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Pa3padoruukmu:
Crapmmii npenogasarens kadenps! Jluarsuctukun Tpodumenko C. A.

Crapmii npenogasarens kadenps! Jluarsuctuku Anyra E. B.

3asenyrouuii kadeapoii Jlunrsuctuku, noueHt ['epacumos U. I1.

Pabouas mporpamMma ITUCHMILTMHBI (MOIYJsI) COCTaBI€Ha B COOTBETCTBUH C TpeboBaHusmu OI'OC
BO no nanpasnenuto noaroroBku 07.04.01 Apxurekrypa, yTBepKASHHOTO NMpruKazoM MUHOOpHAYKH
ot 08.06.2017 Ne 520

CormnacoBaHue U yTBEPKACHHUE

a

OTBeTCTBEHHOE aTta, IPOTOKOJI
Ne | [Togpaznenenue DUO Busa Jlata, np
JIALIO (Ipu HaNMUYUN)
1 taxymbrer IIpencenarens XauatpsH K. O. Paccmotpeno | 02.12.2025, Ne
ApXUTEKTYPEL M | yyeroro coBeTa 2-2025/2026
rPaioCTPOUTENHCTB (baKyJILTeTa
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1. Heab 1 3a1a4um 0CBOEHMSI TUCUMUIIIMHBI (MOLYJIs1)

Llenb OCBOEHUS TUCHMILIMHBI - 3aKII0YaeTCs B TOJTYYEHUU OOYUYaIOIMIMMUCS TEOPETHUECKUX
3HaHUM O (QYHKIMOHUPOBAHUU SA3BIKA W €r0 BO3MOXKHOCTSAX B paMKaX HOBOW IapaJurMsbl
KOMMYHUKAIIUH — C II€JIbI0 100bIYM U TIOMCKA HOBBIX 3HaHWH. OCHOBHas 1IE€Jb MPETOAaBaHU SI3bIKA
JUIS. HESA3BIKOBBIX HANpaBiICHUN (OPMYIHpYETCsl KaK «IOBBIIIEHHE HCXOAHOTO YPOBHS BIIAJCHUS
MHOCTPAHHBIM SI3bIKOM, JIOCTUTHYTOTO Ha MpEIbIAYIIed CTylneHH oOpa3oBaHUs, U OBIAJCHUE
CTyICHTaMH HEOOXOIWMBIM M JOCTaTOYHBIM YPOBHEM KOMMYHHKATUBHOW KOMIIETCHIIMU JUIS
pelIeHHs] COLMATbHO-KOMMYHHUKATHBHBIX 3a7a4 B Pa3IMUYHBIX OONACTSAX OBITOBOM, KyIBTYypHOH,
npoeCCHOHAIBHON U HAyYHO! JIeSITEIbHOCTH NP OOILEHUH C 3apyOeKHBIMH ITapTHEPAMU, a TAKKe
IS TalIbHEHUIIETro caMoo0pa30BaHM.

3&,[[3.‘11/1 HU3YUCHUA NUCHUIIIINHBIL

- (hopMHUpPOBAHHME YETKOTO MPEACTABICHUS O TPEOOBAHUAX, BBHITEKAIOIMINX M3 HOBOTO COITMAJIHLHOTO
3aKaza Ha CICIHAINCTa WHHOBAIMOHHOTO THMA — TaKOro MpodeccroHana, KOTOPBIA CHOCOOeH
3¢ ()EeKTUBHO TPHUMEHATH KOMMYHUKATHBHBIC yYMEHHS TpHU OOIIEHUM HAa HEPOJHOM SI3BIKE, IS
HaxOJICHHs M MCTIOJIb30BaHMs MH(GOPMAIIMK Ha IPYTOM SI3bIKE, a TaKKe sl 00ecIedeH sl mpoiecca
HETPEPHIBHOTO CaMOOOpPa30BaHMS;

- OCBOCHHME HAaBBIKOB CAaMOOOYUYECHUS, pAlIMOHAIILHBIX CIIOCOOOB M3yUEHHs MaTepuasa, COOCTBEHHOTO
LejenojiaraHusl W IJIAHUPOBAaHMS, OCO3HAaHHWE CBOMX KaueCTB Kak oOOyd4alomerocss M Kak
WHIWBHUIYaTbHOCTH, YMEHHE HAXOIUTh MPOOENTbl M CUIbHBIE CTOPOHBI B 3HAHUAX, B Hjealle —
(dbopMHpOBaHHE CBOETO COOCTBEHHOTO OO0pPa30BATEIbHOTO CTHIA (BKIIOYAIOMIETO CaMOaHAJIN3,
CaMOKOHTPOJIb, CamMopeanu3aiuio). B 1emom, 3TO Takke OTHOCHUTCS W K TIOBBIINIEHHWE OOIIEH
KYJIBTYPBI CTY/ICHTA;

- opmupoBaHHMe YyMEHUN MPUMEHSATH HHOS3BIYHYI0 KOMMYHHKATUBHYIO KOMIIETCHIIMIO B U3YYCHUU
OCHOBHBIX C(hep peueBOil JeATEIbHOCTH MPH U3YYCHUH WHOCTPAHHBIX SI3BIKOB (TOBOPEHUS, YTECHUS,
ayqUpOBaHMS U NHCbMA);

- (opmHpoBaHHE YETKOTO MPEACTABICHUS O TPeOOBAaHUSAX, BBITEKAIOMIMX M3 KBaJTU(UKALMOHHON
XapaKTEePUCTUKH CIEIUAINCTa, KOTOPbIM OO0ydYaroIuics coOupaercs cTarb, TO €CTb C YYETOM
KOHKPETHBIX TOTPEOHOCTEN KOHKPETHBIX TUCHUIUIMH, CIIEIIMAIbHOCTEH U HalpaBIeHUH.

2. [Inanupyempble pe3yJbTaThl 00y4YeHHs 10 TUCUUILIMHE (MO1YJ/II0), COOTHECEHHbIE C
IUVIAHMPYEeMbIMHU pPe3y/1bTaTaMU 0CBOeHHsI 00pa30BaTe/IbHON NPOrpaMMbI

Komnemenyuu, unouxamopul u pe3yniomamul 00y4eHus

YK-4 CnocobeH NpUMEHATh COBPEMEHHBIE KOMMYHUKATHBHBIC TEXHOJOTHHM, B TOM 4YHCJE Ha
WHOCTPaHHOM(BIX) sI3bIKe(ax), AT aKaJIeMHIECKOTO U TPO(eCcCHOHATBHOTO B3aUMOICHCTBUS

VK-4.2 CocraBisier, NepeBOAUT U PENAKTUPYET pa3n4Hble aKaJAEeMHUECKHE TEKCTHI
(pedeparsl, acce, 0030pbI, CTaTHH | T.J.), B TOM YKCJIE HA HHOCTPAHHOM SI3BIKE

3nams:

VYK-4.2/312 OcHoBHBIE cIOCOOBI pa0OTHI Ha SI3BIKOBBIM M PEYEBBIM MAaTEPUATIOM
Ymems:

VYK-4.2/YM2 BbINONHATH NEPEBOJ TEXHUYECKUX TEKCTOB C HHOCTPAHHOTO SI3bIKA
Bnaoemw:

VK-4.2/HB2 Ilpuemamu CaMOCTOSTEIBHOH pabOTBl C S3BIKOBBIM MaTepHaioM C
UCIIOJIb30BaHUEM CIIPABOYHOM U yueOHOM IUTEpaTyphl

YK-4.3 TlpeacraBnsier pe3ylabTaThl akaJeMHUYecKod M MpodeccHoHaTbHONU ACSITeTbHOCTH Ha
pPa3MUYHBIX MyONMYHBIX MEPONPUATHSAX, BKJIIOUAs MEXAyHApOIHBLIE, BBIOMpas HauOoiee
NOAXOAAIIHH hopmar

3nams:
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VYK-4.3/3u13 Hopwmbt IIPOU3HOIIECHNUS, JIEKCUKY MHOCTPaHHOTO A3BIKA
0011eynoTpeOyTeIbHOT0, TEPMUHOJIOTUYECKOTO U MPO(ECCHOHANIBHOTO COJACPKAHUS;
THUIIOBBIE CIIOCOOBI MOCTPOCHUS BbICKAa3bIBAaHHM B YCTHOW M MUCbMEHHOM peun

Ymems:

VYK-4.3/¥YM3 OcymecTBiseT KOMMYHUKAIUIO C 3apyOeKHBIMH ITapTHEPAMU; MEPEBOIUT
Hay4YHO-TEXHHUECKYIO JIUTEPATypy, CBI3aHHYIO C MPO(PECCHOHANBHOM IesITeIbHOCTHIO

Braoems:

VK-4.3/HB5 CrparerusiMu MpOBEACHUS COMOCTABUTEIBLHOTO aHaiu3a (aKToOpoB
KYJBTYpPbI pa3IUYHbBIX CTPaH

3. Mecro aucuumimHbl B cTpykrype OII

Hucuummaa (moxyns) b1.0.01.07 «MHocTpaHHbIl  s3pIKk B chepe mpodecCHOHAIBHOM
KOMMYHUKAIIUI» OTHOCUTCS K 00s3aTeIbHOM 4acTH 00pa3oBaTelIbHOM MpOrpamMMbl U U3y4aeTcs B
ceMectpe(ax): 1.

B nmpomecce wu3ydeHHMs JOUCHMIUIMHBI CTYAEHT TOTOBUTCA K pEHICHHIO THUIIOB 3ajad
npodeccuoHaIbHON  AesTenbHOCTH, mnpeaycmoTpeHHeix @PI'OC BO wu  obOpasoBarenbHO
MPOTPaMMOil.

4. O0beM TMCHUIIMHBI (MOXYJISAA) U BUAbI y4eOHOI padoThI
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5. Conepxxanue 1MCUMILTAHBI (MOLYJIS)
5.1. Pa3gennl, TeMbl AMCUUILIMHBI M BUABI 3aHATHH
(4acel MPOMEXKYTOYHOM aTTECTALIMU HE YKA3bIBAOTCSI)
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Pasznea 1. 24 6| 18| VYK-4.2

Hay4Ho-opueHTHpPOBaHHAA
HHOA3bIYHA KOMMYHUKAIUA C
Y4€TOM 0Tpac/IeBOM
crenHaJIu3anun
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Tema 1.1.
Jlexcuko-rpaMMaTu4ecKkue u
CTUJIMCTUYECKHE OCOOCHHOCTH
KaHPOB HAy4YHOT'O CTUJIS
U3JI0KECHMS B YCTHOU U
MIMCbMEHHOW Pa3HOBUIHOCTSIX
pedn.

24

18

Pa3nea 2. [IpogeccuonaibHO
OPHEHTHPOBAHHBIN NepeBo] B
Hay4HOH cepe ¢ yueToM
0TPACJICeBOM ClIeMATN3aALUU

24

18

Tema 2.1. OcHOBBI TeOpUHU
NEPEBOAA Y3KOCIEIMAIBHBIX
TEKCTOB.

24

18

YK-4.2
VK-4.3

Pasnean 3.
NupopManiuoHHO-KOMMYHHKAIL
HOHHbIE TEXHOJIOTHHU B
HHOSI3BIYHOM HAYYHO-
HCCJIe10BATEe/IbLCKOM
AesITeJIbHOCTH CIIelNaIucTa

24

18

Tema 3.1. Ucnonb3oBanue
MHOS3BIYHBIX
MH(POPMALMOHHO-KOMMYHHUKAITUOH
HBIX pecypcoB MHTepHeTa s
HAay4YHO-HCCIIE0BATEIbCKON
paboThI B yCTIOBUAX
MEXKYJIBTYpHONH KOMMYHUKAIIMN
(cereBbIe IeKCUKOTpadUIeCcKHe
HMCTOYHUKH)

24

18

YK-4.2
YK-4.3

HToro

72

18

54

5.2. Conep:kanue pa3aeyoB, TeM JUCHHUILUIAH U (DOPMBI TEKYIIEr0 KOHTPOJIS

Pazoen 1. Hayuno-opuenmupoeanHnas UHOA3LIYHAA KOMMYHUKAUUA C YYEmMOM OMpAcieeoi

cneyuanusauuu

Tema 1.1. ﬂekcuko-zpa/wwamultecxue U cmuaucmu4eckue ocobeHHocmu HCAHPOB HAYHUHO2O0 CMUJIA
U3TTOHCEHUA 6yCI’I’lHOZZ U NUCbMEHHOLL paanoeu()nocnmxpequ.

PeueBbie cTparerMu W TAKTUKH YCTHOTO M MUCHMEHHOTO TPEABSBICHUS HH(DOpMAIMH TO TeMe
HAyYHOTO WCCIICZIOBAaHHMSI B KOHKPETHOH oOTpaciu crnenuaim3anmuu ( mepenada (akTHISCKON
WHPOPMAIINH, SMOIMOHAIBHOW OIIEHKHA COOOIICHUS, JIOTMKO-KOMITO3UIIMOHHASI CTPYKTypa JKaHPOB
HAy4YHOTO CTWJIS pedH). VHOS3bIYHAS TEPMUHOJIOTHS cephl ACSITEIBHOCTH (TOaBsI3bIKa). PeueBbie
MOJICIT! OTMCaHUsI CTPYKTYp M CHCTeM, AePHUHUIMI.JIEKCHKO-TpaMMaTHYECKHe W CTHIMCTUYCCKHE
0Cc00eHHOCTH TPO(EeCCHOHATBFHBIX TEKCTOB Ha MHOCTPAHHOM SI3BIKE IO MTPOrpaMMe CIeIIHaTH3aIHH.

Pazoen 2. Ilpogheccuonanvno opuenmuposanuvlii nepesoo 6 Hay4yHoOU cghepe ¢ yuemom

ompacneeoﬁ cneyuanusauuu

Tema 2.1. OcHosbl meopuu nepesooa y3k0CneyuaIbHblx MeKCmos.
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DOKBHMBAJICHTHOCTb M aJCKBAaTHOCTh IMEPEBOJA, MEPEBOTYECKHE TpaHC(HOpMAlLUH, JEKCHUYECKHE,
rpaMMaTHYeCKUe M CTHWJIMCTHYECKHE OCOOEHHOCTH TIIepeBOla TEKCTOB HAy4YHOM TEMAaTHKH,
KOMIIEHCAllUsl TOTEPh IPH IEPEBOAE, KOHTEKCTyalbHbIE 3aMEHbl, MHOIO3HAaYHOCTb TEPMHUHOB,
CIIOBapHOE U KOHTEKCTHOE 3HA4YEHME cJioBa. llepeBox TEKCTOB MO TEMATUKE M3y4aeMOM OTPAaCiH C
MHOCTPAHHOTO fA3bIKa HA PYCCKUH.

Pazoen 3. Huopmayuonno-KOMMyHUKAQUUOHHbIE MEXHONO0ZUU 6 UHOA3LIYHOU HAYUHO-
uccne006amensbeKoil 0esame1bHOCmU CREeYUaIUCma

Tema 3.1. Hcnonv3oeanue  UHOAZBIYHBIX — UHGOPMAYUOHHO-KOMMYHUKAYUOHHBIX — PECYpPCo8
Humepnema 013 HayuHO-UCCIe008aMeNbCKOU pabomvl 8 YCI0BUAX MENCKYVIbIMYPHOU KOMMYHUKAYUU
(cemesvle neKkcuxoepaguyeckue UCMoOYHUKU)

[TepeBoa TEKCTOB MO TEMATUKE U3Yy4aeMOU OTPACIU C UHOCTPAHHOTO S3bIKA HAa PYCCKHIA.

Texyuuii KOHTPOJIb

Bun (hopma) koHTpOIIS

KontpomnsHas padota

6. Ilopsaiok nmpoBeeHusI MPOMEKYTOUYHOM aTTeCTALUMN

[lopsnox mpoBeeHMsT NPOMEKYTOUHOM  arTecTallud  PENIaMEHTHPYETCS  JIOKaJIbHBIMU
HOpMaTUBHBIMU aKTaMU YHHUBEPCUTETA:
- Ilonmoxenuem o Qopmax, NEPUOJUYHOCTH, TOPAIKE TEKYIIEro KOHTPOJS YCIIEBAEMOCTU H
MPOMEXYTOYHOM aTTecTaui OOy4aroIuXcsi 10 OCHOBHBIM 00pa30BaTelIbHBIM IpOrpaMMaM
BBICIIIETO O0pa3oBaHMsA — MporpaMMmaM OakajlaBpuaTa, HMporpaMMaM CHEIHAIUTETa, MporpaMmmamM
MarucTpaTypbl B QenepaJbHOM TOCYIapCTBEHHOM OIO/DKETHOM 00pa30BaTeIbHOM YUPEKIACHUU
BbICIIEr0 00pazoBaHusa «MOCKOBCKHI TOCYJapCTBEHHbIM YHHBEPCUTET T'€OE3UU U KapTorpadum,
1.6 «Opranu3zanys 1 NpoBeIeHUE MPOMEKYTOUHOM aTTeCTaLN.
- TlonoxxeHneM O TMOPSAKE OCYLIECTBICHHS O0pa30BaTEIbHOTO IMPOLECca, MPOBEICHHUS TEKYIIETOo
KOHTpOJISl YCIIEBAEMOCTHM M IPOMEXYTOYHOW arrecTalud OOydyaroluuxcsi C [PUMEHEHUEM
ANIEKTPOHHOTO OOyYeHUS W AMCTAHIMOHHBIX OOpa30BATENIbHBIX TEXHOJIOTUH B (eaepaibHOM
TOCYIJapCTBEHHOM  OIO/[DKETHOM  00pa30BaTebHOM  YUPEXKACHWU  BBICIIETO  0O0pa30BaHMSA
«MOCKOBCKHMI TOCYIapCTBEHHBI YHUBEPCUTET Teofe3uu u Kaprorpadpum», 1n.8 «IIpoBenenue
IIPOMEXKYTOYHOM arrectauuu ¢ npuMeHenuem 20 u JJOT».

Ilpomesxcymounas ammecmayus. 3auem, 1 cemecmp.

7. OnleHOYHbIE MATEPUAJIbI TEKYLIEr0 KOHTPOJIA

Pazoen 3. Hugopmayuonno-kOMMyHUKaQyuoOHHble MEXHONO0ZUU 6 UHOA3BIYHOU HAYUHO-
uccne006amenbeKoil 0eameabHOCmU CREeYUaIuCma

Koumponupyemvie H/[K: YK-4.2 YK-4.3

Tema 3.1. Hcnonvzoeanue  UHOAZBIYHBIX — UHGOPMAYUOHHO-KOMMYHUKAYUOHHBIX — PECYPCO8
Humepnema 0113 HayuHO-UCC1€008amMenbCKoll pabomol 8 YCA08UAX MENCKVILIMYPHOU KOMMYHUKAYUU
(cemesvie neKkcukoepaghuueckue UcmoyHuKu)

dopma KOHTPOJIS/OlIeHOYHOE cpeacTBO: KoHTponbHas pabora
Bomnpocwi/3ananus:
1. 3anonHUTE MPOIMYCKH COOTBETCTBYIOIIMMU CIIOBAMHU
gigantic constructed separated surrounding spatial
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erected concrete L-shaped space  buildings

The small Malcolm E. Willey House, designed in 1933 and the following year
in Minneapolis, marked the beginning of what amounted to a second career for Wright. Modest in
size, the Willey House was low and with little ornamentation and represented a
revolutionary change in domestic planning; i.e., the living room and dining room were completely
unified in a single , and the kitchen ("workspace") was only
from the living area by a range of shelves. This house is said to be the "bridge"
between the prairie houses and the Usonian houses, the first of which was in
1937 near Madison, Wisconsin. With the Usonian houses, Wright achieved his goal of providing a
small, modestly priced and easily built house for the average middle-class family that possessed the
aesthetic, organic and characteristics of the prairie style house.

Wright's most important constructed in the 1930's were Fallingwater (the Edgar
J. Kaufmann House) at Bear Run, Pennsylvania and the Administration Building of the S.C. Johnson
and Son Company in Racine, Wisconsin. Both were designed in 1935-36 and each makes bold use of
, but the two buildings are worlds apart in style and character. Combining
features of the prairie houses and the California concrete block houses, Fallingwater has been
described as "the apotheosis of the horizontal." Its cantilevered terraces soar dramatically over a
natural waterfall, and the interior of the house blends seamlessly into the
woods. The Johnson Building, resembling a " and beautiful machine," is based
on the curve rather than the cantilever and turns inward upon itself, ignoring the existence of the
outside world.

2. IlepeBeanTe MPEATIOKEHHS C IVIATOJIAMH B COCJIaraTeIbHOM HAKIIOHCHUN
It’s essential that the design be sustainable and energy-efficient.
The client insists that the architect use natural materials whenever possible.
We recommend that the building have large windows for passive heating.
If the budget were unlimited, we would incorporate smart-home technology.
The structure would appear lighter if the columns were slimmer.
She designed the courtyard as though it were an open-air gallery.
It’s crucial that the foundation be reinforced before construction begins.
The city council demands that the historic facade remain intact.
9. The contract stipulates that the contractor meet all safety regulations.
10. I suggest that the roof be sloped for better rainwater drainage.
11. They proposed that the plaza include more green spaces.
12. We prefer that the materials be locally sourced.
13. Be it a skyscraper or a cottage, functionality must come first.
14. So help me God, this building will withstand earthquakes.
15. Long live innovative architecture!
16. Suppose the client reject our initial proposal—what’s Plan B?
17. It’s time the government invest more in affordable housing.
18. I"d rather the design emphasize simplicity over ornamentation.
19. Had the architect considered acoustics, the concert hall would sound better.
20. Should the zoning laws change, we could add two more floors.

NN R WD =

3. IlepeBenuTe TEKCT

The first actual use of the term “post-modernism” to define a stylistic period is unclear. Joseph
Hudnut employed the term in an essay of 1945 when he wrote in defense of humanist design values
and as a critique of the industrial houses of Walter Gropius. The historian Nikolaus Pevsner again
adopted the term in 1966, but in a pejorative sense of antimodernism. The term was also bandied
about in 1974 by “Robert Stern, Paul Goldberger, Arthur Drexler and other New Yorkers,” according
to Charles Jencks, but no paper trail seems to exist. And in 1975, Joseph Rykwert referred to the
“post-Modern Movement style of Paul Rudolph.” The tipping point, however, appears to have been
the essay Charles Jencks published in the fall of 1975, “The Rise of Post Modern Architecture.”
From this moment forward, the term rather quickly insinuates itself into architectural currency. Since
completing his doctoral work at London University in 1970, Jencks, a native of Baltimore, had
remained attached to London circles. Between 1971 and 1974 he published no fewer than four
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books, perhaps the most important of which was his Modern Movements in Architecture (1973). Its
timing, nevertheless, was somewhat premature in that it appeared a year or two before the decisive
nature of the changes affecting architecture became fully evident. In another study of 1972,
coauthored with Nathan Silver, Jencks championed the cause of adhocism in design, which he saw —
similarly to Colin Rowe — as the logical alternative to the bulldozer and the planning policies of a
central governmental authority. In still another essay written for Architectural Design in 1973, Jencks
applauded “Ersatz in LA,” in which he, with considerable irony, commended the semantic
playfulness of Grauman’s Chinese Theater in Hollywood, the Big Donut Drive In, and “Room 8,” a
plot in a pet cemetery prepared for a cat. He was at this time also establishing a home in Los
Angeles. All of these themes are woven together in the essay “The Rise of Post Modern
Architecture,” a moniker he chose with some hesitation. As he explains his choice of words:

The only way to kill off the monster is to find a substitute beast to take its place and decidedly ‘Post
Modern’ won’t do the job. We need a new way of thinking, a new paradigm based on broad theory,
which enjoys a large consensus. No such theory or consensus exists at the moment and it is in the
nature of the case that such things take a long time to develop — perhaps another 20 years.

4. Answer the question: What does the science of history of architecture study?

—

. Architecture development process in connection with the biological processes
. The relationship between people and animals
3. Architecture development process in connection with the historical processes

5. Choose the correct expression: ' The detailed study of a site is ..."

. site analysis
2. bird analysis
3. cat analysis

[\S}

—

6. Complete the sentence using the correct word: is your address?’
1. What
2. How
3. That
7. Choose the correct answer ‘Do you speak Japanese? No, I
1. speaking not
2. speak not
3. don’t
8. Pick up the correct word: ‘a person or company, responsible for the physical construction
of a building is ’
1. scientist
2. constructor
3. doctor

9. Answer the question: What do we call: “a thin tall structure usually rising above the castle
or building that it is attached to?”
1. tower
2. table
3. tree
10. Answer the question: “What do modal verbs show?”
. modality
2. time
3. voice
11. Choose the correct sentence:
1. I am a student.
2. A student I am.
3. A student am I.
12. Answer the question: “When was the University of Geodesy and Cartography founded?"
. 1779
. 1920

—

N —
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3.2000
13. Give the correct translation to the sentence: "This issue must be discussed "

1. DTy mpobnemy He HaJl0 OOCYKIaTh.
2. Oty npobiemMy HEOOXOAMMO OOCYIHUTD.
3 Dty npobnemMy Helb3si 00CYKIaTh.
14. Choose the correct translation to the sentence: Students must take exams in January.

1. CTyneHThl JOJIKHBI CIAaBaTh SK3aMEHBI B SIHBapeE.
2. CryneHTam HE HaJl0 CIaBaTh SK3aMEHBI B SIHBapeE.
3 CTyneHThI XOTAT CaBaTh 9K3aMEHBI B IHBapE.

8. OueHo4HbIe MaTepHAJIbI IPOMEKYTOUHOM aTTeCTALUM

1 cemecmp, 3auem
Koumponupyemvie H/[K: YK-4.2 YK-4.3
Bonpocsl/3ananus:

1. Translate the text

The turn toward more pragmatic concerns that we witnessed in the 1990s was not only a response to
the abstractions of poststructural theory or the collapse of postmodern sensibilities. Nor did it simply
reflect a strengthening of economic conditions that would lead to a global building boom. Driving it
from below, so to speak, was the profession’s response to a number of social and cultural issues that
— with the profession’s previous assertion of autonomy — had largely gone unattended since the
activism of the 1960s. It is important, however, to note the very different contexts in which these
issues once again came to the fore. Architecture’s response to such global problems of poverty, for
instance, remains an issue for the twenty-first century, much as it was in the 1960s, except that the
world of the 2010s is quite different, and even considerably more affluent than it was then. With the
collapse of Communism in the 1980s and the widespread shift to market-based economies and freer
global trade, many countries of Asia, South America, the Arabian Peninsula, and Eastern Europe
began to experience significant economic growth; indeed, many have attained standards of living that
rival those of the traditional economic powers. And although advanced technologies followed these
economic trends, poverty did not entirely disappear. It simply trans formed itself as an issue, as the
once-acute problem of how to feed the world’s growing population morphed into the problem of
how to accommodate people (physically and economically) migrating from rural to urban centers. On
the one hand, this trend resulted in the tremendous growth of populations in many global capitals,
building booms, and urban over-expansion that often have had severe consequences with respect to
pollution and quality of life. On the other hand, governments were also forced to take dramatic steps
to address the housing problem, such as building entirely new cities and new economies to
accommodate the influx of rural migrants. Since the turn of the millennium, the huge increase in the
scale of such international events as the Olympics has led to major increases in infrastructural
spending in the countries selected, also contributing to large architectural and planning undertakings.
Of course, what we are talking about here is the phenomenon of globalization, the ramifications of
which are myriad and filled with architectural implications. We are simply no longer living in the
politically and economically fractured world of the Cold War era, and global economies as well as
their cultures are becoming ever more closely interconnected. And if the internet and the ease with
which people can interact with one another have tended to bring artistic tastes and fashions into a
kind of global concordance, it has also forced changes within the profession. Architecture of the
twenty-first century, quite simply, has become a global activity practiced across borders with
relatively few cultural or national restrictions. This trend will no doubt continue and many
architectural offices have already undertaken the necessary re-orientation. “

2. Translate the text

The Language of Postmodernism
The 20 years that Jencks had foreseen as necessary to create a new style would soon conflate rather
dramatically. For scarcely two years had elapsed when he — in 1977 — published his best-selling
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book, The Language of Post-Modern Architecture. The architect and critic, now drawing upon his
semiotic studies, no longer had any doubts that the death of modernism had indeed taken place.
Indeed, he was almost precise in giving the exact minute of modernism’s demise: “July 15, 1972, at
3:32 p.m. (or thereabouts) when the infamous Pruit-Igoe scheme, or rather several of its slab blocks,
were given the final coup de grace by dynamite.” He was, of course, referring the demolition of
Yamasaki’s crime-ridden and much vandalized urban-renewal project in Saint Louis, which housing
authorities mercifully dispatched with explosives after it had become the symbol of the failed urban
renewal strategies of the 1950s and 1960s. Jencks’s book was successful on many levels, as its
numerous reprints have since demonstrated. In its original form, it was a sleek and voguish visual
production, rather lavishly produced with a multitude of color images (relatively rare at the time),
discussions of historical and contemporary buildings, as well as architectural and pop-cultural
allusions — ranging from John Nash’s Royal Pavilion at Brighton to a waterbed scene from the James
Bond film Diamonds Are Forever. The text runs parallel and somewhat independent of the captioned
images, allowing the “hurriedreader,” to whom Sigfried Giedion once referred, to ignore the
main text for the most part and read the book through the illustrations and captions. And if, for
Jencks, Mies van der Rohe becomes the depreciated poster child of modernism’s disdained
“univalent architecture” (architectural signs based on one or a very few meanings), the German
architect does not stand alone in his uncommunicative disgrace. Frank Lloyd Wright, Gordon
Bunshaft, I. M. Pei, Aldo Rossi, and Herman Hertzberger, among others, are also issued citations for
their semiotic muteness, whereas Eero Saarinen, Jorn Utzon, and Le Corbusier escape with a
warning ticket, if only because of the “superabundance of metaphorical responses” evoked in their
respective designs for the TWA Terminal, the Sydney Opera, and the chapel at Ronchamp. The few
architects praised for their early postmodernist essays include Ricardo Bofill (Walden Seven),
Richard Rogers and Renzo Piano (Pompidou Centre), Michael Graves (early houses), and Cesar Pelli
(the Blue Whale).

3. Translate the text
The Chicago High-Rise
The continuing faith in technology and progress can be found by considering the work of Skidmore,
Owens & Merrill (SOM), perhaps the largest professional firm in the world operating out of New
York, Chicago, and San Francisco. The firm, which was founded in 1937, moved to the forefront of
architectural visibility in the 1950s with such designs as Gordon Bunshaft’s Lever House
(1951-1952) and Bruce Graham’s Inland Steel Building (1956-1957) — both of which epitomized
the sleek style of high modernism. The 19-story Inland Steel Building, for instance, was clad with a
curtain wall of stainless steel and green-tinted glass, and its shallow office slab, loosely attached to a
25-story service core, was framed with a clear span of 90-foot girders, supported on columns pulled
outside to accentuate the sheen of the metallic finishes. The same building holds another distinction
in that it launched the career of Fazlur Khan, an engineer from East Pakistan (now Bangladesh) who
was completing his doctoral studies in 1956. After designing the structural system for the Inland
Steel building, he sought work in East Pakistan for a brief period but then returned to Chicago and
SOM in 1960. Here he rejoined Graham’s team and also met Myron Goldsmith, a recent transfer
from the San Francisco office. Goldsmith was also an architect and engineer with impressive
credentials. He had been studying at Armour Institute of Technology (now Illinois Institute of
Technology) in 1938 when Mies van der Rohe arrived to head the school. After graduating,
Goldsmith worked for seven years in his office before going to Italy for another extended stay under
the mentorship of Pier Luigi Nervi. Chicago in the early 1960s was experiencing something of a
building boom. Two major projects were underway in the Loop: the 31-story Civic Center of C. F.
Murphy, and Mies’s Federal Center complex. A few blocks to the north along the river, Bertrand
Goldberg’s twin 70-story circular towers of Marina City were under construction — yet another future
icon of American modernism. In 1961 Bruce Graham had commissions in hand for two tall
buildings: the Chestnut-DeWitt Apartments on the near north side, and the downtown Brunswick
Building. Both became experiments exploring the notion of a “tube” structure, an idea that was not
entirely new to structural thinking but one that at the same time had never been fully exploited.

4. Translate the text

Ne 000002787 Crpanuria 11 u3 24



British Renaissance

What Frei Otto did for the rebirth of postwar German theory — Ove Arup in many ways did for
British engineering and architectural thought. He was born in England to Scandinavian parents,
educated in Denmark and Germany, and returned to England to open his first engineering office in
1923. In the early 1930s he drew close to a circle of modernists that included Berthold Lubetkin,
Maxwell Fry, and Walter Gropius, for whom he provided the structural design for the ramps of the
Penguin Pool at the London Zoo (1933-1934) as well as the concrete flats of Highpoint I and II
(1933-1934). After the war, in 1949, Ove reformed the Arup Partnership, but what gained him
international prominence was his later involvement with the Sydney Opera House. The architectural
competition was won in 1957 in a dramatic way by Jern Utzon but with a design that was flawed in
its execution. Design delays and cost overruns nearly scuttled the project until — in 1961 — Arup
reconfigured the roof shells to one and the same radius. Although the attribution of this idea to Arup
remains contested, no one disputes Arup’s role in bringing the intricate work to a successful
conclusion after Utzon resigned from the project in 1966. When the Opera was completed in 1973,
Arup’s firm, now also enlarged with an architectural division, was a rival to SOM in both staff and
influence.

Arup’s global accomplishments also inform the work of Richard Rogers and Norman Foster.
Rogers, the elder by two years, was born in Florence in 1933 to a British father and Italian mother,
and the family later immigrated to England under the pressures of the unfolding war.

With the encouragement of his cousin Ernesto Rogers, Richard attended the Architectural
Association in the mid-1950s and in 1961 he won a traveling fellowship to Yale. It was there that he
met Foster, who had recently completed his architectural studies at Manchester University. The two
students studied under Paul Rudolph (for whom Foster briefly worked), Serge Chermayeff, Vincent
Scully, and the visiting critic James Stirling. In the United States, Foster and Rogers were attracted to
the ideas of Buckminster Fuller and the work of Louis Kahn, Eero Saarinen, Frank Lloyd Wright,
and the Case Study architects.

Back in London in 1963, Rogers and Foster, together with Wendy and Georgia Cheesman, formed up
a partnership known as Team 4. Two early commissions, Creek Vean House, in Cornwall
(1964-1966), and Skybreak House, Hertfordshire (1965-1966), are transitional designs within the
careers of both men. The terraced forms and concrete-block finishes of the former have often been
attributed to the influence of Wright and Atelier 5, while the cinematic open-plan and high-modern
interiors of the latter prompted Stanley Kubrick to use it to film one of the rape scenes of A
Clockwork Orange.

5. Translate the text

The first actual use of the term “post-modernism” to define a stylistic period is unclear. Joseph
Hudnut employed the term in an essay of 1945 when he wrote in defense of humanist design values
and as a critique of the industrial houses of Walter Gropius. The historian Nikolaus Pevsner again
adopted the term in 1966, but in a pejorative sense of antimodernism. The term was also bandied
about in 1974 by “Robert Stern, Paul Goldberger, Arthur Drexler and other New Yorkers,” according
to Charles Jencks, but no paper trail seems to exist. And in 1975, Joseph Rykwert referred to the
“post-Modern Movement style of Paul Rudolph.” The tipping point, however, appears to have been
the essay Charles Jencks published in the fall of 1975, “The Rise of Post Modern Architecture.”
From this moment forward, the term rather quickly insinuates itself into architectural currency. Since
completing his doctoral work at London University in 1970, Jencks, a native of Baltimore, had
remained attached to London circles. Between 1971 and 1974 he published no fewer than four
books, perhaps the most important of which was his Modern Movements in Architecture (1973). Its
timing, nevertheless, was somewhat premature in that it appeared a year or two before the decisive
nature of the changes affecting architecture became fully evident. In another study of 1972,
coauthored with Nathan Silver, Jencks championed the cause of adhocism in design, which he saw —
similarly to Colin Rowe — as the logical alternative to the bulldozer and the planning policies of a
central governmental authority. In still another essay written for Architectural Design in 1973, Jencks
applauded “Ersatz in LA,” in which he, with considerable irony, commended the semantic
playfulness of Grauman’s Chinese Theater in Hollywood, the Big Donut Drive In, and “Room 8,” a
plot in a pet cemetery prepared for a cat. He was at this time also establishing a home in Los
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Angeles. All of these themes are woven together in the essay “The Rise of Post Modern
Architecture,” a moniker he chose with some hesitation. As he explains his choice of words:

The only way to kill off the monster is to find a substitute beast to take its place and decidedly ‘Post
Modern’ won’t do the job. We need a new way of thinking, a new paradigm based on broad theory,
which enjoys a large consensus. No such theory or consensus exists at the moment and it is in the
nature of the case that such things take a long time to develop — perhaps another 20 years.

6. Translate the text
Another attempt to define postmodernism can be found in Graves’s “The Case for Figurative
Architecture,” which appeared in the first major monograph of his work in 1982. Here Graves
employed a literary analogy of standard language and poetic language to draw out the distinctions
between modern and postmodern architecture. If modern architecture, with its machine metaphor,
was largely concerned with technical and programmatic expression, rejecting any form of cultural
representation in favor of abstract geometries, figurative architecture was an attempt to reexplore a
poetic form that was, by contrast, grounded in both nature and anthropomorphic symbolism. This is
true for architecture’s elements (walls and windows) as well as for its spaces — as seen in the
contrasting experiences of standing in the central hall of Palladio’s Villa Rotunda versus the abstract
dispersion of spaces one finds from anywhere within Mies van der Rohe’s Barcelona Pavilion.
Therefore postmodernism, for Graves, is nothing less than a necessary correction to modern
architecture’s lack of anthropomorphic content, one in which “we re-establish the thematic
associations invented by our culture in order to fully allow the culture of architecture to represent the
mythic and ritual aspirations of society.” Against this definition, we might also consider the view of
Charles Jencks in his follow-up study, What is Post-Modernism?, Jencks, still a strong advocate for
the epochal importance of postmodernism, reiterated his earlier beliefs by defining it in 1984 as
“double coding: the combination of Modern techniques with something else (usually traditional
building) in order for architecture to communicate with the public and a concerned minority, usually
other architects.” By contrast, he defined modernism as the “universal, international style stemming
from the facts of new constructional means, adequate to a new industrial society, and having as its
goal the transformation of society, both in its taste and social make-up.” Somewhat more evolved is
Jencks’s contemporary assessment of the movement. He first isolated two main strands of
postmodernism, represented by the work of James Stirling and Léon Krier — although the latter, he
conceded, was in fact only a “borderline” postmodernist. Yet behind these strands lie six main
traditions that compose the large palette of postmodernism: historicism, straight revivalism,
neo-vernacular, ad hoc urbanism, metaphor metaphysical, and postmodern space. These multiple
pedigrees allow Jencks to label a wide swath of architects as postmodernists — architects such as
Peter Eisenman, Frank Gehry, Rem Koolhaas, Dimitri Porphyrios, Aldo van Eyck, Josef Kleihues,
and Toyo Ito.

7. Translate the text
Post-Metabolism in Japan
Japan, like Germany, was a country slow to recover from the war. One early sign of Japan’s
architectural revival was Tokyo’s hosting of the World Design Conference of 1960, a moment that
was seized by a group of young Japanese architects who issued a small manifesto, Metabolism: The
Proposals for New Urbanism. The founders of the movement — Kiyonori Kikutake, Noboru
Kawazoe, Masato Otaka, Fumihiko Maki, and Kisho Kurokawa — were all members of what
Kurokawa once referred to as the “fourth generation” of Japanese architects interacting with Western
culture. The title of the manifesto was concisely defined: “Metabolism” is the name of the group, in
which each member proposes future designs of our coming world through his concrete designs and
illustrations. We regard human society as a vital process — a continuous development from atom to
nebula. The reason why we use such a biological word, the metabolism, is that, we believe, design
and technology should be a denotation of human vitality. Metabolism thrived in the 1960s — bred on
the same technological fervor as its Western counterparts. Kenzo Tange, who had been active in the
1950s with CIAM, was the acknowledged mentor to the group. In 1959 he had been a visiting studio
critic at MIT, where he and his students proposed two curvilinear, A-frame megastructures for
Boston Harbor. Back in Japan in the following year, he began work on his proposal for an
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18-kilometer extension of the city of Tokyo into the bay. Against the radial expansion of traditional
cities, he proposed a linear structure or circulation chain operating on three levels, in which
automobiles and monorails would have no barriers. Down the central spine ran a “civic core”
consisting of office buildings crisscrossing horizontally between vertical service cores. Running
perpendicular to it were a series of ribs supporting housing arrayed with traditional Japanese roofs.
The Metabolists followed within this scale of ambition. For the publication of 1960 Kikutake
proposed his “Ocean City,” consisting of 1250 plug-in, steel units (with a life-cycle of 50 years) to be
attached to a concrete core. Kurokawa offered his three-dimensional “Helix City,” inspired by the
recent discovery of the chromosomal structure of DNA. Fumihiko Maki and Masato Otaka countered
what they believed to be the failures of individual building design with their notion of “Group
Form,” a redevelopment scheme for the Shinjuku district in Tokyo, in which centers for shopping,
offices, and entertainment were organized according their own forms and logic. The entertainment
center, for instance, was conceived as a system of flowerlike shapes, in which a plaza formed a core
surrounded by radiating petals of theaters, a concert hall, and opera.

8. Translate the text

Gothic Architecture (<2300 characters)
Gothic architecture, which flourished in Europe from the mid-12th to the 16th century, represents
one of the most dramatic and spiritually evocative styles in architectural history. Emerging in France
with the reconstruction of the Abbey Church of Saint-Denis under Abbot Suger, the Gothic style was
a radical departure from the heavy, fortress-like Romanesque structures that preceded it. Its defining
characteristics—pointed arches, ribbed vaults, flying buttresses, and expansive stained-glass
windows—were not merely decorative but served precise structural and theological purposes.
The pointed arch distributed weight more efficiently than the rounded Romanesque arch, allowing
for taller and more slender walls. Ribbed vaults reinforced ceiling stability, while flying buttresses
acted as external supports, transferring the roof’s thrust away from the walls. This engineering
ingenuity enabled the construction of vast, light-filled interiors, as seen in Notre-Dame de Paris
(1163-1345), Chartres Cathedral (1194-1220), and Cologne Cathedral (1248-1880). These
cathedrals were designed to inspire awe, their verticality symbolizing humanity’s reach toward the
divine.
Stained glass played a crucial role in Gothic aesthetics, transforming sunlight into a kaleidoscope of
biblical narratives. The rose windows of Notre-Dame and the luminous blue glass of Chartres served
as "poor man’s Bibles," educating the illiterate through imagery. Sculptural programs on facades,
such as the Last Judgment portals, reinforced Church doctrine, while gargoyles functioned as both
rain spouts and moral reminders of evil.
Gothic architecture evolved through phases: Early Gothic (12th—13th century) featured simpler
forms, as in Sens Cathedral; High Gothic (13th century) perfected balance and light, exemplified by
Amiens Cathedral; and Late Gothic (14th—16th century) introduced flamboyant tracery, seen in the
Sainte-Chapelle’s lace-like spire. The style declined during the Renaissance but was revived in the
19th century as Neo-Gothic, influencing landmarks like London’s Houses of Parliament and New
York’s St. Patrick’s Cathedral.
Beyond its religious roots, Gothic architecture’s legacy lies in its daring structural innovations and
emotional power, bridging medieval spirituality with architectural ambition. Today, it remains a
testament to humanity’s desire to build the impossible.

9. Translate the text

Frank Lloyd Wright (1867-1959) — The Pioneer of Organic Architecture

Frank Lloyd Wright’s journey to becoming America’s most celebrated architect was anything but
smooth. After dropping out of the University of Wisconsin’s engineering program in 1887 (without a
degree), the 20-year-old Wright moved to Chicago, which was still rebuilding after the Great Fire of
1871. He found work as a draftsman at Joseph Lyman Silsbee’s firm, where he contributed to
residential projects in the Shingle Style. However, Wright’s ambition soon outgrew Silsbee’s
traditional approach.

His big break came in 1888 when he joined Adler & Sullivan, working directly under Louis Sullivan,
the visionary behind early skyscraper design. Sullivan became Wright’s mentor, dubbing him "the
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pencil in my hand" for his drafting skills. Wright spent six formative years there, contributing to
major projects like the Auditorium Building (1889). However, financial pressures led Wright to take
on unauthorized residential commissions—a breach of contract that forced his resignation in 1893.
Undeterred, Wright opened his own practice in Chicago’s Schiller Building, designing homes in the
Prairie Style—low-pitched roofs, open floor plans, and horizontal lines that mirrored the Midwest
landscape. His first independent masterpiece, the Winslow House (1893), announced his break from
European traditions. Despite early acclaim, Wright faced financial instability, exacerbated by his
scandalous personal life (including abandoning his first wife and six children for a client’s wife).
The 1909 departure to Europe with Mamah Cheney marked a low point—his reputation in tatters, his
studio shuttered. Yet, his Wasmuht Portfolio (1910), a collection of lithographs showcasing his work,
reignited interest. By the 1930s, Wright re-emerged with Fallingwater (1935) and the Johnson Wax
Headquarters (1936), cementing his legacy as a defiant genius who reshaped modern architecture.
Frank Lloyd Wright, one of the most influential architects of the 20th century, redefined modern
design with his philosophy of "organic architecture"—harmonizing buildings with their natural
surroundings. Born in Wisconsin in 1867, Wright briefly studied engineering before apprenticing
under Louis Sullivan, the "father of skyscrapers," in Chicago. Sullivan’s mantra, "form follows
function," deeply influenced Wright, though he later expanded it to "form and function are one."
Wright’s early Prairie Style homes (e.g., Robie House, 1910) emphasized horizontal lines, open
interiors, and integration with the Midwest landscape. His revolutionary Fallingwater (1935), a
cantilevered house over a Pennsylvania waterfall, became an icon of organic architecture. Similarly,
the Guggenheim Museum (1959) in New York—a spiraling, gallery-less design—challenged
conventional museum layouts.
Despite professional triumphs, Wright’s personal life was tumultuous, marked by financial struggles,
scandalous affairs, and the tragic fire at Taliesin (his Wisconsin estate). Yet, his legacy endures
through the Taliesin Fellowship, his school for architects, and his impact on sustainable design.
Wright’s work laid the groundwork for mid-century modernism, influencing architects like Richard
Neutra and Eero Saarinen.

10. Translate the text

Bauhaus Modernism

The Bauhaus, founded in Weimar, Germany, in 1919 by Walter Gropius, was more than an art
school—it was a revolutionary movement that redefined architecture, design, and industrial
aesthetics for the modern age. Emerging in the aftermath of World War I, the Bauhaus sought to
erase the boundary between fine art and functional craftsmanship, advocating for "form follows
function" and "less is more." Its ethos prioritized simplicity, geometric purity, and mass production,
rejecting the ornate historicism of the 19th century in favor of a universal, democratic design
language.

At its core, Bauhaus architecture embraced industrial materials like steel, glass, and reinforced
concrete, favoring flat roofs, open floor plans, and modular construction. The Bauhaus Building in
Dessau (1925-26), designed by Gropius, became an icon of the movement, with its asymmetrical
glass curtain walls and functionalist layout. Similarly, Mies van der Rohe’s Barcelona Pavilion
(1929) epitomized the style’s minimalist elegance, using free-flowing space and luxurious materials
like marble and chrome.

The school’s faculty included visionaries like Marcel Breuer, inventor of the tubular steel chair, and
Laszl6 Moholy-Nagy, who experimented with light and transparency. Their interdisciplinary
approach merged architecture with typography, textiles, and even theater, as seen in Oskar
Schlemmer’s avant-garde stage designs.

Despite its brief existence (the Bauhaus was shut down by the Nazis in 1933), its influence was
global. Many faculty members fled to the U.S., where Gropius and Breuer taught at Harvard, and
Mies van der Rohe reshaped Chicago’s skyline with projects like the Seagram Building (1958). The
International Style, derived from Bauhaus principles, dominated mid-century corporate architecture,
emphasizing glass-and-steel towers devoid of ornament.

Critics argue that Bauhaus modernism sometimes prioritized dogma over human comfort, leading to
sterile urban landscapes. Yet its legacy endures in IKEA furniture, Apple’s product design, and
sustainable modular housing. By marrying art with industry, the Bauhaus democratized good design,
proving that beauty could be both functional and accessible.
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11. Look through the text and say what it is about. Give its brief contents

The result of the relationship between an architect and her/his client is an obligation to realize the
will, and sometimes whims, of our customers. However, we should be aware of our responsibility for
the effects of our design activity. This means that implementation of the architectural design on
behalf of our client shouldn’t lead to any aesthetic or functional disorder or compromise of the safety
of the space designed by us. Moreover, our architectural design cannot disturb the society or,
generally, the public interest, and all proper regulations in force must be respected. Therefore, it is
important to explain to clients how some of their ideas might affect the space, either negatively or
positively. This is an obligation and privilege for all architects. By the term “clients” we understand
not only individuals but also institutions, local authorities of a municipality or parish, or even the
state. For example, a client who wants to build a playing field may remain a member of the local
authority of the municipality. In some cases, we may deal with institutional clients or firms, which
may be represented by individuals. These people, officially authorized to represent their institutions,
firms or local authorities, will pass us information about our clients’ needs that is necessary to
perform all the design works.
In conclusion, we can state that architectural design is the preparation of a plan for changing a space
that is not our property. At the same time, we should remember that when starting work on any
spatial change, we take responsibility for the result of our work. This responsibility we take both to
our client and the society, because the profession of architect is an occupation that requires public
trust.

12. Look through the text and say what it is about. Give its brief contents
The main objective of architectural design is to realize an idea of aesthetic and functional alteration
of a certain space. This idea, in accordance with its high degree of complexity, cannot be realized
without a prepared plan. Architectural design consists precisely in preparing such a plan. To execute
this plan, we need adequate knowledge of architecture, and at least basic knowledge of disciplines
related to architecture, above all engineering, and branches about which knowledge is required in
certain cases, for example the sports industry, trade, gastronomy and catering, private or public
transport, etc. These branches are also represented by their own specialists. In particular, architects
cooperate with specialists from various engineering branches.
In other words, the aim of the above-mentioned process is to prepare an architectural design, i.e. a
“plan of activity,” with the use of adequate design methodology. The result of this process is the
architectural design, while the result of the whole investment process is a new building, the
renovation of a building, or the development of a landscape. The more design methods we know, the
greater our range of possibilities for creating the “plan of activity” will be, and thus the better the
architectural designs we are able to prepare. Preparation of the architectural design is finished when
the result of our work — the completed design — is already the basis for the commencement of a new
building construction, its interior, or landscape.
It is necessary to mention that starting to construct any new house doesn’t mean the completion of
the architect’s work in the investment process. (S)he also supervises the realization of the
architectural design throughout the construction process. During construction it is possible — or
sometimes necessary — to make some changes in the design, including detailing of architectural and
technical arrangements of chosen elements of the building.

13. Look through the text and say what it is about. Give its brief contents

The work of architects and its effects should, therefore, remain at a higher level than competition can
create. For this reason, architects need to improve their design skills constantly, while at the same
time gaining experience and using the knowledge of other professionals who work in the design
branch. On the other hand, taking part in a complex market game and the development of
architectural projects can bring us great satisfaction, which comes from the possibility of constant
observation of self-development, verification of professional qualifications, and strengthening our
market position. A stronger market position is, in fact, an important factor contributing to
professional success in terms of its essential context as well as income. To undertake any design task,
an architect should have a specified design aim and design thinking ability. Therefore, the first
chapter of this textbook provides an introduction to a design process with a particular focus on its
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purpose.

This chapter also includes a description of a perception of a design by representatives of the building
branch who have a direct or indirect relation ship with the design process: collaborators with
architects, including engineers and other professionals, and clients. It should be emphasized that
architectural design is a professional service that architects provide to their customers. Apart from in
extraordinary cases, an architect works for a certain client, who can be the main investor, a future
building user or may play a different role. This client hires a professional to carry out a specific
design task, which (s)he cannot solve her/himself. Thus, for this reason (s)he hires the architect.

14. Look through the text and say what it is about. Give its brief contents

For the successful realization of a design process we need a well educated architect who has a broad
knowledge, based on a solid foundation. Therefore, the education of young architects should be,
from the beginning of their studies, carried out in a carefully planned manner. An important element
of a student’s education is the conscious management of the teaching process, which enables
realization of what is most important in this profession, and an understanding that, in reality,
essentially the studies are quite simple and pleasant. This architectural design textbook is a didactical
publication in the field of architecture, which enables students and other people interested in this
subject to understand the basic principles of the profession in a simple — according to the author’s
intention — way. The other purpose of the textbook is to introduce students to a market-oriented way
of thinking, a standard approach for the architecture profession.

The addressees of “Simple Introduction to Architecture” are both early-years students from
architectural faculties and people who have not previously been close to the work of architects but
want to learn more about at least some aspects of this interesting profession. I would like to
emphasize that the source of the tips and comments in this textbook is the knowledge and design
experience of the author. This means that the recipients of information included in this book are not
obliged to accept uncritically all my opinions and guidance. My idea is that this textbook should only
be an aid to finding one’s own professional way in the broadly understood field of architecture.

15. Look through the text and say what it is about. Give its brief contents

Everything that does not occur by accident begins from an idea. A concept comes to our mind, and
we want to realize it. At first, we don’t know how to do it. Before we do anything, we guess, more or
less, why we want to do it. And, in the end, achieving the main aim is the prize for our effort. The
first idea determines the general aim of the activity, for example: “I will build a house, in which I am
going to live” or “I will build a factory.” In fact, it is not even a way of thinking. It is only a verbal
formulation of our dreams. After this verbal formulation we take the next step, which is specifying
and detailing the main aim of our actions. And at this point we stop and reflect: “Yes, I am going to
build a house or factory, but how am I going to make it?”” Each of us deals, to a greater or lesser
extent, with creating a new reality in its various aspects. However, only some of us learn how to
create a space in a professional way, because for this action both proper knowledge and a developed
consciousness of creation are necessary. That’s why the space is created by professional designers,
including architects, and the whole creative process of making decisions aimed at satisfying human
needs we call “design.” Simply, design is the art of making decisions and their logic is defended by
the use of proper arguments.

Architects may design not only houses but also landscapes, apartments, clothes, cars, planes,
machines and tools, graphics, promotional campaigns, and even law. Thanks to design we know how
to build a plane that doesn’t crash during its first flight, a house that doesn’t collapse, and an
apartment in which we may live, how to design a poster that attracts people, how to plant trees that
don’t obstruct the view, and how to create an aesthetic space.

16. Look through the text and say what it is about. Give its brief contents

Architects may design not only houses but also landscapes, apartments, clothes, cars, planes,
machines and tools, graphics, promotional campaigns, and even law. Thanks to design we know how
to build a plane that doesn’t crash during its first flight, a house that doesn’t collapse, and an
apartment in which we may live, how to design a poster that attracts people, how to plant trees that
don’t obstruct the view, and how to create an aesthetic space. Above all, we are especially interested
in spatial design, e.g. houses and their interiors (corridors, halls, apartments, etc.), other buildings
and nonbuilding structures (bridges, advertisement pillars, and so on), and landscapes including

Ne 000002787 Crpanuria 17 u3 24



monuments, benches, trees, and other plants. Designing a space, in contrast to clothes, cars, planes,
machines and tools, graphics, promotional campaigns and law, we call architectural design. For
example, urban planning involves the design of larger areas’ and, therefore, remains on another,
more general level of spatial precision in comparison to architecture. At this point it should be
underlined that decisions in architectural design, understood exactly as a decision-making process
aimed at complete architectural project preparation, on the basis of which we may build a certain
object, refer to in particular:
» the selection of people to perform specific creative activities and organization of work,
» the choice of specific design methods,
* the choice of preparation and presentation technique for an architectural design (including drawing
tools and the material on which this design will be presented),
* determination of the place of work,
* agreement with a client on rules of cooperation, and a price for the architectural design,
» finally, methods of finding solutions to certain design problems. Typically we make all architectural
design decisions in fluctuating conditions of uncertainty about their correctness and after taking into
consideration possible, sometimes difficult-to-predict, consequences.

17. Look through the text and say what it is about. Give its brief contents

Architectural design stands out from other kinds of design because of a few important features.
Firstly, it applies to a relatively large space, usually much bigger than in the case of any means of
transport such as planes or cars. At the same time, an architect becomes responsible for the space
that (s)he has created; of course, this responsibility also concerns her/his client.
Secondly, the realized effect of design work, e.g. a building, park etc., usu ally cannot move, or even
be moved from one place to another. Thirdly, such a realization serves people for a relatively long
time, much longer than the above-mentioned means of transport.
Fourthly and finally, to prepare an architectural design it is necessary to possess knowledge from a
few branches beyond pure designing; for example, it is not possible to design a sports hall without
knowledge of football, basketball or volleyball rules. It would also be difficult to design a garden
without any knowledge about the needs of the trees and flowers we want to plant there. Similar
problems would occur in any attempt to design a temple without knowledge of any of the rituals of
that particular religion.
It should be emphasized that architectural design is a paid service for which we take proper payment.
Architectural practice is a professional service that we, as architects, provide to our clients. Apart
from in extraordinary situations, when we prepare an architectural design for ourselves — in this case
we are both service providers and customers — we work for a specific client(s). A client may hire us
to solve some design tasks that cannot be solved by herself/himself/ because of a lack of proper
knowledge. That is why this client hires a professional architect.

18. Look through the text and say what it is about. Give its brief contents

For the successful realization of a design process we need a well educated architect who has a broad
knowledge, based on a solid foundation. Therefore, the education of young architects should be,
from the beginning of their studies, carried out in a carefully planned manner. An important element
of a student’s education is the conscious management of the teaching process, which enables
realization of what is most important in this profession, and an understanding that, in reality,
essentially the studies are quite simple and pleasant. This architectural design textbook is a didactical
publication in the field of architecture, which enables students and other people interested in this
subject to understand the basic principles of the profession in a simple — according to the author’s
intention — way. The other purpose of the textbook is to introduce students to a market-oriented way
of thinking, a standard approach for the architecture profession.

The addressees of Simple Introduction to Architecture are both early-years students from
architectural faculties and people who have not previously been close to the work of architects but
want to learn more about at least some aspects of this interesting profession. I would like to
emphasize that the source of the tips and comments in this textbook is the knowledge and design
experience of the author. This means that the recipients of information included in this book are not
obliged to accept uncritically all my opinions and guidance. My idea is that this textbook should only
be an aid to finding one’s own professional way in the broadly understood field of architecture.
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19. Look through the text and say what it is about. Give its brief contents

Everything that does not occur by accident begins from an idea. A concept comes to our mind, and
we want to realize it. At first, we don’t know how to do it. Before we do anything, we guess, more or
less, why we want to do it. And, in the end, achieving the main aim is the prize for our effort. The
first idea determines the general aim of the activity, for example: “I will build a house, in which I am
going to live” or “I will build a factory.” In fact, it is not even a way of thinking. It is only a verbal
formulation of our dreams. After this verbal formulation we take the next step, which is specifying
and detailing the main aim of our actions. And at this point we stop and reflect: “Yes, | am going to
build a house or factory, but how am I going to make it?”” Each of us deals, to a greater or lesser
extent, with creating a new reality in its various aspects. However, only some of us learn how to
create a space in a professional way, because for this action both proper knowledge and a developed
consciousness of creation are necessary. That’s why the space is created by professional designers,
including architects, and the whole creative process of making decisions aimed at satisfying human
needs we call “design.” Simply, design is the art of making decisions and their logic is defended by
the use of proper arguments.

Architects may design not only houses but also landscapes, apartments, clothes, cars, planes,
machines and tools, graphics, promotional campaigns, and even law. Thanks to design we know how
to build a plane that doesn’t crash during its first flight, a house that doesn’t collapse, and an
apartment in which we may live, how to design a poster that attracts people, how to plant trees that
don’t obstruct the view, and how to create an aesthetic space.

20. Look through the text and say what it is about. Give its brief contents

Architects may design not only houses but also landscapes, apartments, clothes, cars, planes,
machines and tools, graphics, promotional campaigns, and even law. Thanks to design we know how
to build a plane that doesn’t crash during its first flight, a house that doesn’t collapse, and an
apartment in which we may live, how to design a poster that attracts people, how to plant trees that
don’t obstruct the view, and how to create an aesthetic space. Above all, we are especially interested
in spatial design, e.g. houses and their interiors (corridors, halls, apartments, etc.), other buildings
and nonbuilding structures (bridges, advertisement pillars, and so on), and landscapes including
monuments, benches, trees, and other plants. Designing a space, in contrast to clothes, cars, planes,
machines and tools, graphics, promotional campaigns and law, we call architectural design. For
example, urban planning involves the design of larger areas’ and, therefore, remains on another,
more general level of spatial precision in comparison to architecture. At this point it should be
underlined that decisions in architectural design, understood exactly as a decision-making process
aimed at complete architectural project preparation, on the basis of which we may build a certain
object, refer to in particular:

» the selection of people to perform specific creative activities and organization of work,

» the choice of specific design methods,

* the choice of preparation and presentation technique for an architectural design (including drawing
tools and the material on which this design will be presented),

* determination of the place of work,

* agreement with a client on rules of cooperation, and a price for the architectural design,

» finally, methods of finding solutions to certain design problems. Typically we make all architectural
design decisions in fluctuating conditions of uncertainty about their correctness and after taking into
consideration possible, sometimes difficult-to-predict, consequences.

21. Answer the question:

How have widely used electronic drawing tools with extended databases and wide access to
information via computers changed the job of an architect?

22. Answer the question:

What factors influence an architectural design? In what way?
23. Answer the question:

What is the main objective of an architectural design?

Ne 000002787 Crpanuria 19 u3 24



24. Answer the question:
What concept are the most important design principles based on?

25. Answer the question:
What is the role of a design project purpose in the design process?

26. Answer the question:
What are the most important architectural styles can you name? Which is your preferable?

27. Answer the question:
Can you give a definition of an architectural design?
28. Answer the question:

How have widely used electronic drawing tools with extended databases and wide access to
information via computers changed the job of an architect?

29. Answer the question:
Which softwear programs are essential for architectural design?
30. Answer the question:
Can you explain the importance of sustainability in modern architecture?

9. MaTepuaJibHO-TeXHHUYECKOE H Y4eOHO-MeTOAuYeCcKoe odecneyeHue QU CIUTIIUHbI
9.1. IlepeyeHb OCHOBHOM M JOMOJHHUTEIbHON Y4eOHOH TUTEPaTypPbI

OcnosHnas tumepamypa

1. Cocynona I. A. YueOHUK (paHITy3CKOTO sI3bIKa JJIs TaMOKEHHHUKOB. YacTp 2: yueOnuk / I A.
CocyHoBa. - YueOHUK (DpaHITy3CKOTO SI3bIKA JJIsI TaMOKeHHUKOB. YacTh 2 - Mocksa: Poccwuiickas
tamokeHHas akagemus, 2011. - 300 c. - 978-5-9590-0261-9. - Tekct: anexrponnsiii / IPR SMART:
[caiiT]. - URL: https://www.iprbookshop.ru/69841.html - Pexxum noctyma: mo noamnucke

2. CocyHnoga I'. A. ®paHIry3cKkuii S3bIK JUJIS MOATOTOBKH CIEIIHAINCTOB TAMOKEHHOU CITyKOBI. B
2 vactax. Y.2: yueOnuk / I. A. CocynoBa. - OpaHIly3CKUil SA3bIK Ul MOATOTOBKU CIICI[HATUCTOB
TaMO)KEHHOU CirykObl. B 2 wacTsax. U.2 - Mocksa: Poccuiickas TamokeHHas akanemusi, 2018. - 218
c. - 978-5-9590-1011-9. - Tekct: onekrponnsii // IPR SMART: [caiir]. - URL:
https://www.iprbookshop.ru/93229.html - Pexxum noctyna: mo noamucke

3. YcroitunBoe pa3BuTHe ypOaHU3UPOBaHHBIX TeppuTopuil: mpakTukyM / O. A. CoTHukoBa, 5. A.
3onoryxuna, T. B. Makaposa [u ap.]; non penakiueit O. A. COTHUKOBOH. - YCTOHYMBOE pa3BUTHE
ypOaHU3UPOBAaHHBIX Tepputopuii - BopoHexk: BoOpoHEKCKHI ToCyqapCTBEHHBIM TEXHUYECKUI
yauBepcuteT, ObC ACB, 2020. - 48 c. - 978-5-7731-0909-9. - Tekct: snexrponnsiii / [IPR SMART:
[caiiT]. - URL: https://www.iprbookshop.ru/111481.html - Pexum gocrtymna: mo noamucke

4. KpsxtynoB A. B. YcroitunBoe pa3BuTHe ypOaHW3UPOBAHHBIX TEPPUTOpUI: MoHOrpadus / A.
B. Kpsaxrynos, K. H. Aiinymunna. - VYcroitunmBoe pa3BUTHE ypOaHW3MPOBAHHBIX TEPPUTOPUN -
Tromenb: TromeHCKUI MHAYCTpUANIBHBIN yHUBEpCUTET, 2022. - 169 c. - 978-5-9961-2973-7. - TekcrT:
snekTpoHHbI // [IPR SMART: [caiit]. - URL: https://www.iprbookshop.ru/126819.html - Pexum
J0CTyna: 1Mo NOAHUCKE

5. llep6buna E. B. VYcroiiunBoe pa3BUTHE MOCEIEHUH M ypOAHW3UPOBAHHBIX TEPPHUTOPHIL:
yuebHoe mocobue / E. B. Illep6una, /I. H. Bmacos, H. B. [lanwiuna; mon penakuueir E. B.
[epOuna. - YcroilumBoe pa3BUTHE MOCENCHHA M YpOAaHU3UPOBAHHBIX TeppUTOpuil - Mockaa:
MockoBCKHI TOCydapCTBEHHBIM cTpoutenbHblil yHuBepcuter, ObC ACB, 2016. - 128 c. -
978-5-7264-1316-7. - Tekct: onektponnsrii // IPR ~ SMART: [caiir]. - URL:
https://www.iprbookshop.ru/60836.html - Pexxum noctyna: mo moamucke
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6. Oscuenko T. B. Grundstufe Deutsch: yueOnuk Hemenkoro szeika / T. B. Oscuenko, E. U.
[Tetpona, JI. . [lanoBanoBa. - Grundstufe Deutsch - PoctoB-na-Zlony, Taranpor: U3narenbscTBo
KOxHoro denepanpHOro yHUBepcurera, 2020. - 217 c. - 978-5-9275-3626-9. - TekcT: 31eKTPOHHBIN
// TPR SMART: [caiiT]. - URL: https://www.iprbookshop.ru/107996.html - Pexum nocryma: mo
MO/IITUCKE

Lononnumenvnasn rumepamypa

1. Dxonorus. YcToW4rBOE pa3BUTHE CTPOUTEIBCTBA M TOPOJICKOTO X03HCTBa: yueOHOe mocodue /
JI. A. Urnarees, C. B. JlutBunos, A. I. bnaronatnoBa, T. . CtpenbHukoBa; nox penakuueit JI. A.
WrnareeBa. - Okojorus. YcToiuMBOE pa3BUTHE CTPOMTENBCTBA U TOPOJCKOrO XO3sicTBa -
HoBocubupck: HoBocuOMpckuii rocynapCTBEHHBIH apXUTEKTYPHO-CTPOUTENbHBI YHHUBEPCUTET
(Cubcrpun), 9bC ACB, 2017. - 357 c. - 978-5-7795-0834-6. - Tekcr: anexrponnsiii / [IPR SMART:
[caiiT]. - URL: https://www.iprbookshop.ru/85865.html - Pexxum noctyma: mo noanucke

2. YcToiunMBOE pa3BHUTHE: TPaJ0CTPOUTEIHCTBO, SKOJIOTHS, MpaBo: Xpecromarus. [lox o6 pen.
B.B. 303ynu. / C.A. boronto6os, M.M. bpunuyk, T.B. 3noraukosa u ap.; C. A. boromto060oB [u 1p.] ;.
- PYCAWHC, 2016. - 208 - 978-5-4365-1442-0. - TeKCT: HENOCPEICTBEHHEIIA.

3. CepnutoBa H. E. M3meHeHue kiaumara: ajanTanys U yCTOMYMBOE pa3BUTHE: yueOHOe ocodue
/ H. E. CepauroBa, A. B. benouepkoBckuii. - TBeps: TBI'Y, 2023. - 274 c. - 978-5-7609-1781-2. -
Tekcr: anexrponnsiit // UznarensctBo Jlane: [caiit]. - URL: https://e.lanbook.com/book/415532 -
PexxuM noctymna: 1o noamucke

4. lllenna C. I'. YcroitunBoe pa3BUTHE TEPPUTOPHM: KOHLEMIMS, MMOIXObI, HOBas Mapaaurma
yp6anusma: yue6Hoe nocobue / C. I'. Illenna, A. A. @enoposckas, K. B. Uybaposa. - YcroitunBoe
pa3BUTHE TEPPUTOPHM: KOHLEHIIMS, MOAXONbI, HOBas mapaaurma ypOanusma - PoctoB-Ha-lloHy:
JIOHCKOM rocynapCTBEHHBIM TexHuU4yeckuil yHusepcutet, 2023. - 112 c. - 978-5-7890-2110-1. -
Texct: snexrponssiii / IPR SMART: [caiit]. - URL: https://www.iprbookshop.ru/144962 html -
PexxuM noctymna: 1o noamucke

5. Jlanunuua H. B. YcroitunBoe pa3Butue ypOaHU3MPOBAHHBIX TEPPUTOPUN: yueOHOE MmocooOme
no HampasieHuto moarotoBku 07.03.04 rpagoctpoutensctso / H. B. Jlanununa, A. B. Tlonos, E. B.
[ep6una. - Mocksa: MUCHU — MI'CY, 2019. - 86 c. - 978-5-7264-1994-7. - Tekct: 3neKTpOHHBIH //
WznarenscTBo Jlame: [caiiT]. - URL: https://e.lanbook.com/book/143086 - Pexxum poctyma: mo
HOATHCKE

9.2. IIpodeccuonasibHbie 0a3bl JaHHBIX U pecypchbl «AHTepHET», K KOTOPBIM 00ecneYnBaeTCst
AOCTYI 00y4aKOUIUXCS

IIpogpeccuonanvuvie 6azvl OaHHbBIX
He ucnonb3yrores.

Pecypcor « Unmeprem»
1. http://www.homeenglish.ru/Grammar.htm - Aurnuiickas rpammaruka Ha HomeEnglish.ru

2. http://www.native-english.ru/grammar - IIpakTudeckas rpamMmMaTuka aHIJIMICKOTO SI3bIKa Ha
Grammar.Sourceword.com - ' pammaruka anruiickoro si3pika Ha Native-English.ru

3. https://englishgrammar.org - AHIIHIiCKasi TpaMMaTHKa C YIIPaKHEHUSIMU

4. http://www.study.ru/support/handbook - CripaBoyHUK M0 TpaMMaTHKE aHTIIMHCKOTO sI3bIKa HA
Study.ru

5. http://study-english.info - Cailr i1 wW3y4yaromuX aHIIUKWCKUN  S3bIK, CTYICHTOB,
npernoaBaresieii By30B M NMEPEBOTIUKOB

6. https://puzzle-english.com - OGyuenue depe3 GUIBLMBI, CEpUAITBI M YITPAKHEHUSI.

7. https://lingualeo.com - N3y4yeHne s3bIka 4epe3 ero pa3inyHbIe aCIIEKTHI

8. https://4lang.ru - becrnarHplil TpeHAXED TSI U3yUCHUS CIIOB.

9. https://www.multitran.com - CnoBapp 00LICYNOTPEOUTENBHON | TEPMHUHOJIOTHYECKON
JICKCUKHU
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10. https://dic.academic.ru - CnoBapu wu HdHIUMKIoNeAnr ( B TO YHUCIE CIIOBapH
TEPMUHOJIOTMYECKOU JIEKCUKH )

11. https://onelook.com - TonkoBbIe cI0BapH aHIIIUICKOTO sA3bIKa ( TOJIKOBaHHE, yHOTpeOieHHe,
MIPOU3HOIICHHE, KOJTOKAIIUH )

9.3. [IporpammHoe o0ecnieyeHre U HHPOPMAITMOHHO-CIIPABOYHbIE CHCTEMbI, HCIOJIb3yeMble
NPH OCylIeCTBJIEHUH 00pPa30BaTeIbHOIO NpoLecca no JUCIUIIUHE

Ilepeuenv npoepammnozo obecneuenus
(0bHOBNEeHUE NPOU3BOOUMCS NO Mepe NOSABILEHUS HOBbIX 8ePCULL NPO2PAMMbL)

He ucnonb3yercs.

Ilepeuensb uHpOPMAYUOHHO-CRPABOUHBIX CUCTEM
(0OHOBIEHUE BBINOTHAEMCA eHCEHEOETbHO)

He ucnonb3zyercs.
9.4. O0opynoBaHue M TEXHUYECKHE CPeACTBA 00yUeHUs

VY4ebHas ayquTopus
TB - 1 wrt.

10. MeTonuyeckue yKazaHusi 10 OCBOCHHUIO IMCIUIIMHBI (MOXYJIA)

C 1enpio ycreurHoro OCBOEHHUS JTaHHOTO MpeaMeTa CTYAEHTY HEOOXOAMMO BBIMOJHATH JIOMAIlIHUE
paboThI MO YKa3aHHBIM MpEnojaBaTessiM TeMaM M IMPEICTaBICHHBIM Ha 3aHATHSAX MarepuanaM. J[is
Oolee  yCHEIIHOTO  BBIMOJHEHUS  pabOThl  CTYIEHTY  Mpeajaraercsi  HCIOJIb30BaHUE
y4eOHO-METOJUUYECKUX MaTeprajoB, COOTBETCTBYIOIIUX YKAa3aHHOI TeMe.

CamocrosiTenpHast paboTa CTYIEHTOB OMTUCHIBACTCS U PETYIUPYETCS:
- MeTroaudyeckuMu peKOMEHAAIUSAMU 10 TUCIUIUINHE;
- MeTonuyeckuMi PEKOMEHIANMSIMHU 10 OpPraHU3AIMKH CaMOCTOSTEIHHOM pPabOThl CTYIACHTOB
MUHNT'AuK.

MeTtonnueckne peKoMEeHIalluu CTyIEHTaM 10 OCBOCHUIO TUCIUTUIMHBI

CamocrosiTenbHast paboTa CTYIEHTOB MPOBOIUTCS TMOJA PYKOBOJACTBOM IIpeNojaBaTens U
MOJpa3yMeBaeT HM3y4YeHHE TEOPETUYECKOro Marepuana U KOHTPOJb €ro YCBOCHHS, IMOATOTOBKY
MEePEeCKa30B TEKCTOB U CO3/IaHUE CAMOCTOSTEIbHBIX OPUTMHAIBHBIX PACCKA30B U MPE3eHTALMN IO
TeMaM, U3y4aeMbIM B paMKaxX Y4eOHON TUCIUIUIMHBI, TOATOTOBKY U MEPEBOJ TEKCTOB, BHIMOJIHEHHE
Pa3IMYHBIX TPAaMMaTHYECKHX, JIEKCUYECKUX, IEKCUKO-TPaMMaTHYECKHUX YIPaKHEHUH.

MeTtonuka camMOCTOSTENbHOM pPadOThl MpenBapUTENbHO pPAa3bICHIETCS IMpernojaBaTesieM U B
MOCJIEYIOIIEM MOXET YTOUHATHCSA C YYETOM MHIUBUAYaJIbHBIX 0COOEHHOCTEH cTyneHToB. Bpems u
MECTO CaMOCTOSITENIbHOM paboOThl BBIOMPAIOTCS CTYAEHTAMH MO CBOEMY YCMOTPEHHUIO C Y4YETOM
pEKOMEHAAINN MTPEToIaBaTeNs.

CamocrosiTenbHast paboTa CTYIEHTOB MPOBOIUTCS TMOJA PYKOBOJACTBOM IIperojaBaTens U
MOJpa3yMeBaeT HM3y4YeHHE TEOPETUYECKOro Marepuana U KOHTPOJb €ro YCBOEHHS, IMOATOTOBKY
MepPEeCKa30B TEKCTOB U CO3/IaHUE CAMOCTOSTEIbHBIX OPUTMHAIBHBIX PACCKA30B U MPE3eHTALMN IO
TeMaM, U3y4aeMbIM B paMKaxX Y4eOHON TUCIUIUIMHBI, TOATOTOBKY U MEPEBOJ TEKCTOB, BHIMOJIHEHHE
Pa3IMYHBIX TPAaMMaTHYECKHX, JIEKCUYECKUX, IEKCUKO-TPaMMaTHYECKUX YIPaKHEHUH.

MeTtonuka camMOCTOSTENbHOM pPadOThl MpenBapUTENbHO pPAa3bICHIETCS IpernojaBaTeieM U B
MOCJIEYIOIIEM MOXET YTOUHATHCSA C YYETOM MHIUBUAYaJIbHBIX 0COOEHHOCTEH cTyneHToB. Bpems u
MECTO CaMOCTOSITENIbHOM pabOThl BBIOMPAIOTCS CTYAEHTAMH MO CBOEMY YCMOTPEHHUIO C Y4YETOM
pEKOMEHAAINN MTPEToIaBaTes.

[Ipu moAroTOBKE K MPAKTUYECKUM 3aHATHUSAM, PyKOBOJICTBYSCH IUIAHOM U CITUCKOM PEKOMEHTyeMOM
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JUTEpaTypbl, HEOOXOAUMO HM3YYUTh TEMY TaK, 4TOObI MO KaKIOMY W3 MIPEUIOKEHHBIX BOIMPOCOB
CTYIIEHT MOT JIaTh pa3BEpPHYTHII, 0OCTOSITETLHBIN OTBET.

BueaynuropHas camocTosiTeNibHas paboTa CTyACHTOB BKIIIOUAET:

- Pabota HaJ KOHCTIEKTOM JIEKIHH

- [lonroToBka k MpakTUYECKOMY 3aHITHIO

- JopaboTka KOHCHEKTa JEKUUU C MPUMEHEHHEM Y4YeOHHMKA, METOAUYECKOW JHUTeparyphl,
JIOTIOJIHUTENBHOM JINTEPATYyPHI

- [lonGop, u3yuyeHue, aHaiau3 1 KOHCIEKTHPOBAHHE PEKOMEHA0BAHHOM JTUTEpaTypbl

- CamocTosITeNnbHOE U3YUCHHE OTIIEIbHBIX T€M, aparpadon

- [TonroroBka k 3K3amMeHy

Jljig ycriemHoro 0cBOeHMs y4eOHOM TUCIUIUIMHBI U JOCTHKEHUS TIOCTABJICHHBIX 11eJiell He0OX0AuMO
BHHMATEJILHO O3HAKOMUTBHCS C HACTOSAIIEH pabouel mporpaMMoi yueOHo# nucuurinHbl. Ee MoxeT
MPEJICTaBUTh MPENoAaBaTelb Ha BBOJIHOM 3aHSATUU WM CaMOCTOSITENIbHO O0YYarOIIHiCs UCTIONb3YeT
nH(popmaruio Ha opunranabHoM MHTEpHET-CcaiiTe YHUBEpCUTETA.

Cnenyer oOpaTuTh BHHMaHUE Ha CIHMCOK OCHOBHOM U JIOTIOJHUTEIBHOW JUTEpaTyphl,HA
mpejjiaraeMbple  MpernojaBaTelieM pecypchl  HH(OPMAlMOHHO-TEIEKOMMYHHUKAIMOHHON  ceTH
HNuTtepHer.

MeTtonnueckue peKoMeHAalnu Ipu paboTe HaJl KOHCIIEKTOM JIEKIIHA

B Xome neKUMOHHBIX 3aHATHH HEOOXOIUMO BECTH KOHCIEKTHpOBaHHE Y4eOHOro Marepuaa.
OOpamiate BHUMaHUE HA KaTerOpHH, (OPMYIUPOBKH, PACKPHIBAIONINE COAECPKAHHE TEX WM MHBIX
SIBJICHUH U MPOLIECCOB, HAYYHbIE BBHIBOJBI M MPAKTUYECKUE PEKOMEHIAINH, TOJIOKUTEIbHBIN OIBIT B
OpaTopckoM HcKyccTBe. JKenmareabHO OCTaBUTh B pabOYMX KOHCIIEKTAX IOJIsI, HA KOTOPBIX JAeNaTh
MOMETKH W3 PEKOMEHJOBAHHOW JHUTEpaTyphl, JOMOJHSIOIMINE MaTepral MpOoCIylIaHHOW JIEKIUH, a
TaKKe MOJYepKHUBAIOIINE 0COOYI0 BaXKHOCTh TE€X WJIM MHBIX TEOPETUUYECKUX MOJOKEHUU. 3a/iaBaTh
MPENoaBaTeNi0 YTOUYHSIOMIME BONPOCHI C LENbI0 YSACHEHUS TEOPETHUYECKHX IOJOKEHUM,
pa3peleHus: COPHBIX CUTYallHid.

BaxHo pa3BuBaTh yMEHHE COMOCTABIATh UCTOYHUKH, IPOTyMbIBAaTh U3ydaeMblii MaTepHall.

Bonbiioe 3HaueHNe UMeEET COBEPIIIEHCTBOBAHNE HABBIKOB KOHCIIEKTUPOBAHUS .

[IpenogaBarenb MOXET PEKOMEHIIOBaTh CTYAEHTAaM CIEAYyIOIIHe OCHOBHBIE (OPMBI 3alUCH: IUIaH
(TpocToit M pa3BEepPHYTHIN), BBIMMUCKHU, TE3UCHI.

Pe3ynprarhl KOHCIEKTHPOBAHUS MOTYT OBITh MPEACTABIEHBI B Pa3IMUHBIX (hopMax.

[Iman — 3TO cXema MPOYMUTAHHOTO Marepuasa, KpaTKuil (Wiau TOAPOOHBIN) MEepeueHb BOIPOCOB,
OTpPaXaIOIIUX CTPYKTypy U TOCIEA0BaTeNbHOCTh MaTepuaia. [loagpoOHO cocTaBieHHBIH IUIaH
BIIOJIHE 3aMEHSET KOHCIEKT.

KoHcnekt — 3T0 cuctemMaru3npoBaHHOE, JJOTHYHOE U3JI0KEHHE MaTepualia HCTOYHHKaA. Pa3znuuatorcs
YeThIpe TUIA KOHCIIEKTOB:

. [ImaH-KOHCTIEKT — 93TO Pa3BEPHYTHIM E€TaIU3UPOBAHHBIN IUIaH, B KOTOPOM JOCTaTOYHO
MOAPOOHBIE 3aMUCH MPUBOJATCS MO TEM IMYHKTaM IJIaHa, KOTOPbIe HYK/Ial0TCS B MOSICHEHUU.

*  TekctyanbHbIf KOHCHEKT — 3TO BOCIPOW3BEIECHHE HamOosee BaKHBIX MOJOXKEHHH U (HaKTOB
MCTOYHHKA.

*  CBOOOIHBIM KOHCTIEKT — ATO YETKO M KpaTKo CHOPMYJIUpPOBAHHBIC (M3JI0KEHHBIC) OCHOBHBIC
MOJIOKEHUSI B pe3yibrare TIyOOKOro OCMBICIMBAHMS MaTepuaia. B HeM MOTyT NMpUCYTCTBOBAaTb
BBIIIMCKY, [IUTATHI, TE3UCHI; YACTh MaTepHalia MOXKET OBbITh MPE/ICTABICHA IIJIAHOM.

* Temarnyeckuil KOHCIIEKT — COCTABIIIETCA Ha OCHOBE M3YUYEHHS psJla UCTOYHHUKOB U JaeT Oojee
WJTM MEHEE MCUEPITBIBAIONINN OTBET MO KaKOK-TO cXeMe (BOIPOCY).

Bupt u hopmMbl 0TpabOTKH MPOIYIICHHBIX 3aHATHIA

CryneHT, mpomyCTUBIIMN 3aHATHA, 00s3aH MobecenoBaTh € MpenofaBaTeieM IO MPOIMYyIIEHHOH
TeMe, MOoKa3aThb BBHIMOJIHEHWE B TETpagud MUCHbMEHHBIX 3aJaHUil. YCTHBIE TEMbI CHAIOTCS B
00513aTEeIbHOM TOPSIZIKE MOCIIE ayIUTOPHBIX 3aHATHIA.

Onucanue 603moxcnocmeii usyuenusn oucyunaunvl auyanu ¢ OB3 u uneanuoamu

[Tpu HEoOxonuMOCTH 00YUYEHHS! CTYICHTOB-UHBAIM/IOB U JIUI C OTPAHUYEHHBIMH BO3MOKHOCTSIMU
3M0POBBSl  ayAMTOPHBIE 3aHATUA MOTYT OBITh 3aMEHEHbl WM JIONOJHEHBbl H3yYEeHUEM
MOJTHOTEKCTOBBIX JICKIIUM, MPE3CHTAlM, BUICO- U ayJUOMaTepHaioB B AIEKTPOHHON
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nHpopmarmonHo-oopazoBarensHoii cpene (DUOC) yuuBepcutera. MHIMBUAYaTbHBIC 3aJaHHS
noAOUpPAIOTCsl B aJalTUPOBAHHBIX K OTPAaHHUYCHHSM 370pOBbs GopMax (MMCBMEHHO WM YCTHO, B
dbopme mipeseHTarnuii). BeiOop MeTo0B 00ydYeHUSI 3aBUCHT OT WX JOCTYIMHOCTH JUIsl UHBAIUIIOB M
JIMII C OTPAaHMYEHHBIMH BO3MOXXHOCTSIMH 3/{OPOBBSI.

Pabodass mporpamMMa AMCHIUIUIMHBI U1 WHBAJIUAOB U JIMI] C OIPAaHHYCHHBIMH BO3MOXXHOCTSIMH
37I0POBbSI pa3padaThiBaeTCsl MHANBUAYAIBHO C YY€TOM OCOOCHHOCTEH MCUXO(DU3UIECKOTO Pa3BUTHS,
WH/IMBUYATbHBIX BO3MOKHOCTEH M COCTOSIHUS 30POBBSI TAKMX 00YJaOIITIXCS.
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