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INTRODUCTION

In modern philological education, literary studies practice is expected to
combine theoretical knowledge with the skills of close reading and linguistically
grounded interpretation. The present methodological guidelines is designed for
students of English language and literature and is devoted to the analysis of Mark
Twain’s short story The Celebrated Jumping Frog of Calaveras County within the
framework of a course in literary studies practice. The choice of this text is justified
by its canonical status in the history of American humour, its relatively small volume
and clear narrative structure, which make it suitable for detailed classroom analysis
in the original language.

The theoretical part of the guideline systematises the approaches that treat a
literary work as a linguistic and aesthetic whole. Drawing on contemporary
linguistically oriented literary criticism and Ukrainian university courses on
linguistic analysis of the text and comparative literature, it outlines the main methods
of analysing a work of fiction and specifies the principal linguistic levels of the text
that are relevant for such analysis (phonetic, lexical and phraseological, word-
formation, morphological, syntactic and textual). It also introduces a compact set of
basic literary and linguistic terms — those connected with the short story as a genre,
with narrative structure and point of view, and with lexical relations such as
synonymy, antonymy and phraseological units — and summarises the main types of
analogies and parallels that may be traced between Ukrainian and foreign literary
traditions.

The practical part of the methodological guidelines illustrates how these
theoretical principles can be applied to the reading of Twain’s short story in English.
In accordance with the programme of literary studies practice, the material is
organised into two closely connected stages. First, the short story is read and
interpreted as a whole, with attention to its frame-narrative organisation, the
opposition between the educated frame narrator and the folk storyteller Simon

Wheeler, the composition of episodes and the cultural background of the Californian



mining camp. Secondly, on this interpretative basis, the linguistic means in the text
are examined in detail: synonymic and antonymic series, as well as phraseological
units and idioms in both the frame narrative and Wheeler’s monologue, are identified
and commented upon.

The aim of the methodological guidelines is to provide a coherent set of
theoretical explanations and practical materials that support students’ work with an
English literary text and help them acquire the skills of linguistically based literary
analysis. In accordance with this aim the guideline sets the following tasks: to
familiarise students with the main methods of analysing a literary work and with the
key linguistic aspects of the text; to introduce a terminological apparatus that will be
used in the analysis of The Celebrated Jumping Frog of Calaveras County; to show,
on the material of Twain’s story, how synonymy, antonymy and phraseological units
function in context; and to outline possibilities for drawing analogies and parallels
between English and Ukrainian texts in further classroom work.

In terms of practical value, the materials of the methodological guidelines can
be used in seminars on literary studies practice, in classes on stylistics of the English
language and in elements of comparative literature. The structure of the text and the
examples of analysis may serve as a model that the teacher can adapt to the needs of

a particular group and extend to other English-language short stories of similar type.



PART I
THEORETICAL SECTION OF THE LITERARY STUDIES PRACTICE

1.1. Methods of analysing literary works and the main linguistic aspects

of the text

In contemporary literary studies, the analysis of a work of fiction is
inseparable from the analysis of its language. The text is not treated as a neutral
container of ideas but as a complex linguistic structure whose organisation at
different levels produces both meaning and aesthetic effect. In the Ukrainian linguo-
stylistic tradition this view is often expressed with a formulation by Y. Lotman,
frequently quoted in linguo-stylistic scholarship: “Poetic speech is a structure of the
highest complexity, by means of which such an amount of information is conveyed
as is absolutely impossible to transmit through the means of an elementary, purely
linguistic structure.” [1, p. 116]. This thesis outlines the general methodological
horizon: without linguistic analysis it is impossible to fully interpret a literary work.

Within literary criticism several complementary methods are used to approach
the text as an aesthetic whole.

In the hermeneutic tradition, which was systematically developed in
twentieth-century philosophy, literature is treated as a privileged object of
interpretation, and reading is described as a dialogic process between the interpreter
and the tradition that speaks through the text. The Routledge Dictionary of Literary
Terms sums up this orientation by emphasizing that literary works always already
belong to a horizon of understanding that the reader enters, and that interpretation
necessarily involves negotiating with that horizon.

At the same time, stylistic and linguistically oriented approaches insist that
interpretation must be grounded in the observable verbal form of the work. In the
entry on style, P. Childs and R. Fowler offer a widely cited definition: “A style is a
manner of expression, describable in linguistic terms, justifiable and valuable in

respect of non-linguistic factors.” [3, p. 228].



On this basis the same dictionary proposes to reserve stylistics for “the
linguistic study of style in the sense indicated above,” that is, for those analyses
which use the concepts and methods of modern linguistics to describe the specific
language choices of a text [3, p. 229].

In the Ukrainian tradition these ideas are concretised in courses on linguistic
analysis of the text. In her textbook, 1. Kochan defines the subject of the discipline
as follows: “The course covers the linguistic characteristics of all language units
present in the structure of the texts analysed, from the lowest level — phonemes — to
syntaxemes, when analysing literary texts, it is necessary to pay attention to
linguistic and stylistic means of expression and representation. The subject of
linguistic analysis of a text is the identification and characterisation of the system of
linguistic units present in the work.” [1, p. 24]. Thus, in this approach linguistic
analysis is a tool for showing by which exact linguistic means the semantic and
emotional structure of a literary text is formed.

Within linguistic analysis, 1. Kochan distinguishes several main methods
[1, p. 24-25]:

« the semantic-stylistic method focuses on the correlation between lexical,

phraseological and syntactic choices and the conceptual and emotional content of
the work;

« linguistic experiment (for example, replacing a key word with a synonym,

changing the order of components, and so on) shows how minimal formal changes
break the artistic effect, thereby making the function of the original form more
visible;

« the contrastive-stylistic method approach compares parallel texts or

passages in different styles or languages to highlight the specificity of an author’s
individual manner and of a national literary tradition.

In sum, hermeneutic interpretation, structural and narrative description and
linguo-stylistic analysis are not opposed to each other but work together: the
interpreter reads the text in its historical and cultural context but does so through

close attention to its linguistic form.



It is also possible to clearly identify the main linguistic aspects that are taken
into account in the analysis [1]:

— phonetic and graphic (phonetic and orthoepic features, rhythm, sound

writing);

— lexical and phraseological (vocabulary, semantic fields, synonymy,

antonymy, phraseology);

— word formation (word formation models, individual author’s neologisms);

— morphological (distribution of parts of speech, tense and aspect forms of

verbs, pronoun system, etc.);

— syntactic (types of sentences, methods of syntactic connection, syntagmatic
chains);

— textual (coherence, composition, repetitions, thematic and rhetorical
organisation).

Finally, at the level of the text as a whole, linguistic analysis naturally
intersects with stylistics and semiotics. In the dictionary by Childs and Fowler
mentioned above, stylistics is defined precisely as “the linguistic study of style in
the sense indicated above”, that is, as the scholarly description of those language
choices which can be explicated in linguistic terms but are motivated by individual
and cultural factors.

J. A. Cuddon, in turn, describes the role of semiotics in literary criticism as
follows: “In literary criticism semiotics is concerned with the complete signifying
system of a text and the codes and conventions we need to understand in order to be
able to read it.” [4, p. 644].

Thus it is the mastery of these codes and conventions that makes reading a
text possible. The separate language levels singled out by linguistic analysis are

therefore regarded as subsystems of a single signifying structure.
1.2. Basic literary terms

In order to carry out a coherent analysis of Mark Twain’s The Celebrated

Jumping Frog of Calaveras County, it is necessary to establish a small set of basic



literary-critical and linguistic terms. They form a common metalanguage for the
subsequent chapters, where the methods of linguistic analysis and the practical
interpretation of the story will be applied, including the identification of synonyms,
antonyms and phraseological units in the text.

In Ukrainian linguistically oriented literary studies, the main object of analysis
is artistic text, i.e. the text of a literary work (prose, poetry or drama) written in an
artistic style. We mentioned the concept of literary analysis above.

Within this broad category, the main genre relevant for the present practice
course is the short story. In Ade Mukhlisin’s undergraduate thesis on Twain’s
humour, based on M. H. Abrams, the short story is treated as a brief work of prose
fiction which can be analysed in ways similar to the novel but is distinguished by its
concentration on a small number of situations that can be read in a short time
[6, p. 4-5]. Twain’s The Celebrated Jumping Frog of Calaveras County is taken
there as a paradigmatic example of such a genre.

For the structural description of a short story, Mukhlisin distinguishes a set of
intrinsic aspects: characters, settings, theme and plot. These categories will be used
throughout the practical analysis.

Characters are the person presented on the story, whom the reader interprets
as possessing particular moral, intellectual and emotional qualities on the basis of
what they say, how they speak and what they do [6, p. 14]. Abrams’ well-known
distinction between flat and round characters is also adopted: flat characters embody
a single idea or quality and are therefore easy to understand, whereas round
characters are more complex and like the real person, capable of surprising the reader
[6, p. 14—15]. In Twain’s story, for instance, the anonymous first-person narrator and
Simon Wheeler are analysed as round characters, while the narrator’s friend or
Parson Walker are treated as flat ones.

Setting is defined, after J. A. Cuddon, as “the where and when of a story or
play,” that 1s, “the place and time in which the action is centred.” [6, p. 17]. In The
Celebrated Jumping Frog of Calaveras County the setting is specified as Angel’s
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Camp in Calaveras County, and the historical moment is indicated indirectly through
references to “the winter of *49 or spring of ’50.” [6, p. 17-18].

Theme is the central idea of the story, which may be stated directly or emerge
implicitly from the development of characters and situations. The Routledge
Dictionary of Literary Terms notes that recurrent local features are better called
motifs, while theme should designate a “line or thread running through a work,
linking features which are otherwise unrelated.” [3, p. 239]. In reading of Twain,
themes such as the search for truth and the uniqueness of individual character are
foregrounded.

Plot in a narrative work is, in Abrams’ formulation cited by Mukhlisin,
“constituted by its events and actions.” [6, p. 18]. The same thesis divides the plot
of The Celebrated Jumping Frog of Calaveras County into a sequence of stages —
beginning, rising action, climax, falling action and end — and lists nine key points
from the narrator’s receipt of the letter to his decision to leave Wheeler and his
unfinished story [6, p. 18—19]. Freytag’s classical model of “(a) introduction; (b)
inciting moment, (c) rising action, (d) climax; (e) falling action; (f) catastrophe,”
presented in Cuddon’s dictionary, forms the general theoretical background for such
plot analysis [4, p. 291].

Because The Celebrated Jumping Frog of Calaveras County is built on a
frame narrative, notions related to narration are essential. Cuddon defines viewpoint
(point of view) as “the position of the narrator in relation to his story, thus the
outlook from which the events are related,” and distinguishes, among others,
omniscient narration and first-person narrative [4, p. 761]. In Twain’s story, the
external first-person narrator (“I”’) frames Simon Wheeler’s long anecdote, and the
contrast between their perspectives is crucial for understanding both the humour and
the implied evaluation of the frontier community [6, p. 19].

From the perspective of this practical course, literary analysis is inextricably
linked to stylistic and linguistic description. As mentioned, stylistics uses the
concepts and methods of modern linguistics to describe the choices at different levels

of language that characterise a particular author, genre or period.
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The lexical level — which is crucial for this course — is described in detail in
Kochan’s textbook on linguistic analysis of the text. Summarising a collection of
exercises by N. Myroniuk, Kochan notes that the manual includes chapters on:

“3. The word in a literary text. Lexical elements of the text.
Literal and figurative meaning of the word in a literary text.

4. Homonyms in a literary text. Synonyms in a literary text.
Antonyms in a  literary  text.  Paronyms in a literary  text.
Active and passive vocabulary in a literary text.
Lexical analysis of the text. Phraseological units in a literary text.

5. Phonetic and orthoepic features of a literary text.

6. Morphemic and word-formation features in a literary text.

7. Part-of-speech analysis of a literary text.

8. Syntactic features of a literary text.” [1, p. 25-26].

This structure makes it clear that within the lexical level Kochan treats
synonyms, antonyms and phraseological units in the literary text as separate
objects of analysis, alongside homonyms, paronyms and the active / passive
vocabulary. The tasks proposed in the textbook for “Synonyms in the literary text”
and “Antonyms in the literary text” require students to identify synonymic and
antonymic series in context and to determine their role in expressing the author’s
evaluative attitude.

In line with this approach, synonyms will be understood in the present course
as words or expressions belonging to the same part of speech which denote the same
or a very close concept but differ in shade of meaning, stylistic colouring or usage.
Antonyms will be treated as pairs of words with opposite meanings within a common
semantic field (for example, big / small, honest / dishonest), which often structure
evaluative contrasts in characterisation and theme.

A special role is played by phraseological units and their internal synonymy.
Kochan emphasises the functional importance of phraseology: “The important
functional role of phraseological units is manifested in the synonymic richness of

these fixed expressions.” [1, p. 244]. She then gives the following definition:
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“phraseological synonyms are phraseological units which denote the same object of
reality and express the same concept, but accentuate different aspects of it; despite
differences in internal form and lexical composition, they share the same categorical
meaning and similar semantic combinability with surrounding words. For literary
texts this means that phraseological series reflect subtle gradations of emotional
states and interpersonal relations and encode culturally specific images.”
[1, p. 244].

The practical tasks of this course — especially the identification of “linguistic
constructions (synonyms, antonyms, phraseological units)” in Twain’s story — are
grounded in this theoretical framework. The short story will be read not only through
its plot and characters, but also through networks of lexical and phraseological
relations that form semantic and evaluative patterns.

Given that Mark Twain’s short story The Celebrated Jumping Frog of
Calaveras County is traditionally perceived as a comic work, the terms “humour”
occupy a central place. In the theoretical section of this work, humour is presented
as ‘the humours are developed as symbolic stances through which the characters are
seen to react to the values of the world they inhabit, rather than as simple flaws or
biases in their nature.” [3, p. 111]. Freud’s theory is summarised as a distinction
between two basic forms of humour (the form of expression and the form of
narration) and three functions of jokes [6, p. 9].

Taken together, these terms — literary (artistic) text, short story, character (flat
/ round), setting, theme, plot, point of view, style and stylistics, as well as lexical
categories such as word, synonym, antonym, phraseological unit and, finally,
humour, irony and satire — constitute the basic conceptual framework of the present

practice course.
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1.3. Analogies and parallels between works in Ukrainian and other

languages

Comparative literary studies start from the assumption that every national
literature develops within a wider network of international relations. In the
Ukrainian handbook on comparative literature the main goal of the course is
formulated as follows: “The main goal of the course is to help philology students
develop a system of ideas about literature as a complex process of interaction
between national and global cultural traditions, which currently requires
comparative methods to study.” [2, p. 6]. In other words, the task is not to isolate
Ukrainian texts, but to train readers to see them as part of world literature, where
analogies and parallels with works in other languages constantly arise. This
perspective corresponds to the idea of Weltliteratur as reconstructed in
J. A. Cuddon’s dictionary: Goethe did not want “the special characteristics of each
nation s writing to be effaced but merely to be situated within a larger scheme where
its connections with other literatures can be explored, to their common benefit”
(4, p. 777].

Within this framework, analogies and parallels are described in terms of
several types of inter-literary relations. The syllabus of Comparative Literary
Studies distinguishes, in particular, a genetic and a contact approach: the genetic
approach “makes it possible to reveal the origin of a given phenomenon, the paths
of its development in interaction with others and, ultimately, the continuity and
diversity of the cultural tradition,” while the contact approach “determines the
presence or absence of links between writers and texts.” [2, p. 8]. At the level of key

29 €6

notions, the course explicitly includes “genetic links in world culture,” “contact
links,” and “typological parallels.” [2, p. 8].

Genetic and contact relations presuppose concrete channels of influence
(translation, personal contacts, reception of foreign authors), whereas typological
parallels concern similarities of form, theme or poetics that arise without direct

borrowing but within comparable historical or cultural conditions. In all three cases
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the comparative perspective is based on observing analogies between works of
different literatures and explaining them in terms of origin, transmission or structural
affinity.

A separate line of analysis is provided by thematology, which the same
handbook defines in a test question as “a comparative study of themes and ideas,
images and plots, symbols, myths and archetypes, it examines literary thematics in
the diachronic (Stoffgeschichte, ‘history of ideas’) and synchronic (the study of
recurrent motifs, situations, characters) aspects.” [2, p. 419]. Here analogies and
parallels are traced primarily at the level of recurring motifs, narrative situations,
symbolic constellations and character types that appear in different national
contexts. The same unit emphasises that comparative work must also take into
account genology (as “the theory of literary kinds and genres”) and contact-based
approaches that study “direct links between literary phenomena.” [2, p. 419]. Thus
analogies between Ukrainian and foreign texts can be typological (similar genre
models or motifs), genetic (shared tradition) or contact-based (direct intertextual
dialogue, translation, rewritings).

The practical sections of the comparative handbook illustrate how such
analogies and parallels are actually studied. One of the proposed projects invites
students to follow the fate of Horace’s ode Exegi monumentum from antiquity to
modernity, setting the task “to trace the development of the theme from the earliest
times (from Horace) to the present; ... to analyse translations of Horaces ode Exegi
monumentum... (for example, the Ukrainian translations by M. Zerov and A.
Sodomora); ... to ascertain the figurative and stylistic resonances of Horaces ode
in later texts on the same theme (the presence of quotation-reminiscences, symbols,
allusions, etc.).” [2, p. 416]. Here the analogy between the Latin original and
Ukrainian texts arises both at the level of thematic continuity (the “monument” of
poetry) and at the level of genre and style, while the analysis of intertextual signals
(quotations, allusions, paratexts) makes visible the network of parallels that connects

them.



15

Another example concerns documentary prose about political repression. To
characterise the specific artistic features of Boris Antonenko-Davydovych’s Sibirski
novely, the handbook proposes to compare their narrative organisation with that of
two other camp prose cycles: “the much better known to the world book Kolyma
Tales by Varlam Shalamov and the much less known beyond his native Belarus short
story—memoir camp cycle by Vasyl Khomchanka.” |2, p. 74]. The stated aim is “fo
reveal its artistic distinctiveness as a book of testimony.” [2, p. 74]. In this case
parallels between Ukrainian, Russian and Belarusian texts serve not to level their
differences, but to sharpen the perception of each writer’s narrative strategy,
rhetorical stance and imagological position. The same volume devotes a substantial
section to the analysis of how Ukrainian experience is absent from certain Russian
representations of war and repression, speaking of “a special mechanism of
silencing,” which in contemporary ethno-imagology and postcolonial studies is
associated with “the discourse of the absence” of Ukrainian-ness [2, p. 243]. Here
the lack of explicit parallels itself becomes a significant comparative datum.

Analogies between Ukrainian and foreign texts may therefore be constructed
not only on the level of themes or plots, but also on that of genre, narrative form and
linguistic technique. The appendix on Horace’s ode already introduces a set of
intertextual ~ categories  (transtextuality,  architextuality,  intertextuality,
metatextuality, hypertextuality, paratextuality) as tools for describing such relations:

99 ¢

“transtextuality is any interaction of texts,” “architextuality is the relation of a text
to a genre code, to the national and world tradition” and so on [2, p. 416-417].
These notions make it possible to distinguish, for example, between a Ukrainian
poem that merely alludes to a European classic and one that systematically rewrites
its genre model; between typological similarities and conscious dialogic
engagement.

At the same time the handbook insists on the central role of translation in
creating a durable network of analogies and parallels: among the control questions

we find the direct formulation “Is it possible, and how important is it for Ukrainian

culture, to have a stable tradition of translations?” [2, p. 411]. Translation makes
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foreign texts available within the Ukrainian cultural space and, conversely, allows
Ukrainian works to enter into the circuit of world literature. This is particularly
important for cross-linguistic comparison of stylistic and linguistic phenomena,
including humour, narrative voice or the use of colloquial and dialectal elements.
Without translation it would be difficult to compare, for instance, the narrative
rhythm or lexical registers of an English short story and a Ukrainian humorous
sketch on equal terms.

Linguistically oriented manuals also suggest how specific devices can become
the basis for such analogies. In Linhvistychnyi analiz tekstu the section on
onomastics stresses that proper names are a very strong means in humour and satire:
“Onomastics is a very strong device in humour and satire. However, in different
authors it is realised with different force.” [1, p. 95]. The author illustrates this by
surnames derived from Ukrainian phraseological units; such complex names
“contain an enormous humorous and satirical charge.” [1, p. 95]. Given that
phraseologisms and wordplay are explicitly mentioned in the practical task of this
course, this kind of material is directly relevant: it points to a specific area where
Ukrainian humorous prose can be compared with English-language humour in terms
of how fixed expressions, idioms and proper names are exploited for comic effect.

Finally, the comparative and linguistic perspectives converge in the
recognition that any such analogies and parallels must be grounded in close analysis
of the text as a verbal construct. As Kochan’s manual on linguistic analysis puts it,
“the task of linguistic analysis is to show those linguistic means by which the
ideological and emotional content of a literary work is presented.” [1, p. 388]. When
this task is extended to more than one literature, the critic is required not only to
describe the devices of a single author, but also to observe how similar or contrasting
devices function in texts written in different languages and embedded in different
traditions. Analogies and parallels between Ukrainian and foreign works therefore
do not replace individual interpretation but deepen it: they reveal how national
literatures participate in common thematic and formal patterns, while preserving

their own special characteristics within the broader space of world literature.



17

PART II
PRACTICAL SECTION OF THE LITERARY STUDIES PRACTICE

2.1. Reading and general interpretation of Mark Twain’s short story The

Celebrated Jumping Frog of Calaveras County

2.1.1. Linguistic means in the short story (synonyms, antonyms,

phraseological units)

On the linguistic level The Celebrated Jumping Frog of Calaveras County is
organised around a dense system of synonymic, antonymic and phraseological
constructions, concentrated above all in Simon Wheeler’s oral narrative. These
constructions are not accidental ornaments: they shape the humorous tone, structure
the opposition between the educated frame narrator and the folk storyteller, and

encode the cultural background of the mining camp.

1. Synonymic constructions. In Twain’s story, synonymy usually appears as

paired or serial items that intensify a description or fix an evaluative stance.
Frame narrator’s discourse

o “good-natured, garrulous old Simon Wheeler.” Two near-synonymous

social traits (good-natured and garrulous) are coordinated to present Wheeler as
both friendly and excessively talkative. The repetition of positive but slightly comic

qualities already anticipates the long-winded tale to come.

« ‘“‘as long and tedious as it should be useless to me.” The adjectives long and
tedious constitute a synonymic pair describing the same negative property of
duration, with tedious reinforcing the evaluative aspect of long. The construction
turns the narrator’s boredom into a slightly hyperbolic complaint.

e “an expression of winning gentleness and simplicity upon his tranquil

countenance.” Gentleness and simplicity here function as near-synonyms of mild,

unthreatening character. Their coordination with winning and tranquil stabilises an
image of almost exaggerated harmlessness, which contrasts with the narrator’s inner

irritation.
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« ‘“earnestness and sincerity.” The two abstract nouns name closely related

ethical attitudes. Their pairing underlines that Wheeler tells his absurd story in
complete good faith, without any sense of comic distance.

o “any thing ridiculous or funny about his story.” Ridiculous and funny are

practically synonymous here: both refer to comic incongruity. The double naming
emphasises the gulf between Wheeler’s serious attitude and the narrator’s perception

of the tale as pure farce.
Wheeler’s narrative

o “he was lucky, uncommon lucky.” The repetition with intensifier

(uncommon) produces a synonymic construction: both items denote success in
gambling, while the second item upgrades the first and makes Wheeler’s admiration
explicit.

« “she was considerable better ... and coming on so smart.” These two

colloquial phrases describe the same state of improvement. Considerable better and
coming on so smart form a synonymic pair in the semantic field of recovery, and
their accumulation heightens the contrast with Smiley’s cynical bet “that she don’t,
anyway’ .

« ‘“always had the asthma, or the distemper, or the consumption, or something

of that kind.” A serial list of near-synonymous illnesses constructs the mare as

permanently sick in an undefined way. The precise medical labels are less important
than the cumulative effect of “constant disease”.

« ‘“at the fag-end of the race she’d get excited and desperate-like.” Excited

and desperate-like denote closely related states of emotional intensity; the first leans
toward agitation, the second toward extremity. Together they represent the
paradoxical burst of energy in a half-dead animal.

« “a little small bull pup.” The pairing of little and small is a tautological

synonymic combination characteristic of colloquial speech. It functions as an
emphatic diminutive, underlining the contrast between the dog’s appearance and his

unexpected fighting skills.
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e “You never see a frog so modest and straightforward as he was, for all he

was so gifted.” Modest and straightforward form a synonymic cluster of moral

simplicity and lack of pretence. The combination prepares the irony of Dan’l
Webster’s humiliating defeat after being loaded with shot.

o “fair and square jumping on a dead level.” The paired adverbs fair and

square are conventional near-synonyms meaning ‘honest, without trickery’. In the
context they define the conditions under which Dan’l Webster is unbeatable.

« “Smiley says, sorter indifferent like, ‘It might be a parrot, or it might be a

canary, may be, but it an't; it's only just a frog.” ” The tentative sorter indifferent like

combines two close notions of emotional detachment; together they mimic the tone
of feigned unconcern with which Smiley hides his pride in the frog.

o “Well, I'm only a stranger here, and [ ain't got no frog.” Although not strictly

synonyms, only a stranger and ain't got no frog are structurally parallel excuses.
They form a semantic pair expressing lack of resources and local belonging.

o “Smiley was monstrous proud of his frog, and well he might be.” Monstrous

proud and well he might be function as an evaluative synonymic reinforcement: both
elements stress the legitimacy of Smiley’s pride in Dan’l Webster.

o “fellers that had traveled and been everywhere.” The verbs traveled and

been everywheres are near-synonyms; the colloquial phrase intensifies the idea of
broad experience and thereby the objective impressiveness of the frog.
These synonymic constructions contribute to the oral, repetitive rhythm of

Wheeler’s story and foreground evaluation over bare factual information.

2. Antonymic constructions. Antonymy in the text is used to build contrasts:
between emotional reactions, between economic success and failure, and between

expectation and outcome.

« “fellers that had traveled and been everywhere.” The verbs traveled and

been everywheres are near-synonyms; the colloquial phrase intensifies the idea of

broad experience and thereby the objective impressiveness of the frog.
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o “He never smiled, he never frowned, he never changed his voice.” The

verbs smiled and frowned are opposite possible reactions to a story. Their
simultaneous negation constructs an antithetic scale where both positive and
negative responses are absent, highlighting Wheeler’s complete emotional
immobility.

o “If there was a horse-race, you'd find him flush, or you'd find him busted at

the end of it.” The slang adjectives flush and busted form a clear antonymic pair in

the semantic field of wealth vs. ruin. They compress Smiley’s risky behaviour into
a binary “all or nothing” outcome.

o ‘“she was considerable better ... she'd get well vet ... ‘I'll risk two-and-a-

half that she don't, anyway’ > The lexical items better / get well are opposed to the

negated verb don't (= ‘won’t get well’). The antithesis between improvement and
predicted death creates the black humour of Smiley’s bet on Parson Walker’s wife.

« “that to look at him you'd think he warn’t worth a cent ... It was a good

pup, was that Andrew Jackson.” The combination of worth a cent (negated) with

good pup sets up an antonymic contrast between appearance and essence: outward
worthlessness vs. inner value.

e “so he got shucked out bad ... it was a good pup ... the stuff was in him,

and he had genius ... if he hadn’t no talent.” Good vs. bad, and genius / talent vs.

their negation, form a chain of explicit and implicit antonyms. Twain plays with
evaluative oppositions to stress the injustice of Andrew Jackson’s last defeat.

o “old Simon Wheeler” / “Rev. Leonidas W. Smiley, a young minister of the

Gospel.” The age adjectives old and young point to a latent contrast between the
rustic, experienced storyteller and the absent educated clergyman; this opposition
structures the entire frame narrative.

o “he was planted as solid as an anvil ... he couldn't budge ... he was

anchored out” vs. ordinary jumping.” The metaphors of immobility (planted,

couldn't budge, anchored out) implicitly oppose the frog’s usual condition as

champion jumper, intensifying the sense of paradox in the final scene.
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3. Phraseological units and idioms. Phraseological units, especially in
Wheeler’s dialect, play a central role in constructing the oral and regional flavour of
the narrative. Many of them are fixed or semi-fixed expressions characteristic of

colloquial American English.
Frame narrative

« “00 to work and bore me nearly to death with some infernal reminiscence

of him as long and tedious as it should be useless to me.” The idiom bore me nearly

to death and the colloquial go fo work (‘set about doing something’) express the
narrator’s exaggerated dread of Wheeler’s storytelling and frame the tale as an
ordeal.

o “dozing comfortably by the bar-room stove.” The collocation dozing

comfortably and the fixed locus bar-room stove evoke the stereotype of the idle
storyteller in a frontier tavern.

o “backed me into a corner and blockaded me there with his chair.” This

metaphorical idiom combines physical action and figurative imprisonment; it

describes how the listener is trapped into hearing the story.

o “reeled off the monotonous narrative.” Reel off is an established
phraseological unit meaning ‘produce speech rapidly and mechanically’. It
underlines the rehearsed, formulaic nature of Wheeler’s tale.

« ‘“drifting serenely along through such a queer yarn.” The expression gueer

yarn (‘strange, improbable story’) belongs to folk storytelling vocabulary. Together
with drifting serenely along it creates the comic dissonance between tone and

content.

o “by your leave.” A polite formula used just before the narrator silently
withdraws, reinforcing his distance from Wheeler’s enthusiasm.

o “the enterprising vagabond Jim Smiley.” This semi-oxymoronic

collocation (enterprising vagabond) is a fixed-sounding epithet capturing Smiley’s

energy and rootlessness.
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o “he button-holed me.” The idiom button-hole (‘detain someone in

conversation’) literalises the idea of being physically caught and forced to listen.

'77

o “Oh! hang Smiley and his afflicted cow!” The exclamation hang X

functions as a mild curse; afflicted cow is a mock-biblical phraseology that parodies

sentimental language.
Wheeler’s narrative

« “it never made no difference to him—he would bet on anything—the

dangdest feller.” Never made no difference is a typical emphatic negative idiom;

dangdest feller is hyperbolic vernacular praise.

« “he was always ready and laying for a chance.” Lay for a chance is an
idiomatic expression meaning ‘wait eagerly for an opportunity’, here applied to
betting.

o “if there was a horse-race, vou'd find him flush, or you'd find him busted at

the end of it.” Flush and busted are idiomatic slang terms for financial success and

ruin; the whole structure is a fixed pattern of gambling talk.

o “thev used to give her two or three hundred vards start.” Give ... a start 1s

a racing idiom for a handicap, marking Smiley’s willingness to bet on seemingly
hopeless odds.

 ‘“at the fag-end of the race.” Fag-end is an idiomatic noun for the very last,

exhausted part of something.

o “kicking up m-o-r-e dust, and raising m-o-r-e racket.” Kick up dust and

raise a racket are colloquial idioms for making noise and disturbance, here stretched
by spelling for comic emphasis.

« “to set around and look ornery, and lay for a chance to steal something.”

Look ornery and lay for a chance are phraseological combinations marking the dog
as a habitual schemer.

« “Andrew Jackson would never let on but what he was satisfied.” Never let

on is a fixed idiom meaning ‘never reveal anything’; it marks the dog’s deceptive

calm.
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o “till they throwed up the sponge.” A well-known boxing idiom (‘admit

defeat’), transferred to dog-fighting.

« “the other dog had him in the door, so to speak.” Have someone in the door

is a figurative idiom of entrapment, softened by so to speak.

o ‘“would have made a name for hisself if he'd lived, for the stuff was in him.”

Make a name for oneself and the stuff was in him are idiomatic ways to talk about
potential success and inner qualities.

« “he hadn't had no opportunities to speak of, and it don't stand to reason.” 7o

speak of (meaning ‘worth mentioning’) and it don't stand to reason (meaning ‘it is
illogical’) are stable colloquial expressions.

« “till vou couldn't rest, and yvou couldn't fetch nothing for him to bet on but

he'd match you.” Couldn't rest and fetch nothing ... but he'd match you are idiomatic

exaggerations of Smiley’s obsessive gambling.

« ‘“said he cal'klated to edercate him.” Cal'klated to edercate (‘intended to

educate’) is a dialectal idiom showing Smiley’s quasi-pedagogical attitude to the
frog.

« ‘“you bet you he did learn him, too.” You bet you is a common emphatic

idiom, marking absolute certainty.

o “whirling in the air like a doughnut ... turn one summerset ... come down

flat-footed and all right, like a cat.” These simile-based idioms (/ike a doughnut, flat-

footed, like a cat) stylise the frog’s movements through vivid, conventional
comparisons.

« “flop down on the floor again as solid as a gob of mud.” The 1diom as solid

as plus the grotesque image gob of mud create a comic picture of heavy landing.

« ‘“as indifferent as if he hadn't no idea he'd been doin' any more'n any frog

might do.” A formulaic comparison (as indifferent as if...) emphasises Dan’l’s
apparent lack of vanity.

e “Jumping on a dead level was his strong suit ... Smiley would ante up

money on him as long as he had a red.” Strong suit (card-playing idiom), ante up
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and as long as he had a red (slang for money) firmly locate the narrative in gambling
discourse.

« ‘“he laid over any frog that ever they see.” Lay over is an idiom meaning

‘surpass, outdo’.

e “000d enough for one thing ... he can outjump any frog in Calaveras

County.” Good enough for one thing is a vague phraseological formula introducing
Smiley’s boast.

« “I don't see no p'ints about that frog that's any better'n any other frog”

(repeated twice). The expression see no p'ints about someone is a colloquial idiom
for ‘see no special qualities in’. Its repetition frames the entire trick.

o “I'm only a stranger here, and I ain't got no frog.” Only a stranger and ain't

got no belong to the idiomatically fixed repertoire of self-deprecating excuses.

e “hold my box a minute ... set down to wait.” Hold ... a minute and set down

to wait are everyday idiomatic descriptions of casual action.

o ‘“prized his mouth open ... filled him full of quail shot ... filled him pretty

near up to his chin.” These collocations use verbs (prize open, fill ... full) in

conventional phraseological patterns to describe the deception.

o “slopped around in the mud.” Slop around is an idiom denoting messy

movement, characteristic of dialect storytelling.

",

e “I'll give the word ... One, two, three, jump!” Give the word 1s a fixed

phrase for signalling the start of an action.

o “he couldn't budge ... he was planted as solid as an anvil ... anchored out.”

The sequence of idioms of immobility (couldn't budge, planted as solid as, anchored
out) comically over-describes Dan’l’s inability to move.

o “I do wonder what in the nation that frog throw'd off for.” The exclamation

what in the nation is a mild oath; throw'd off in this context is a phraseological unit
meaning ‘failed, performed badly’.

o “Why, blame my cats, if he don't weigh five pound!” Blame my cats is a

dialect interjection; its idiomatic nature marks Wheeler’s voice.
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o ““a double handful of shot.” Double handful functions as a conventional

measure phrase.

« “he was the maddest man ... took out after that feller, but he never ketched

him.” The maddest man and take out after (meaning ‘run in pursuit’) are idiomatic
hyperboles of anger and chase.

« “Just set where you are, stranger, and rest easy | ain't going to be gone a

second.” Set where you are and rest easy are formulaic expressions of informal
hospitality and reassurance.

Together, these phraseological units constitute the main vehicle for Twain’s
humour and for the cultural colouring of the narrative. They will be central for the
subsequent contrastive analysis of synonymy, antonymy and idiom in Ukrainian

translations of the story.

2.1.2. Cultural contexts and authorial devices in The Celebrated Jumping

Frog of Calaveras County

In The Celebrated Jumping Frog of Calaveras County the linguistic
organisation of the text is inseparable from its culturally specific background and
from a set of highly deliberate authorial devices. The story belongs simultaneously
to the tradition of American frontier writing, to the genre of the tall tale and to the
practice of local-colour realism, and it uses the resources of humour and satire to

articulate a critical view of contemporary social values.

1. Frontier culture, local colour and oral storytelling. From the outset the
story is anchored in a recognisable cultural geography: the scene is Angel’s Camp in
Calaveras County, a mining settlement in the American West, and the main action is
located in a bar-room where Simon Wheeler is “dozing comfortably by the bar-room
stove” and then detains the visiting narrator with his tale.

These details correspond closely to what Cuddon’s dictionary describes as
local colour: the use of features peculiar to a given region (setting, customs, types
of character) to give authenticity and interest, a technique in which Mark Twain is

explicitly listed among the classic practitioners [4, p. 407]. The social milieu is that
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of frontier life, a category that Cuddon defines as literature organised around the
experience of settler communities on a colonial frontier, particularly in the Americas.

Twain’s text foregrounds precisely those elements: rough gambling culture,
improvised horse races, dog fights, casual betting on any event, and the presence of
an “enterprising vagabond” like Jim Smiley who lives by his wits in an unstable
environment.

The repeated references to tavern life, to “fellers that had traveled and been
everywhere,” and to the half-domesticated animals kept for wagering reinforce the
image of a transient, male-dominated community whose values are shaped by
chance and profit rather than by settled norms.

The narrative also emerges from an oral storytelling culture. The publisher’s
note included in the teaching edition stresses that Twain did not invent the plot ex
nihilo, but heard versions of this frog story in mining camps and elsewhere before
writing it down.

Simon Wheeler’s performance reproduces this oral tradition through its
digressive structure, its stock phrases and its apparent indifference to any “point”
that might interest the visiting Eastern narrator. Twain thus inscribes into the written
literary text a specific cultural practice: the long, exaggerated yarn told at leisure by

a local raconteur in a communal space.

2. The tall tale tradition and American humour. Cuddon classifies Twain’s
story explicitly as a tall story (or tall tale), placing it among a series of narratives
that rely on extravagant invention and humorous exaggeration, from classical
examples to modern instances [4, p. 710-711]. In the same entry he notes that tall
stories have flourished particularly in frontier environments, in “bad lands” and in
pioneering contexts such as the various Gold Rushes.

The Celebrated Jumping Frog fits this generic description closely. The central
episode — a frog trained to outjump any rival, defeated only because another man
secretly fills him with quail shot — combines improbability with a matter-of-fact tone

characteristic of the tall tale. The same is true of the anecdotes about the consumptive
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mare that always wins at the last moment or the dog Andrew Jackson who appears
indifferent until he seizes his opponent’s hind leg.

From the perspective of humour theory, the Indonesian thesis on American
verbal humour summarises the Freudian distinction between humour realised in
utterance and humour realised in narrative form: jokes that make people laugh
directly, and stories in which the narrator’s depiction of real or imaginary behaviour
produces comic effect.

Twain’s story systematically combines both forms. On the one hand, much of
the comedy lies in particular phrases, similes and idioms in Wheeler’s dialect (for
instance his careful spelling out of m-o-r-e dust and racket, or the mock oath “blame
my cats”). On the other hand, the overall design of the tale — the slow build-up of
Smiley’s confidence, the elaborate praise of Dan’l Webster, and the final revelation
that the frog has been “anchored out” by shot — constitutes a narrative joke whose
punchline depends on the reader’s retrospective re-evaluation of all previous
information.

The teaching notes in the school edition explicitly state that Twain is satirising
“several aspects of American life,” and especially those rural talkers who speak at
length, in great seriousness, about matters that are ultimately trivial or nonsensical.

This observation links the local tall tale not only with the comic tradition but
also with a broader cultural critique directed at provincial verbosity and lack of self-

awarcness.

3. Materialism and social criticism. Beyond local colour and generic
affiliation, the story encodes a recognisable ideological context. A Japanese critical
article on The Celebrated Jumping Frog emphasises that Twain, through such
episodes as the bet with Parson Walker regarding his wife’s recovery and the
repeated scenes of wagering, depicts a society in which people are ready to do
anything for money [5]. The critic notes that this tendency reflects the penetration
of “materialistic civilization” into the spirit of the age, a process in which moral and

spiritual values lose their force as money becomes the universal measure of worth.
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Within this framework, Jim Smiley functions as an extreme but symptomatic
figure. He bets on horses, on dogs, on insects, on the health of acquaintances, and
even on the outcome of events he cannot control. His behaviour exemplifies a
specific stage of capitalist development in which economic risk-taking and the desire
for profit overshadow all other considerations. The same Japanese study stresses that
Twain uses Jim and the dog Andrew as exemplary cases in order to criticise a social
condition where the pursuit of money dominates and corrupts human motives;
humour serves as an “undercurrent” that carries this critical intention without turning
the story into overt moralizing [5].

In this way the cultural context is double: on the surface, the picturesque world
of the mining camp with its anecdotes and eccentric animals; at a deeper level, a
society in which the logic of the wager has become a model for action in general.
The tall tale about a frog thus becomes a vehicle for reflection on the human
condition under capitalism, a theme that Twain would develop more explicitly in

later works.

4. Authorial devices: framing, voice, dialect and satire. These cultural
meanings are not simply “reflected” in the story, but produced by a series of carefully
constructed authorial devices. First, Twain employs a frame narrative or ‘“‘story
within a story,” a device explicitly noted in the reading pointers, where the search
for the Reverend Leonidas Smiley is identified as the least important layer.

The outer narrator, writing in standard educated English, is dispatched to
Angel’s Camp on a trivial errand and is “button-holed” by Wheeler, whose inner tale
gradually displaces the frame plot. This double structure creates a systematic
contrast between two cultural and linguistic codes: the urbane, somewhat ironic
Eastern visitor and the rustic Western storyteller. The reader is invited to adopt the
outsider’s perspective, amused and faintly exasperated by Wheeler’s endless
digressions, but at the same time to appreciate the vitality and coherence of the local

oral tradition he represents.
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Secondly, both the school edition and critical commentary stress Wheeler’s
deadpan and understated narrative style, which remains serious and emotionally
flat even when he is recounting the most ridiculous events. In the text this is
reinforced by the narrator’s observation that Wheeler tells his story without smiling
or frowning, in a monotone voice that never acknowledges any “thing ridiculous or
funny” in what he says. The discrepancy between the seriousness of delivery and the
absurdity of content is one of Twain’s most effective comic devices; it concentrates
the humour in the reader’s act of interpretation rather than in any self-conscious joke-
making by the character.

Thirdly, Twain’s use of dialect and vernacular idiom should be seen not
simply as mimetic, but as a structural device belonging to local-colour writing.
Cuddon’s definition highlights that local colour often involves not only landscape
and customs but also speech patterns that are peculiar to a region. The edition’s brief
biography reminds us that Twain is remembered as a writer with an “uncanny ear for
speech” who excelled at exposing hypocrisy and inconsistency in human behaviour.

In Jumping Frog the non-standard grammar, elided pronunciations and
colloquial expressions of Wheeler’s monologue are not merely decorative; they
construct a specific narrative voice whose worldview is encoded in its language. The
dialect, with its repetitions, tautological intensifiers and formulaic idioms, enacts a
mode of thought that accepts gambling, trickery and exaggeration as normal
elements of everyday life.

Finally, the story employs satire and ironic displacement as central devices.
The teaching notes specify that Twain is satirising not only rustic talkativeness but
also “aspects of American life” more broadly. The choice of names for Smiley’s
animals — Dan’l Webster and Andrew Jackson — implicitly juxtaposes the world of
high politics and national statesmanship with the petty, often sordid sphere of
gambling and dog-fighting. The tall tale about a frog becomes a parody of national
self-importance, suggesting that the heroic and the ridiculous are much closer than
patriotic rhetoric would allow. When Smiley himself is cheated by a nameless

stranger who loads the frog with shot, the story briefly shifts perspective: the habitual
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trickster becomes a victim, and the reader is reminded that within a culture governed
by the logic of the wager there is always someone more unscrupulous than the
previous winner.

Taken together, these cultural contexts and authorial devices show that The
Celebrated Jumping Frog of Calaveras County is not a simple anecdote, but a
carefully structured narrative in which local-colour detail, tall-tale conventions,
dialectal humour and ironic framing interact to produce a complex commentary on

American society in the age of rapid capitalist expansion.
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CONCLUSIONS

In the theoretical part of the methodological guidelines the main approaches
to the analysis of a literary work and the principal linguistic aspects of the text have
been systematised on the basis of Ukrainian and international scholarship. Literary
interpretation has been presented as a synthesis of hermeneutic, structural-
narratological and linguo-stylistic approaches, while the language of the text has
been described in terms of several interconnected levels: phonetic and graphic,
lexical and phraseological, word-formation, morphological, syntactic and textual. A
compact set of basic literary terms relevant to the short story genre has been defined
(short story, character, setting, theme, plot, point of view, humour, irony, satire),
together with linguistic notions that are central for the practical part of the course,
namely synonymy, antonymy and phraseological units. Theoretical principles for
establishing analogies and parallels between Ukrainian and foreign works have been
summarised in terms of genetic, contact and typological relations and of intertextual
categories.

In the practical part of the guideline these principles have been applied to
Mark Twain’s The Celebrated Jumping Frog of Calaveras County. The story has
been considered in its entirety, with emphasis on the frame narrative structure, the
interaction between the external narrator and Simon Wheeler’s embedded tale, and
the specificity of the mining-camp setting as a cultural context for the events
described. On this narrative and cultural basis the linguistic organisation of the text
has been analysed through detailed examination of synonymic chains, antonymic
oppositions and phraseological units. The examples drawn from both the narrator’s
and Wheeler’s speech demonstrate how lexical choices and fixed expressions
contribute to characterisation, construct evaluative contrasts between success and
failure, seriousness and absurdity, and support the comic and ironic effects of the
short story.

Special attention has been paid to those elements of Twain’s text that are
particularly important for linguistically and culturally oriented reading: the role of

regional dialect and colloquial idioms, the use of biblical and proverbial phraseology
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in a humorous context, and the opposition between the perspective of the “stranger”
narrator and that of the local storyteller. These observations correspond to the
comparative and onomastic remarks outlined in the theoretical section and may serve
as a basis for further classroom work on analogies with Ukrainian humorous prose
and on cross-linguistic comparison of stylistic devices.

Taken together, the theoretical generalisations and the practical analyses
presented in the methodological guidelinesform an integrated system that supports
literary studies practice in English. They show that the analysis of an English short
story in the original language can simultaneously develop students’ linguistic
competence (vocabulary, phraseology, sensitivity to register and idiom),
interpretative skills (work with narrative structure, character and theme) and
awareness of intercultural and comparative perspectives. The proposed approach can
be extended to other texts and adapted to different levels of training, but in all cases
the basic algorithm remains constant: from clarification of terms and methods,
through close reading of linguistic constructions and narrative strategies, to situating

the work in its broader cultural and inter-literary contexts.
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APPENDICES
JTONATKH

JomaTrok A
TBopu aHITiICHKUX Ta AMEPUKAHCHKUX aBTOPIB

JJISL JIITEPATYPO3HABYOI0 aHAJII3Y

Engolish Authors

[E—

. Geoffrey Chaucer — The Canterbury Tales (selected stories)
. Daniel Defoe — The Storm

. Samuel Johnson — Rasselas

. Jane Austen — Lady Susan

. Charles Dickens — The Signalman, The Ghost’s Walk

. Thomas Hardy — The Three Strangers

. Virginia Woolf — A Haunted House, The Mark on the Wall

. Doris Lessing — The Old Chief Mshlanga

O© 0 I3 O »n B~ W DN

. Jeanette Winterson — The Passion

10.Julian Barnes — The Perils of Pleasure

11.John Milton — Paradise Lost (selected passages)
12.Charlotte Perkins Gilman — The Yellow Wallpaper

13.E.M. Forster — The Machine Stops, The Celestial Omnibus
14.James Joyce — Dubliners (selected stories, e.g., A Little Cloud, The Dead)
15.Graham Greene — The Destructors, A Shocking Accident
16.Elizabeth Bowen — The Demon Lover

17.Angus Wilson — The Old Men at the Zoo

18.Angela Carter — The Bloody Chamber

19.Ian McEwan — The Swimming Pool Library

20.Zadie Smith — The Embassy of Cambodia
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American Authors
1. Edgar Allan Poe — The Tell-Tale Heart, The Fall of the House of Usher
2. Nathaniel Hawthorne — The Minister's Black Veil, The Birthmark

3. Herman Melville — Bartleby, the Scrivener

4. Ambrose Bierce — An Occurrence at Owl Creek Bridge

5. Mark Twain — The Celebrated Jumping Frog of Calaveras County

6. Kate Chopin — The Story of an Hour

7. F. Scott Fitzgerald — The Diamond as Big as the Ritz

8. Ernest Hemingway — The Killers, Hills Like White Elephants

9. Flannery O'Connor — A Good Man Is Hard to Find

10.Raymond Carver — What We Talk About When We Talk About Love
11.Don DeLillo — The Body Artist

12.David Foster Wallace — Girl with Curious Hair

13.Walt Whitman — Leaves of Grass (selected excerpts)

14.Henry James — The Turn of the Screw (novella)

15.Theodore Dreiser — The Lost Phoebe

16.William Faulkner — A Rose for Emily, Barn Burning

17.John Steinbeck — The Chrysanthemums, The Red Pony

18.Ralph Ellison — Invisible Man (excerpts)

19.Richard Wright — The Man Who Lived Underground, Big Boy Leaves Home
20.J.D. Salinger — A Perfect Day for Bananafish, For Esmé — with Love and Squalor
21.Toni Morrison — Recitatif

22.John Updike — A & P, The Christian Roommates

23.Ray Bradbury — The Veldt, The Fog Horn

24 Kurt Vonnegut — Harrison Bergeron,2 BR 02 B

Postmodern and Contemporary Authors

1. Thomas Pynchon — Entropy, The Secret Integration
2. Haruki Murakami — The Elephant Vanishes, The Second Bakery Attack
3. Margaret Atwood — The Handmaid's Tale (novella excerpts), Happy Endings



4. George Saunders — Tenth of December, The Semplica Girl Diaries

5. Junot Diaz — Drown, The Pura Principle
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Honaroxk b

Eranu npaktuku

1. ITiozcomoeuuii

Merta:

OznHaitomuTHn 3700yBayiB OCBITH 13 3aBJaHHIMH, TPUBAIICTIO Ta BUMOTaMHU
TIPAKTHKH.

Hanatu incTpyKIii momo opopmiieHHs 3BITHOI JOKYMEHTAITI1.

3aBaaHug:

[IpoBenenHs HacTaHOBYOI KOH(DEpeHIlii, /e 3100yBadl OCBITH:

OTpuMyIOTh TEpeNiK JITepaTypHUX TBOPIB Ui aHaizy (npumimka:
HA/IA€THCS CIIUCOK PEKOMEHI0BAHUX TBOPIB aHIIIHCHKUX Ta aMEPUKAHCHKUX
aBTOPIB JUIsl JIITEPaTypO3HABUYOIO aHadi3dy, IpOTe CTYIEHTH MAaroTh IPaBO
oOpatu XyJI0XKH1{ TBIp JIs aHaIi3y camocTiiHo. KpiM Toro, miabip ka3ku Jjis
aHani3y 311MCHIOETHCS 3100yBaYaMy OCBITH CAMOCTIIHO.).
O3HallOMJTIOIOTBCA 3 BUMOTaMM I1I0JI0 BUKOHAHHS aHAJI3y OINOBIJAHHS Ta
Ka3KH.

BuBuaroTh KpuTepii OLIHIOBAHHS NPAKTUKU (aHAII3y OMOBIIAHHS Ta Ka3KH 1
MPE3EHTALlli).

Cxutananns rpadiky KOHCYAbTAIN 3 KEPIBHUKOM MPAKTUKH.

2. O3nanomuuil

Merta:

3abe3neunTy po3yMiHHS METOIB aHaJI3y JIITepaTypHUX TBOPIB Ta OCHOBHUX

JIHTBICTUYHUX ACTICKTIB TEKCTY.

3aB1aHHA:

[IpoBeneHHs BCTYITHUX JICKITiH 400 ceMiHapiB MIOJIO:

OcobnmBoCTe# aHami3y JiTepaTypHUX TBOPIB (OMOBITAHHS, Ka3KH).
JIIHTBICTUYHUX  KOHCTPYKI[IH y  TekcTax (CHMHOHIMHM, aHTOHIMH,
dbpazeosorizmu).

O3HailoOMJIEHHS 3 OCHOBHUMU JIITEPATypPO3HABYUMHU TEPMIHAMHU.
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e [lomyk aHasnoriii Ta napajuesnei Mixk TBOpaMU B YKPaiHChKINM Ta 1HITUX MOBaX.

3. Ocnoenuii

Mera:
e BukoHaHHS NPaKTUYHUX 3aBJIaHb 13 aHAJ3y 0OpaHUX JIITEPATypPHUX TBOPIB.
3aBraHHs:
1. Kputnunuii aHasi3 omoBiaHHs:
e UwuTaHHs Ta po30ip 0OpaHOTO YPHUBKA YK TBOPY 13 3aIIPOTIOHOBAHOTO CITUCKY /
0o0paHOTO CaMOCTIMHO 3TiaHO yromooans 30.
e BusHaueHHS MOBHUX KOHCTPYKIIIA (CHHOHIMH, aHTOHIMHU, (Ppa3eoiori3Mu).
o BusBieHHs KyJbTypHUX KOHTEKCTIB Ta aBTOPCHKUX MPUHOMIB.
2. Kputnunuii anami3 Ka3ku:
e AHani3 CTPYKTYpH Ta 0Opa3HOCTI Ka3KHU.
e [lomyk mapanesnei B iHIIMX MOBaxX (HaNMpuUKiIaa, POIbKIOPHI MOTUBH).
3. [lixroToBKa mpe3eHTalliii:
e 3100yBaul OCBITM TOTYIOTh BHUCTYHI 13 BHCBITJIEHHSIM pE€3YJIBTaTiB CBOIO
aHaizy.
o [IpeseHrarris BKJIIOYA€E Bi3yasibHI MaTepiaiu (CXeMH, [IUTATU, TTOPIBHSIHH).

4. Iliocymkoeuii

Mera:

e VY3aranbHEHHS PE3yabTaTiB poOOTH Ta O(OPMIICHHS 3BITHOI TOKyMEHTAII1.
3aBnaHHA:

e [liaroToBKa MUCHMOBOTO 3BITY:

e Po306ip Ta anani3 onosijganHg (10 cTOpiHOK).

e Po030ip Ka3ku 3 aKUEHTOM HAa MOBHI KOHCTPYKIl Ta KyJbTypHI Mapajeni

(10 cTopiHOK).

IIpeacTraBiaeHHs pe3y/abTaTiB MiJ 4ac MiACYMKOBOI KOH(epeHIii:

e Bucryn 13 npe3eHTali€ero pe3ynsrariB ananizy (10-15 xBunun).

e OOGroBopeHHs BUCHOBKIB 13 KEPIBHHKOM Ta 1HITUMU 37100yBa4aMu OCBITH.

OuikyBaHuii pe3yJabrar:



e 3axuCT MPAKTUKU Iepe]] KOMICIELO.

e Odopmiena 3BiTHa JOKYMEHTAIIis (3BITH, PE3EHTAILlli).
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Honarox B
OuiHoBaHHA

1. Kpumuunun ananiz onogioanns:

IucsmoBa podora — 20 0aiB:

e 3MICTOBHICTb Ta OBHOTA aHai3y (10 6aiB).

e UiTKiCTb, JIOTIKa BUKJIaly Ta CTPYKTypa podotu (5 6amiB).

e OpuriHajbHICTh TYMOK 1 BUCHOBKIB (5 0aJiB).
IIpe3enTanist — 15 6aJiB:

e JSIkicTb Bi3yanpHUX Marepiaiis (5 OaniB).

e 3/1aTHICTh MOSICHUTH KJIIOUOBI 1J1€i (5 OaiB).

e UYiTKICTh 1 JOCTYIHICTh BUKJIaAeHHS 1HpopMartii (5 6aiB).
Bucryn — 15 6aaxis:

e BupasHicTh 1 IpaMOTHICTh MOBIIEHHS (5 0aliB).

e ApryMeHTOBaHICTh BIJIMOBIJEH Ha 3anuTaHHs (5 6aiB).

e 3/1aTHICTH 3aIIKABUTHU ayIUTOPit0 (5 OaiB).

2. Kpumuunuu ananiz kazxu

ITucsmoBa podora — 20 d0aJiB:

e 3MICTOBHICTh Ta TOBHOTA aHai3y (10 6aiB).

e UiTKiCTb, JIOTIKa BUKJIAly Ta CTPYKTypa podotu (5 O6aiB).

e OpuriHajabHICTh IYMOK 1 BUCHOBKIB (5 0aJiB).
IIpe3enranisi — 15 6auis:

e JSIkicThb Bi3yanpHUX MarepianiB (5 OaniB).

e 31aTHICTh MOSCHUTH KJIFOUOBI iei (5 OamiB).

e UiTKIiCTh 1 JOCTYMHICTh BUKJIAeHHS 1HDopMarrii (5 6amiB).
Bucrtyn — 15 6auxis:

e BupasHicTs 1 TpaMOTHICTH MOBIICHHS (5 0ariB).

e ApryMeHTOBaHICTh BIJIMIOBIEH Ha 3anmuTaHHs (5 OaiB).

e 3/1aTHICTH 3aLIKABUTHU ayIUTOPito (5 OamiB).
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Homarok I
KpuTrepii oninHroBaHHS
Kpurepii oiHioBaHHSI IMCHLMOBOI pO00TH

ITncsmoBa podora — 20 6ajiB

1. 3micToBHicTH Ta MOBHOTA aHaJi3y (10 6aJiB):

10 6auaiB: Pobora MicTUTH IITMOOKHUIM 1 BCEOIYHHMI aHaIl3 TEMH, 1[0 OXOILUIIOE BCl
OCHOBHI acCIIeKTH, BaXKJIUB1 JUIsi PO3KPUTTS TWTAaHHA. BUKOHAHO JETAIBHHIA
OTJISIAJIITEPaTypH, CY4aCHUX HAYKOBHUX ITIJIXO/IIB 1 TECOPETUYHHUX ACTIEKTIB. 3100yBay
OCBITHJIOTIYHO 1 TOCIIIJIOBHO PO3MIAJIA€ yC1 KIOYOBI MOMEHTH, MiATBEPHKYIOUU
CBO1 BUCHOBKHM apTyMEHTAaMU 3 HAyKOBUX JuKepesl. Tema MOBHICTIO pO3KpUTA, aHAIII3
IPOBEACHO 0€3 ICTOTHUX MPOTaJIUH.

8-9 6axiB: 3100yBau OCBITH 3p0OUB JOCUTH ITTMOOKUI aHal3, aje € JAeaKl ApiOH1
MPOTAJIMHU Y BUCBITIICHHI OKPEMUX aCHEKTIB TeMu abo jiTeparypu. Bukopucrano
3HAYHY KUIBKICTh JIKEpEIl, aje MOXJIMBO, € BIJCYTHICTh MOBHOI apryMeHTallli B
JESAKUX pO3Jljiax poOOTH.

6-7 6auaiB: 3100yBay OCBITH 3pOOMB HEMOBHUN a00 MOBEPXHEBUN aHaI3, JEsKi
BOXJIMBI acnekTd He Oynu po3misiHyTi. Tema B OCHOBHOMY pO3KpuTa, aje 0e3
IJIMOOKOTO aHAI3Y.

4-5 6agiB: 3100yBay OCBITH 3pOOUB aHAII3 OOMEKEHUH JUIIIE KIIbKOMA aCTIeKTaMH,
3Ha4YHa YaCcTHHA TeMH He Oyna po3kpuTa ado BUKIIaJeHA MOBEpXHEBO. J[kepena He
TTOBHICTIO OXOTUTIOIOTH TTUTAHHS.

2-3 O0aqam: Amnami3 3700yBada OCBITH € JyXKe IOBEPXHEBUM, 3 CEPUOZHUMHU
IporajJitHaMu B PO3KPHUTTI OCHOBHUX acmekTiB. Tema 4acTKoBO ab0 HEIOCTATHHO
PO3KpHTA.

0-1 oOaniB: IlpoBenenuii 3700yBaueM OCBITM aHaji3 Maike BIACYTHIH a0o
a0COJIIOTHO HETTOBHUM, BOXKJIMB1 aCIIEKTH TEMU He po3mIsiHyTi. [lucekMoBa pobora He
BIJIIIOBIIa€ BUMOTaM 3a 3MICTOM.

2. HiTKicTh, JIOTiKa BUKJIAAY TA CTPYKTYypa podoru (5 6aJiB):

5 6aaiB: Po6oTa Mae 4iTKy CTPYKTYpY, JIOT1YHY MOCHIAOBHICTh BUKJIQJy MaTepialy.

Kokxna wactuHa poOOTH OpraHiYHO BWIUIMBAE 3 TIOMEPEAHBOI, PO3AUIM UITKO
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MOJAUICH] 1 B3a€MOIOB’s3aHl. TEeKCT HalMCcaHO 3pO3yMIJIOK MOBOIO, Oe3 3aiBoi
CKJIaIHOCTI.

4 6anu: CtpykTypa poOOTH B OCHOBHOMY YITKa, ajie JIeIKl YACTUHU MOXYTh OyTH
HE 30BCIM JIOTIYHO TOB’Si3aHI MK C00010 a00 JesdKi Mmepexoqu He 30BCIM YITKI.
3 6aam: Y poboTi € TpoOIEeMH 3 JTOTIYHOIO TTOCTIOBHICTIO 200 CTPYKTYypa HE 30BCIM
giTka. MicLSIMU CKJIaAHO BIJICTEKHTH PO3BUTOK TYMKH, JACSKI O3 HE 3B’ s3aHI
M1X CO00I0.

2 famu: CrpykTypa poOOTH Mae€ cepio3HI HEAONIKH, BaXKKO CIIJIKYBaTH 3a
PO3BUTKOM 1 MOCIIJOBHICTIO apryMEHTALIli.

1 6ax: Crpykrypa poboTu He3po3ymina abo BIACYTHsI, MaTepiaa BUKIaJeHUN 0e3
JIOT1YHHX TIEPEXO/iB.

0 6axiB: PoboTra HE Mae CTPYKTypH, 110 POOUTH i1 BaXKKOI ISl PO3YMIHHA Ta
CIIPUMHSATTS.

3. OpuriHaJbHICTh IYMOK i BUCHOBKIB (5 0aJ1iB):

5 ©OaxiB: Pobora MICTUTH OpuUTiHaJbHI 1 TIHOOKI OyMKH, 3100yBau OCBITH
3alpOTIOHYBaB HOBI MIJIXOAM 10 BUPIMICHHS MpoOiiemMu, ki He Oyiau 3HaWeHl B
Jokepenax. BUCHOBKM 4iTKO OOIPyHTOBaHi, JIOTIYHO BUIUIMBAIOTH 3 aHaJI3y, Ta
MaroTh HayKOBY HOBH3HY.

4 6aam: 3100yBay OCBITH MPOIOHYE OPUTIHATIBHI TYMKH, ajie IXHE OOTPYHTYBaHHS
a00 3aCTOCYBaHHS HE € MOBHICTIO HOBUM 200 BOHHM YaCTKOBO IMOBTOPIOIOTh TYMKH 3
JOKEpelL.

3 6aam: OpuriHaibpHICTh AYMOK 37100yBaya OCBITH MOMIpHA, 0arato BUCHOBKIB €
MOBTOPEHHSIM B1JIOMHUX i7iei a00 mochimxkeHb. BucHoBku chopmyinboBaHi, aje 6e3
CYTTEBOTO HOBATOPCTBA.

2 Oamu: Pobora MICTUTH MIHIMYM OpHUTIHAJBHUX JIyYMOK 37100yBauya OCBITH,
OUTBIIIICTh BUCHOBKIB € 3arajJbHUMU 200 MOBTOPIOBAHUMHU.

1 6an: BucHOBKM 3100yBaua OCBITH MPAKTUYHO HE OPUTIHAIBHI, OUTBIIICTH 171eH €
MIEPETMCYBAHHSIM TyMOK 3 JIKEpe.

0 6auiB: Po6oTa HE MICTUTH OPUTIHAJIIBHUX TyMOK 200 BUCHOBKIB.
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3araabHuil 0aJ1 32 MMCLMOBY PO0OTY:

20 6axiB — Bucokmii piBeHb BUKOHAHHS POOOTH, BCI aCNEKTH OIIHIOBAHHS Ha
HaWBUIIIOMY PiBHI.

15-19 6aniB — Xopomuii piBeHb BUKOHAHHS, 3 HE3HAYHUMHU HEIOIKAMHU B JISSIKUX
aCIeKTax.

10-14 6aaiB — CepenHiil piBeHb, € CEPO3HI MPOTaJWHU, aJie 3arajbHUNA aHaTI3 1
CTPYKTypa poOOTH 3a0BLIbHI.

5-9 6axiB — Hu3pkuii piBeHb BUKOHAHHS, CYTTEB1 HEIOIIKM B aHaTI31, CTPYKTYPI 1
OPUTTHAIHHOCTI.

0-4 6aau — Jly>)ke HU3bKUN PiBEHb, poOOTA HE BIJNOBIAE BUMOTAM 32 3MICTOM,

CTPYKTYpOIO Ta OPUT1HAJIBHICTIO.

Kpurepii oniHloBaHHA npe3eHTANII:

[IpesenTaris — 15 6amin

1. SkicTh BidyasbHUX MaTepiaJaiB (5 0aJiiB)

5 0axiB: BizyanpHi MaTepiaiiv MOBHICTIO BIJIMOBIIAIOTh TeMI Mpe3eHTallli, 1o0pe
CTPYKTYpPOBaH1, 3pO3yMiJl Ta €CTeTU4YHO odopmiieHi. BukopucrtaHo BiamoBigH1
rpadiku, cxemu, Tabnuii abo 300pa)keHHs, SIKI JOMOBHIOIOTh Ta UIOCTPYIOTh
ocHoBHi i1ei. Komipna ramma, mpudti Ta AW3ailH rapMOHIHI, Marepiaji JIETKO
YUTAETHCA.

4 0aqam: BizyanpHi marepianu no0pe odopmiieHi, ajle MOXYTh MaTH HE3HA4YH1
HEAOJIKU (HApUKIIAJ, 3aHaATO ApiOHUM MpUT, HEAOCTATHHO KOHTPACTHUM TEKCT
a00 BIJICYTHICTh I€KUIBKOX KJIFOUOBUX LITIOCTpAIliil).

3 6asm: Marepianan 4aCTKOBO BIAMOBIIAIOTH TEMI, ajie 0(DOPMIICHHS MICTUTh CYTTEBI
Henoumiku. ['padiku, cxeMu 4u 300pakeHHs €, aje BOHU HEJOCTAaTHHO MOSICHIOIOTH
a00 UTIOCTPYIOTH MaTepial.

2 6aam: BizyanpHi MaTepiaau HE MOBHICTIO BIAMOBIAAIOTH TeMi, IXHE OOpPMIICHHS
HesKICHe a0o He3posyMmule. [Ipe3eHTalris MiCTUTh HAATO O6arato TeKCTy abo 30BCIM

HE BUKOPHUCTOBYE Bi3yaJIbHUX €JIEMEHTIB.
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1 0an: Marepianu MoraHo CTPYKTYpOBaH1, CKJIAJHI IJisi CIPUMHATTSA, BI3yaJIbHUX
€JIEMEHTIB HEJI0CTaTHHO 00 BOHM HE BIJNOBIIalOTh 3MICTY.

0 6aniB: BiacyTHi Bi3yalibHI MarepiaJii a00 BOHM HE BHUKOPHCTOBYIOTHCS B
Ipe3eHTallli.

2. 31aTHICTH NMOSAICHUTH KJIKOYOBI ixei (5 0aJjiB)

5 ©0aaiB: 3700yBauy OCBITH YITKO, JIOTIYHO 1 BHYEPITHO IOSCHIOE KJIFOYOBI 17ei.
[TosicHeHHs N€MOHCTpye€ TIMOOKE PpO3YMIHHS TEMH, € TIOCIHIJOBHUM 1
apryMeHTOBaHMM. Bci KII04OBI MOMEHTH PO3KPHTI.

4 6asm: KirowoBi 17€i MOSICHEHO JOCUTh A00pe, ajne MOXYyTh OyTH HE3Ha4YH1
HEJI0JIIKK B MOCJIIOBHOCTI YW JeTajizalli. ¥ MeBHUX MOMEHTAX CIOCTEPIraeThCs
HEJOCTAaTHA apryMEHTallisl.

3 6anu: OCHOBHI 171ei PO3KPUTI, ajie MOSICHEHHS MOBEPXOBE a00 HEMOCIIIOBHE.
Hesxi

KJIFOYOB1 MOMEHTH 3QJIUIIAIOTHCS] HE3PO3YMUIUMU.

2 0aqm: 31aTHICTH OSICHUTH KJIFOUOBI 171€1 0OMeKeHa, OCHOBHA YacTHUHA MaTepiaty
MoJIaHa HEMOBHO, 13 POITYCKaMU Ba)KJIMBUX JICTAJICH.

1 6aa: 3100yBay OCBITH Mail’ke HE MOSICHIOE OCHOBHUX 171€¥, OSCHEHHS YPUBYACTI
Ta HECTPYKTYPOBAaHi, BAXKKO 3p0O3yMITH T'OJIOBHY TYMKY.

0 6axiB: BifcyTHe MosCHEHHS KIIFOYOBHUX 1]1eH, a00 3100yBad OCBITH HE JICMOHCTPYE
PO3YyMIHHS TEMHU.

3. HiTkKicThb i JOCTYNHICTH BUKJIAIeHHS iHpopmawii (5 0aJiB)

5 6axiB: Marepian BUKJIaJEHHUI YITKO, CTPYKTYPOBAHO Ta JOCTYITHO ISl ayAUTOPIi.
BuKOpUCTOBYEThCS TpaMOTHA MOBA, BIANOBIAHMN CTUIb 1 TEMH MOBJIEHHS.
[Ipesenrarisi 1ikaBa, a OCHOBHI MOMEHTH J00pe TMiJKPECIeHI Ta JETKO
CIIPUUMAIOThCA.

4 0aqm: [HdopMmarllis BUKIaZeHA 3pO3YMIJIO, ajlie € HE3HAYHI MPOOJIEeMHU 3 TEMIIOM,
CTHJIEM MOBJICHHS 200 CTPYKTYpOI0. Y MEIKUX MICIISIX BUKIIA] iH(GOpMAIii Mir OyTH

O1JIBIII 3pO3yMIIHUM.
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Kpurepii oliHiOBaHHSI BUCTYITY

Bucrtyn — 15 6auiB

1. Bupa3HicTb i rpaMOTHICTH MOBJIEHHS (5 0aJ1iB)

S 0axiB: MoBneHHs 4iTKe, BUpa3He, JIOT1YHE, IEMOHCTPY€E BUCOKY KYJIBTYPY MOBH.
3100yBay OCBITH BUKOPUCTOBYE Oaratvii CIIOBHUKOBUI 3a11ac, YyHUKAa€ MOBJICHHEBHUX
MOMWJIOK, TMPAaBWJIBHO HAroJjollye Ha KIOYOBUX MOMEHTax. [HTOHalis, Temn Ta
nay3u 100pe MiIamToBaHi A CIIPUHHSTTSI.

4 06anu: MoBieHHs 31€OUIBIIOTO YIiTKE Ta rpaMOTHE, ajle MOXYTh OyTH HE3HA4YHI
MOBJICHHEBI TTOMUJIKA a00 MOBTOpH. [HTOHAIs ¥ TeMmn aJeKBaTHi, aje MICISIMU
NOTPeOyIOTh KOPEKIIIi.

3 6anu: BupasHicTs MOBJICHHS NTOMIpHA, TPAILISIOTHCS MOMWIKH Y TpaMaTHIll ado
CTHJIL, SIK1 3aBaXKalOTh TOBHOMY CHPUUHATTIO. TeMIT MOBIIEHHS 3aHAATO IIBUAKUH,
MOBUILHUN 200 HEPIBHOMIPHHIMA.

2 ©Oaaum: MoBieHHs HediTKe, Oarare Ha MOBIICHHEBI TIOMUWJIKH, Opakye
CTPYKTYPOBAHOCTI, [0 YCKJIQIHIOE pO3yMiHHsI. [HTOHAIlIS Ta TEMIT HE BIJMIOBIIal0Th
CUTYyAIlli BUCTYITY.

1 0an: MoBneHHsS HEBUpa3HE, 3 BEJIMKOK KUIBKICTIO TPyOMX MOMUIIOK, 3HAYHO
YCKJIAJHIOE COPUUHATTS Marepiaiy.

0 6axiB: Buctymn Hepo30ipauBuiA, MOBJICHHSI M030aBIIEHE JIOTIKH Ta YITKOCTI.

2. AprymMeHTOBAHICTh BiiOBiell HA 3anmUTaHHS (5 0aJ1iB)

S 6aaiB: BiamoBini MoBHICTIO OOrpyHTOBaHi, YiTKI ¥ JorivyHi. 3m00yBay OCBITH
JIEMOHCTpYyE DIMOOKE PO3yMiHHS TEMH, BOJIOAIHHS MarepiajoM 1 3JaTHICTb
aJICKBaTHO pearyBaTy Ha 3alUTaHHA. BUKOPUCTOBYIOTHCS pEJIEBAHTHI MPUKIIAIU i
JOKa3H.

4 6anu: BianoBil B OCHOBHOMY apryMEHTOBAaHI, aje MOXXYTh MICTUTH HE3Ha4YH1
HETOYHOCTI a00 HeIOCTaTHIO JeTaii3aiio. 3MICT BIANOBiEH A00pe pO3KpHBaE
TEMY.

3 6anu: ApryMeHTH B BIJNOBIASX MOBEPXOBI a00 YAaCTKOBO HEMOBHI. MOXIIMBI

JIOT1YH1 TIPOTAJIMHM, K1 BIUTUBAIOTH HA MEPEKOHIINBICTD.
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2 Oauau: Biamosiai HEAOCTAaTHBO OOIPYHTOBAHI, MICTATh YHCJEHHI HETOYHOCTI.
[TponeMoHCTpOBaHO CciTabKe PO3yMiHHS Marepiaiy.

1 0aa: AprymMmeHTalliss MpakKTUYHO BIJCYTHS, BIAMOBIAI HEUITKI M HEIMOCIIIOBHI,
3HAYHA YaCTUHA 3alIUTaHb 3AJIHIIIACE O0€3 3MICTOBHOI BIIITOBIII.

0 0ajiB: BiamoBiai He MICTITh apryMeHTIB a00 B3arajii He HaJlaloThCH.

3. 3naTHicTh 3aliKaBUTH ayauTopilo (5 6aJiB)

S 0axiB: 3100yBau OCBITH BMi€ YTPHUMYBaTH yBary aylauTopii MPOTATOM YCHOTO
BHUCTYITY, BUKOPHCTOBY€E 1HTEPAKTUBHI IpUiioMu a0o 11ikaBi npukiaau. [Ipe3enrartis
MaTepially 3aXOIUTI0I0Ya, KOHTAKT 3 ayAUTOPIEI0 MIATPUMYETHCS MOCTIHHO.

4 0aam: 3100yBay OCBITH 37€01IBIIOTO BMI€ 3alllIKaBUTU CIyXadiB, Xo4a Mojada
MaTepialy Moxe OyTH MEHIII IHTEPaKTUBHOIO a00 €MOIIHO HEeHTpaibHOW. YBara
ayIuTopii 30epiraeThCs, aje He MOBHICTIO.

3 6anu: 3100yBau OCBITM MpPUBEpPTAE YBary aylUTOpii JUIIE YaCTKOBO, Mojaya
MaTepially HeJOCTaTHhO sickpaBa abo iHpopMaTuBHA. KOHTakT 3 ayauTopiero
CI130/INIHHH.

2 Oanu: Buctym MOHOTOHHMI, 3HAaYHAa 4YacTHUHA ayAUTOpPii BTpavae iHTEpec.
CrniJiKyBaHHS 3 ayAUTOPi€I0 0OMexeHe ado B3araii BiACYTHE.

1 6as: Buctyn He BUKIIMKAE IHTEPECY Y CIIyXayiB, KOHTAKT 3 ayIUTOPIEI0 MOBHICTIO
BTPAYECHUM.

0 0auiB: 3100yBay OCBITH HE HAMAraeThCs 3AIYYUTH ayJUTOPII0, Marepiall MoJAaHo

y BUIJISI1 HEI[IKABOTO MOHOJIOTY.
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Honarox /1

3pa3ok o(popMJIEHHSI TUTYJBHOIO APKYyIIA

MIHICTEPCTBO OCBITHU I HAYKH YKPATHH
BOJIMHCHKHWI HAIIIOHAJIBHUAM YHIBEPCUTET
IMEHI JIECI YKPATHKHU

Kadenpa anraiiicbkoi ¢istoJiorii

3BIT
3 NPAKTHKHU HABYAJIBHOI JITepaTypo3HABYOI

Bukonag / na 3m00yBau / ka ocBité rpynu AHMI-21
bakynpTeTy 1HO3eMHO1 (i710JI0T1i

cnerianbHocTi 035 dinmonoris

OII «Moga 1 mitepatypa (anrmiiicbka). [lepexiany
IIpi3Buine iMm’s M0 0ATHKOBI

KepiBHUK MTpaKkTUKU:
KaH1. QII0. HayK, JOICHT / JoKTOp (istoil. HayK, nmpodecop
IIpizBuine iM’s1 Mo 6aATHKOBI

JIYLIbK 202_



