the short story, even, where language and the social sciences sleep
peacefully inside one another like bourgeois spoons.

As James Thomas and | continued collecting, we noticed the shorter the work, the more it
questioned the terms of "traditional™ (realist) short-story characteristics. James posed the
question, "How short can a story be and still truly be a story?" and coined the title Flash Fiction
for a new anthology, published in 1992. Jerome Stern pushed this idea further in his anthology,
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Micro Fiction, in 1996. The stories he collected were less than half as long as most of James's
flash fictions. A few years later, as the Internet became part of our lives, online magazines began
to appear with ever-shorter fictions, new rules to the game, and of course new names, like quick
fiction, nano fiction, and hint fiction. Critical thinking about short forms also began to appear, on
sites like Double Room and FlashFictionNet, but the emphasis in the United States has always
been on the creative and practical: the most popular topic about flash fiction is how to write it.
Not surprisingly, most students would rather try writing a one-page flash than a twenty-five-page
traditional story.

Is this a good way to learn writing? It can be. Consider Jayne Anne Phillips, whose
reputation was made with a legendary collection of short fiction, Black Tickets, and whose
recent novel Lark and Termite was a finalist for both the National Book Critics Circle Award
and the National Book Award. As a young poet, long before the Internet, she taught herself to
write by writing one-page fictions, finding a "secretive and subversive" freedom in the
paragraph, because she filled its "innocent, workaday" form with powerful, lyrical images, which
build on each other. "Good one-page fictions have a spiral construction: the words circle out
from a dense, packed core, and the spiral moves through the words, past the boundary of the
page,” she says. "Fast, precise, over. And not over. The one-page fiction should hang in the air of
the mind like an image made of smoke."

Phillips, though a lyrical writer, tells her students that one-pagers should be "real stories."
For what's needed for a real story--its minimum requirements--we can look beyond the United
States.

A few years ago, a world congress in very short fiction was held in the provincial capital of
Neuquen, Argentina, attended by hundreds of scholars from around the world--Austria, Spain,
Mexico, Brazil, Jamaica--the auditorium doors of the local university opened to the bright, late-
spring days of November. | was there, too, with limited Spanish, though it was easy to
understand the passion, humor, and brilliance in establishing the legitimacy of very short fiction
in literary and cultural studies. Very short fictions in Latin America are, on the whole, shorter
than in the United States, and questions about them are often concerned less with how short
stories can be than with whether very short fictions need to be stories at all. At the same time, a
micro or minificcion, like a sudden or a flash, can be voiced in any known mode--realism,
metafiction, fantasy, allegory, parable, anecdote.

For example, consider Julio Cortazar's famous "A Continuity of Parks,” about a man
reading a mystery in which a man intent on murder goes through a city park, into an apartment,
and, knife at the ready, sneaks up behind the very man who is reading the mystery. It's the kind
of enigma bordering on the fantastical (and perhaps a metaphor for the act of reading) that
people love in Latin American fiction--at the edge of traditional fiction, but still recognizably a
narrative or story. Now consider this twelve-word reescritura (a popular form of minifiction
involving the rewriting of well-known texts) by Mexican writer EdmundoValades, titled "The
Search™:

Those maddened sirens that howl roaming the city in search of Ulysses.

The first thing we notice is the striking description of what may be ambulance sirens in a modern
city, then, of course, how abruptly it stops, with the name Ulysses, and our recognition of the
ancient story in which he is tied to the mast while the Sirens try to lure his ship onto the rocks;
with that jolt of recognition come questions, reverberations. Are the ancient Sirens condemned to
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search forever, and even in a modern city, for the escaped Ulysses? Who is telling us this? We
may think of Joyce's Leopold Bloom, a modern everyman--are the sirens in search of him, or the
narrator, or all of us? As our thoughts expand, we may forget that the twelve words of "The
Search”™ do not even make a complete sentence. It contains epics--but is it a story?

I've taken "The Search" from a study by Colin Peters, "Minificcion: A Narratological
Investigation,” published at the University of Vienna. The study draws on the work of some of
the narratologists at the Argentina conference, such as Lauro Zavala and David Lagmanovich, as
well as Gerard Genette, TzvetanTodorov, Roland Barthes, and ShlomithRimmon-Kenan, who
gives the minimal requirement of a narrative as two events. (This echoes E. M. Forster's famous
statement in his 1927 Oxford lectures, "The king died and then the queen died is a story.") By
this criterion, "The Search" is not a story. Peters nonetheless accepts it as a minificcion, simply
concluding that narrative isn't necessary to the genre.

However, Peru's Julio Ortega, at Brown University, argues for a lower threshold for story, based
on a single event:

The first story ever, | read somewhere, appears on an ancient Egyptian tablet and

declares that "John went out on a trip.” How do we know this is a flash fiction and not a
document? Because no one during that time period could have left his town on his own will.
Moreover, it encapsulates the high rhetoric of sudden fiction: it has a character (I call him
"John,” but he has one thousand names); there is a dominant action (the storytelling is fully
present); and what is shown or said happens in time. Not less important, it announces the very
rule of any story--the breaking of a code. John is an adventurer who stands against authority and
decides to leave, to explore, to know.

Might these criteria also apply to the novel? As Pulitzer Prize-winner Robert Olen Butler (a
novelist who also writes flash fiction) has said, "Fiction is the art form of human yearning, no
matter how long or short that work of fiction is."

| agree with Butler. It's a matter of focus. | collect very short fictions, but often like to lose
myself in a novel. How lost can one get in a one-page story? Sometimes | want both, the
intensity of the very short and the feel of a novel, however fleeting, and then I prefer a sudden
fiction, which may run four or five pages. Many a wonderful writer prefers this length, authors
who have won Obies, Oscars, Pulitzers, and even the Nobel.

But we have mostly been thinking about extremely short fiction here. It's appropriate to give the
last word, literally, to Guillermo Samperio, a Mexican writer whose story "Fantasma"
("Phantasm™ or "Ghost") is a story of no words at all, just the title followed by a blank page.

WLT's feature in this issue of very short fiction is as various as you will find anywhere. These
works, by eleven authors from ten countries, take many forms and range in length from sudden
(about two pages) to flash (about a page) to micro (less than half a page). Carmen Boullosa's
story is an anecdote, JosefineKlougart's is a prose poem, HishamBustani's is a political rallying
cry, and Vanessa Gebbie's is a pure flash fiction--its vivid description doesn't explain but rather
suggests or invokes a story. Among the sudden fictions, Andres Neuman's and LiliPotpara's
stories are straightforward, but with emotional complexities for the reader to unfold. Luis Jorge
Boone's sudden is an homage to Jorge Luis Borges (note the "labyrinths™ near the end). The
micros challenge our intellects and powers of observation: Alex Epstein's "More True
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Superheroes” asks what is truly extraordinary about characters; Clemens Setz's "On the
Conductivity of Monks" questions the relation between borrowed texts and fiction. If you are
new to reading flashes and micros, be warned, they are so short they are easy to dismiss. Grace
Paley said they "should be read like a poem, that is, slowly"--and if you find one particularly
troubling, or to your liking, one of the pleasures of very short fiction is that it takes only a
moment to reread and reflect.

Austin, Texas
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