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IHPOI'PAMMA
BCTYIHUTEJIBHOI'O UCIIBITAHUA JJIAA HOCTYITAIOIIUX 11O
INPOI'PAMME ACIIUPAHTYPBI
HAYYHASA CIIEHUAJBHOCTD 5.10.3. BUABI HCKYCCTBA
(TEATPAJIBHOE NCKYCCTBO)

WHOCTPAHHBIN SI3BIK

Conep:xanue n CTPYKTYpa BCTYNUTEIbHOTO IK3aMeHa
10 HHOCTPAHHOMY SI3BIKY

Ha BcTynmuTenbHOM »SK3aMEHE MMOCTYMAIONIMH JOHKEH MPOACMOHCTPUPOBATH
YMCHHE TI0JIb30BAaThCS WHOCTPAHHBIM S3BIKOM KaK CpPEJICTBOM MPO(hecCHOHATEHOTO
oO1eHus B Hay4HoM cepe.

AOuTypueHT  JOKeH  Bianeth  opdorpaduueckoir,  opdo’TUIECKO,
JEKCUYECKOH ¥ TpaMMaTHYEeCKOM HOpPMaMH H3y4yaeMOro S3bIKa W TMPABHIBHO
UCIIOJIb30BaTh MX BO BCEX BUJAX PEUEBON KOMMYHHUKAIMH, B Hay4HOU chepe B popme
YCTHOTO W IUCHbMEHHOTO OOIICHHUSI.

I'oBopenue
Ha BcrynuTenbHOM 3K3aMEHE TMOCTYIAIOMIAA JIEMOHCTPUPYET BIIAJACHUE
MOATrOTOBJICHHOM MOHOJIOTHYECKOU peusbto, a TaKXKe HENOJATOTOBJICHHOM

MOHOJIOTHYECKOW W JHAJIOTMYECKOM pPEeYbl0 B CHUTyaIlMd OQPHUIIMAIBHOTO OOIICHUS B
npeaenax mporpaMMHBIX TPEOOBaHUH.

OrneHuBaeTCs CONCPIKATEILHOCTD, aJICKBAaTHAs peanu3alds KOMMYHHKATHBHOTO
HAMEPCHUS, JIOTUYHOCTh, CBS3HOCTh, CMBICJIOBas W CTPYKTYpHas 3aBEPIICHHOCTD,
HOPMaTHUBHOCTh BBICKA3bIBAHUS.

Yrenue

[TocTynarommii 1eMOHCTPUPYET YMEHHE YUTaTh OPUTHHAIBHYIO JUTEpPaTypy IO
CHEIUATBHOCTH, ONUPAsICh HAa W3YYCHHBIA S3BIKOBOM  Marepuan, (POHOBBIE
CTpaHOBemYeCKne W  NpodecCHOHANbHBIC  3HAHWS, HABBIKM  S3BIKOBOM U
KOHTEKCTYaJIbHOM JTOTaIKH.

O1eHUBAIOTCS HAaBBIKA W3YYalOIMIEro, a TaKKe TMOWCKOBOTO M IPOCMOTPOBOTO
YTEHHUS.

B mepBoM ciydae OIlGHMBAeTCS YMEHHE MaKCHMAJIbHO TOYHO W aJeKBaTHO
U3BJIEKaTh OCHOBHYIO UH(OPMAIHIO, COACPKAIIYIOCS B TEKCTE, POBOJIUTH 0000IIECHHE
W aHaJu3 OCHOBHBIX TOJOXKCHHH TIPEIBSABICHHOTO HAy4YHOrO TEKCTa  JUIS
MOCJICYIOIIETO IepeBoJa Ha S3bIK OOYYCHHUS, a TaKXKE COCTABJIICHHS pPE3IOME Ha
WHOCTPAHHOM SI3BIKE.



Yemuoiti nepe6o0 HayqyHOTO TEKCTa IO CHEIHAIBHOCTH OIIEHUBAETCS C YYETOM
oOmelt aneKBaTHOCTH TIEPEBOJIa, TO €CTb OTCYTCTBUS CMBICIOBBIX HCKaXEHUH,
COOTBETCTBHS HOPME U y3yCy s3bIKa MEPEeBO/Ia, BKIItOUas yIOTPEOICHHE TEPMUHOB.

Pe3tome mpOYNTAaHHOTO TEKCTA OLICHUBAETCSI C YUETOM O0bEMa U MPaBUILHOCTH
U3BJICUCHHON  MHQOpMaIuu,  aJeKBAaTHOCTH  pean3alli  KOMMYHUKATHUBHOIO
HAMEPEHUS, COAEPKATEIBbHOCTH, JIOTUYHOCTH, CMBICIOBOM W  CTPYKTYpPHOH
3aBEPIICHHOCTH, HOPMATUBHOCTH TEKCTA.

[Ipy MOMCKOBOM M MNPOCMOTPOBOM YTECHHM OIICHHUBACTCSI YMEHHUE B TEUYECHUE
KOPOTKOTO BPEMEHHU OIPEICIUTh KPYr pAacCMAaTPUBAEMBbIX B TEKCTE BOIPOCOB U
BBISIBUTH OCHOBHBIE MOJIOKEHUS aBTOPA.

CTpykTypa 3K3amMeHa

BerynurenpHBI  9K3aME@H 10 HWHOCTPAHHOMY SI3BIKY BKIJIIOYaeT B ce0s
BBITIOJIHEHHE TEPEeBOJia, a Takke pedepupoBaHue TEKCTa MO CHEIUAIbHOCTH. Bpems
BBITIOJTHEHUS paboThl — 45—60 munHyT. Jlanmee ciemyer Oecena ¢ dK3aMeHATOpamMu Ha
MHOCTPAaHHOM $I3BIKE€ IO BOMNPOCAM, CBSI3aHHBIM CO CHEHUAIBHOCTBIO U HAy4YHOU
paboToi MOCTYMAIOIETO.

Oﬁpa3um IK3AMCHAIIHOHHbBIX TCKCTOB

1. O0pa3en TekcTa A5 U3YYaOUIEro YTEHUS U NMepeBoa

Make Believe

Play is make believe at the double. I look at something and I first see what it is, or at least what
I believe it is, be it Jury, a banana, February 14th. But then I make believe that “what is” were
something else: Hamlet, a revolver, the feast of St Valentine. What if. What is. We're playful when we
hold two spheres of belief in our brains overlapping. Humans are really good at it. The distance
between these two spheres of “what if” and “what is” is a dynamic space. Sometimes the spheres are
almost so close, almost touching, sometimes miles apart, but the meaning of play is found across that
distance.

Play is a live, fluxing reinvention. You can't make me believe anything unless I want to
believe. The best play doesn't tell you how to act, play invites you to imagine what if and - if then -
what you want to do about it. It's a belief that creates an action-space, where the agent of play is you.

Peter Brook was a theatre director and once asked what it is for an actor to exit chased by a
bear. I see a bear, I feel fear, I run. I see a bear, I run, I feel fear. Two pursuits. Brook argues that they
are equivalent, and it only depends on the actor and the director together which suits them best. Game
arises from play. Forcing people into a game they don’t want to play is like trying to choreograph
butterflies.

Try to be a theatre director of any scene of people in play and you discover many games played
at once - games of status, of desire, of curiosity, of connection, and of greed, of all the sins and of all
the virtues — plus hope — and as an actor here you can’t stop still, moment by moment a different game
crackles into life. And in reality, these games are all being played all at once: by different people at
different times in different places, interrupting and overlapping. If you look at the crystalline
complexity of reality through a monocle, no wonder it looks broken. Reality is broken. Actually, it’s
where reality breaks that matters. Where one game breaks down and you choose to start playing
another. Or simply because someone else asks you to play nicer for them. In fact, when an audience is
required to see something as both real and unreal simultaneously there arises a creative and
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imaginative tension that enables us to go beyond the fuss of real life, and which can create a kind of
playfulness.

2. O0pa3en TekcTa AJs1 IPOCMOTPOBOI0 YTCHUA U pepepupOBaAHUS

Theatre of the Future

The Theatre of the future will be split into two categories: Traditional Theatre, and Adaptive
Theatre.

Traditional theatre will look much like it does today. It will remain shackled to the past--always
looking backwards to a time when audiences were more respectful of "culture"--which is a fantasy.
Traditional theatre will continue to thrive on Broadway and in the West End, and will still exist on a
smaller level in academic settings. The audiences of Traditional Theatre in the future will look much
like the patrons of Opera, Ballet, and Symphony do today. They will be well-educated, wealthy, and
dwindling in numbers.
The Adaptive Theatre of the future will look very different from the Theatre of today. Adaptive Theatre
will discontinue the trend of imitating the Cinema experience. Adaptive Theatre will find ways of
telling stories in a manner that is more interactive, more intimate, and more communal that what
Traditional Theatre offers. We will continue to see a rise in highly interactive forms of theatre like
Immersive, Site-Specific, and Promenade. We'll continue to see an increased appreciation
for Installation artworks, and this will cross-over to the Theatre. As people grow more and more
accustomed to virtual experiences on their computers, they'll continue to develop an appreciation for in-
person experiences.

In the future, live performances will fall into one of two categories: 1-Formal, non-interactive
experiences: ballet, opera, symphony, traditional theatre. 2-Informal, interactive experiences: live

music, stand-up comedy, performance art, adaptive theatre.

OcHoOBHBIE BONTPOCHI YK3aMeHATOPOB,
CBSI3aHHbIE CO CMEIHAJTBHOCTHIO M HAYYHOI padoToii mocTynamero

1. Who i1s your scientific supervisor and what is his/her degree?

2. What is his/her contribution to the science?

3. What does your scientific work deal with? (What do you investigate?)
4. What can you say about your scientific work?

5. What methods do you apply in your research and why?

6. What instruments (devices) and equipment do you use in your
investigation?


http://www.tcg.org/publications/at/issue/featuredstory.cfm?story=2&indexID=34
http://www.nytimes.com/2013/12/02/arts/design/yayoi-kusamas-mirrored-room-at-david-zwirner-gallery.html?_r=0

7. What illustrations, diagrams are you going to prepare to demonstrate the
results of your investigation (research)?

8. What conclusions will you make if the results of your research are
positive / negative?

9. How will you continue your investigation?

10.How many publications, important for your research have you

found?

11.What journals, books, handbooks have given you the most convincing
ideas for starting and continuation of your research?

12. Who are the best-informed scientists in the field of your research?

13. What points of view expressed in the publications do you criticize?

14. What points of view expressed in the publication are you agree?

15. How many publications in English have you managed to review?

16. How many special key terms have you selected from the English
publications? What are the most important of them? Give some examples.
17. How have you planned your research?

18. What have you already managed to do?

19. What research problems are you interested in? Why?

20. Can you speak about the historical background of your research problem?
21. Have you ever participated in international conferences / symposia /
congresses?

22. Have you already obtained any research results?

23. What are the latest achievements in you field of science / research?

24. What, in your opinion, is the social role of your investigation?

25. What aspects of your research problem still remain poorly understood /

unsolved ?

Kputepuu oneHkun

bamnaer, momydeHHBIE 3a KaXAYH 9acTh BCTYMHUTEIBLHOTO  HCIBITAHUSA,
CYMMUPYIOTCS B pe3yJIbTaT OLICHUBACTCS TI0 CTOOAIIILHOM IIKAJIe.

1. H3yuarowee umenue opucuHaiIbHO20 MEKCMA RO CREYUATLHOCHIU.

«OTJIMYHO» 26-33 OanoB - nonHeii nepeoa (100%) agekBaTHBIN CMBICIIOBOMY
COEP)KAaHUI0 TEKCTa Ha PYCCKOM s3bIKe. TEKCT — TpaMMaTHYeCKH KOPPEKTEH,
JICKCUYECKHE CIUHUIBI M CHUHTAKCUYECKHE CTPYKTYphI, XapaKTEepHBIC I HAyYHOTO
CTHJISI pEYH, TIEPEBEICHBI aJICKBATHO;

«xopomo» 21-25 OamnoB - mnonHbld mepeBon (100%-90%). Bcerpewatorcs
JeKCUYECKHe, TpaMMATHUYECKHE U CTWIMCTHYECKHME HETOYHOCTH, KOTOpbhle He
IOPEMSATCTBYIOT OOIIEeMYy MOHUMAHUIO TEKCTa, OJHAKO HE COTrJacylTcCsi C HOpMamu
S3bIKA TIEPEBOJIa U CTUJIEM HAYYHOTO M3JI0KEHMUS,;

«ynoBJeTBOPUTENbHO» 17-20 GamioB - pparMeHT TEeKCTa, MPEAJIOKEHHOTO Ha
dK3aMEeHe, TEePEeBEJICH HE TMOJHOCThI0 (2/3 — '5) wim ¢ OOJBIIUM KOJIMYECTBOM
JEKCUYECKHUX, TPAMMATHYECKUX W CTHJIMCTHYECKUX OIMIMOOK, KOTOPHIE MPETSTCTBYIOT
00111eMy MOHUMAaHUIO TEKCTA;



«Heyd0BJIeTBOPUTEJIbHO» (-16 0OamioB - HENMOJHBIM TepeBon (MeHee Y2).
Henonumanue copepxaHusi TEKCTa, OOJbIIOE  KOJIMYECTBO  CMBICIOBBIX U
IrpaMMaTHYECKUX OIMTHOOK.

2. Ilpocmomposoe umenue opucuHAIbHO20 MEKCMA RO CREYUATbHOCHIU.

«OTJIMYHO» 26-33 OamnoB - TEKCT mepedaaH B cxkaTtod (opMe anekBaTHO
COJIEPKAHUIO TEKCTa, OIPAHUYEH MEHBIIMM O0BEMOM, MOJHOE HU3JI0KEHUE OCHOBHOIO
cozepkaHus (parMeHTa TeKCTa;

«xopomo» 21-25 6anioB - TEKCT Nepe/laH CEeMaHTUYECKH aJIeKBaTHO, OTPAHUYEH
MEHBIIUM 00BEMOM, HO COZAEpPKaHUE MEPEAAHO HE JOCTATOUYHO MOJIHO;

«YyJ0BJIETBOPUTEIbHO» 17-20 GamioB - TEKCT mepedaH B cxkartod dopme ¢
CYIIECTBEHHBIM UCKaKEHHEM CMBICIIA;

«HeyaoBJIeTBOPUTEIbLHO» 0-16 OamnoB - mepenano Menee 50 % OCHOBHOTO
COJIEpKaHUS TEKCTA, UMEETCS CYLIECTBEHHOE UCKAXKEHUE COIEPIKAHUS TEKCTA.

3. beceda c¢ 3K3amenamopamu Ha UHOCHPAHHOM A3bIKE NO 60NPOCAM,
CEA3AHHBIM CO CREYUATbHOCMbIO U HAYYHOU PAOOmMOIl acnupanma.

[Ipu Gecene ¢ sK3aMeHATOpPaMHU HA MHOCTPAHHOM SI3bIKE OLIEHUBAIOTCS YMEHUS
MOHOJIOTUYECKOM PEe4Yd Ha YPOBHE CAMOCTOSATEIBHO  MOJATOTOBJIEHHOTO U
HENOJATOTOBJIEHHOIO  BBICKa3bIBaHWA MO TEMaM CHEUUAIbHOCTH M yYMEHMS
IUAJIOTMYECKON  peud, TMO3BOJSAIOIIMMH  A0MTYpUEHTY NpPUHUMATh y4acTHE B
00CYyX/IEHHH BOIPOCOB, CBSI3AHHBIX C €0 CHEIUAIBHOCTHIO.

«OTJIMYHO» 26-34 OamioB - peub I'paMOTHasi M BbIpazutenbHasd. lIpaBuibHO
UCIIOJIb3YIOTCSl JIEKCUKO-TPAaMMAaTHYECKHE KOHCTPYKIIMH, €CIU JTOMYCKaIOTCs OUIMOKH,
TO TYT € UCIPABIAIOTCA roBOpsIUM. CTHIIb HAYYHOTO BBICKA3bIBAHMS BBIACP/KAH B
TedyeHue Bced Oecefpl. OOBEM BBICKA3bIBAaHUSI COOTBETCTBYET TpPEOOBAHUSIM.
['oBoOpsIIIMiI HOHMMAET U aIEKBATHO OTBEYAET HA BOIIPOCHI;

«xopomo» 21-25 GamioB - Mpu BHICKA3bIBAHUU BCTPEUAIOTCS TpaMMaTHYECKUE
omuOku. OOBEM BBICKAa3bIBaHUSI COOTBETCTBYET TPEOOBAHMIM WIIM HE COCTABIISIET OoJiee
yeM 20-25 mpemnoxeHuid. Bormpockl ToBOpsAIINi MOHUMAET MOJHOCTbIO, HO OTBETHI
MHOT/Ia BBI3bIBAIOT 3aTpyAHeHus. Hayunblii ctuib Boiaepxan B 70-80% BbhICKa3bIBaHUI;

«yAoBJeTBOpUTENbHO» 17-20 0OamioB - OpH BBICKAa3bIBAHUM BCTPEYAOTCS
rpaMMaTHYeCKUEe OLIMOKM, MHOrAa O4YeHb cepbe3Hble. (OO0beM BbICKa3bIBaHUS
cocraBisier He Oonee ‘2. Kak BOmpoChl, Tak W OTBEThl BBI3BIBAIOT 3aTPYJHEHUE.
Hayunblii cTuib Beiiep:xkaHn He Oosee yeM B 30-40% BbICKa3bIBAHMIA;

«HeyaoBJeTBOPUTEILHO0» 0-16 0aioB - HEMOJIHOE BhICKAa3bIBaHUE (MEHEE Y2),
O6onee 15 rpamMmaTH4YECKUX/INEKCUUYECKUX/(DOHETUYECKUX OIIUOOK, TI'pPaMMaTHUYECKU
HEO(pOpMIICHHAS PEUb.
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