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PROFESSIONAL STANDARD OF A SPECIALIST IN GUARDIANSHIP
IN RESPECT OF MINORS AS A BASIS FOR LEGITIMIZATION OF PROFESSIONAL ETHICAL NORMS

Basina Natal'ya Ivanovna, Doctor in Philosophy, Associate Professor
Don State Technical University, Rostov-on-Don
basinatalya. 1 @mail.ru

The article examines the peculiarities of the professional-ethical component of the professional standard of a specialist in guardi-
anship in respect of minors. It is shown that the activity of childhood protection specialists is conditioned by the systemic nature
of the normative basis for the activity of a professional group. The author identifies the circumstances, due to which the profes-
sional activity of specialists in guardianship acquires pedagogical meaning and contributes to achieving social and educational
purposes. The paper analyses a mechanism to ensure the regulatory function of the professional ethical code of childhood protec-
tion specialists.
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The article considers the possibilities of improvisation abilities development in students of theatrical specialities
at the initial stage of teaching. Basing on his own theatrical-pedagogical experience, the author determines the po-
sitive results of introducing the teaching technique of partners’ improvisation interaction under the conditions
of a stage sketch into educational process. The main attention is paid to the consistent consideration of certain sta-
ges of this teaching technique, at which, while acquiring the skills of improvisation acting, students successfully
master the main elements of acting technique.

Key words and phrases: improvisation; stage sketch; teaching improvisation skills; efficiency conditions; elements
of theatrical pedagogy; teaching technique of partners’ improvisation interaction.
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IMPROVISATION ABILITIES DEVELOPMENT
IN STUDENTS OF THEATRICAL SPECIALITIES AT THE INITIAL STAGE OF TEACHING

Human spirit’s real life on the stage declared by K. S. Stanislavsky determined the main tendencies of the Rus-
sian theatrical school development — the school that provides a future actor, on the one hand, with the possibilities
of deep psychological role mastering, and, on the other hand, with the ease and freedom of being on the stage under
the conditions of fiction.

But stage (actor’s) freedom does not appear all of a sudden, and, as a rule, is a result of continuous, tedious, con-
scious labour and studies. Not without reason, K. S. Stanislavsky stipulated his understanding of talent in actor’s pro-
fession with an enormous wish to work, high degree of work capacity thus confirming the everlasting meaning
of the dialectical law of quantitative changes transfer into qualitative ones.

Qualitative changes at a certain stage of actor’s profession mastering (according to K. S. Stanislavsky) must be mani-
fested in a student’s ability to act on the stage harmoniously, productively and rationally. In other words, his “stage act-
ing” (S. Gippius’s term) [3], justified by motive and will, must comprise spontaneously appearing, natural emotions, re-
actions and estimations of what is going on in line with this or that scene development. At the same time, a student must
possess such degree of freedom that would allow him to find new tinges of colour, new adaptations, i.e. fo improvise
during stage repetition and acting under the same suggested conditions.

Meanwhile, the development of just this qualitative characteristic of a modern student is quite a complicated
pedagogical issue nowadays.

The notion of improvisation in art is largely connected with musical jazz performance. In the dictionary of spe-
cial terms attached to James Lincoln Collier’s book “The Making of Jazz”, V. Ozerov gives, probably, one
of the most perfect definitions of the term “improvisation”: “Improvisation (Latin Improvisus — unforeseen, unex-
pected, sudden). Creative method in music and some other kinds of art presupposing works creation in the process
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of free phantasy generation, extempore. There is no division between the functions of a composer (music composi-
tion) and a performer (interpretation) in musical improvisation, they form harmonious unity and are realized by a mu-
sician-improvisator simultaneously...” [4].

We can observe something of the kind in a talented dramatic actor’s performance, when he, “appropriating”
arole text written by the playwright, becomes both the author and the interpreter of a stage image. In support of this
fact we can find a similar, in its essence, definition of improvisation relating to theatrical (actor’s) art in some ency-
clopedic sources. “Improvisation in the theatre is an actor’s performance based on his ability to form a stage image,
to act and create his own text on a given subject or under the conditions stipulated by the scenario, creating without
preliminary preparation, during staging” [2, c. 164].

True actor’s creativity always presupposes improvisation. K. S. Stanislavsky stated: if an actor’s actions
in the role are genuine, productive and reasonable, if they are absolutely sincere and are realized with complete sponta-
neity, they cannot be precisely repeated in every show of the performance and, consequently, contain improvisation [6].

Nowadays, art of improvisation is one of the main elements of modern theatrical pedagogy. “K. S. Stanislavsky re-
flected on inventing the means, which could exempt an actor’s organism from clichés and provide him with the greatest
freedom for creativity” [7]. That is why a lot of theatrical pedagogues try to implement new methods and techniques
connected with stage improvisation skills mastering by students, along with approved theatrical-pedagogical expe-
rience, into the educational process while teaching the disciplines relating to acting technique acquiring.

Meanwhile, such theatrical-pedagogical method as an educational stage sketch remains undisputable in its uni-
versality and applicability in different techniques. Theatrical pedagogy researchers’ and practicians’ discrepancy re-
lating to a sketch is only in the fact that the former consider it as a finished work of some kind that comprises
an event, and the latter tackle a sketch as a stage outline, principally non-fixed segment of stage action.

An educational sketch comprehension as a non-fixed segment of stage action determines, in our opinion, a peda-
gogically correct direction in mastering modern acting ability as a whole and actor’s improvisation in particular.
S. A. Bekendorf also points to this fact confirming that the fixation of everything found in a sketch will lead to spon-
taneity loss and reduce a student’s fancy for the process of improvisation itself [1].

However, a problem appears at this point, and it is connected with the practical realization of the task of maste-
ring the skills of improvisation acting on the stage by a student.

In this respect, the techniques developed by Ph. D. in Art Criticism, Professor of the Russian Institute of Theatre
Arts, stage director P. G. Popov are of interest.

The author of this article has happened to be a participant of some creative seminars conducted by this brilliant
theatre pedagogue and later on to test the suggested regulations and ideas connected with two partners’ improve-
sation interaction under the conditions of a stage sketch in his own pedagogical practice. With the lapse of time,
these ideas have not gone out of date, but, on the contrary, gained strength and acquired the contours of a structured
teaching technique supplemented by a set of exercises from our own pedagogical experience.

Let us consider this technique essence in detail.

The technique of partners’ improvisation interaction under the conditions of a stage sketch (we will call it just so)
is a logical chain of sequentially replacing stages, at each of which a student, performing a certain creative task, thus
masters one of the elements included in the general process of stage improvisation. The fulfillment of the first crea-
tive task reveals a student’s abilities to recognize and realize the next task, which, in turn, generates new creative
claims and revelations in him, indirectly releasing his creative potential and leading him to the main goal — ability
to improvise. At the same time, each of the stages can be estimated as a process of mastering this or that element
of acting technique, which in the end merge in the common creative process of improvisation performance on the stage.
Sketches-improvisations are realized by students at the final stage of studying.

The first stage is aimed at adapting a student to stage circumstances, to publicity conditionality. To achieve free-
dom, naturalness, reasonability and seamlessness on the stage is not an easy task. And, as a rule, at the initial stage
of an actor’s training, this task is understood in full neither by a student, who does not understand “how to be seam-
less and reasonable”, nor by a teacher persistently demanding his students to be “natural”.

In this respect, P. G. Popov suggests two easy exercises.

One of them is as follows. A chair is placed for public inspection and a student is suggested to sit down and stay
there for several minutes. No concrete task is set. P. G. Popov describes this task performance by students as follows:
“What happens next is extremely interesting. Human character is manifested, individuality is outlined. Everybody sits
in his own way. Somebody wishes the chair to swallow him up because of confusion, curls up the legs, drops
the eyes, doesn’t know what to do with himself. More overfree students start wriggling, coquetting with the audience.
And only those, who are smart, may take a memo book, start looking through it, make some notes in it, read a book,
newspaper or just look out of the window with enthusiasm — keep themselves busy, in short. By the example of this
task the distinction between aimless and rational being on the stage becomes clear. And, as it turns out, it is easy
to overcome public stay of any duration on the stage if one is busy, and it is so agonizing if one is idle” [5, c. 49-50].

Another exercise considered at this stage is corrected by the right task setting. A student on the stage is suggested,
sitting on the chair and performing nothing for the audience intentionally, to concentrate on some recollection and
try to remember this episode in detail. The task of the audience (students) is to try to determine the character of this
recollection. In P. G. Popov’s opinion, the main thing here is to suggest students that doing the exercise they have
no right to illustrate anything, mark, comment with mimicry, movement, gestures. Only full concentration on the re-
collection. And when this concentration is achieved, unexpected emotional breaks take place — irrepressible laughter
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or involuntary tears, sobbing [Ibidem, c. 51]. For the further activization of this exercise a student may be set a cer-
tain character of the recollection, asked to think of something funny or, on the contrary, dramatic.

In obvious comparison and realization of two simple exercises a student understands the very essence of the cor-
rect way of staying on the stage. He receives evidence that a man is so interesting and expressive when he is truthful
and sincere, when he does not act anything, that a man, who does not perform any external actions, can powerfully
influence the audience and transfer any information.

At the second stage students are suggested to master a cycle of exercises connected with partners’ communica-
tion. K. S. Stanislavsky attributed these exercises to the section “radiation and rays perception” [6]. Achieving ge-
nuine communication that completely eliminates designation and imitation is the main goal of this stage.

P. G. Popov suggests the following exercise as the key one. “Two men sit facing each other half face to the audien-
ce. One thinks of a simple physical action, which can be implemented in the classroom (bring something, open
or shut the door, the window, jump, sing something and so on), and showing nothing, without the help of mimicry,
must try to ask his partner to perform this action purely at the level of energetic influence” [5, c. 55]. The receiving
partner’s task is an attempt to intuitively understand the other partner’s mental impulse and some action perfor-
mance. The correct guessing of the action is a desired result.

But we should note that the final result does not matter in this case. It is not important whether the partner has guessed
the transferred impulse or not. The fact of an action performance under the conditions of this exercise is much more im-
portant that finally leads a student to the right course of understanding the effective essence of an actor’s profession.

There should be a lot of different exercises relating to the processes of “radiation and rays perception” as such
training develops the ability of natural perception and reacting in a student that is so necessary for actor’s creativity,
and forms right self-perception on the stage.

At the same time, these exercises “along with training partners for stage communication promote the formation
of a student’s habit to think through an action, deed, through his own body” [Ibidem, c. 58].

The next teaching stage is connected with the necessity of students’ understanding of the productivity and rea-
sonability of verbal information transceiving during stage communication process. Uttered words’ selectivity
and significance are fundamentally important here.

The meaning of a word as one of possible verbal means is strengthened at most in the situation of the lack of commu-
nication partners’ obvious psycho-physical contact, for example in a telephone communication situation. In class, using
a simple screen between two students, it is easy to create the conditions of partners’ “invisible” contact. If there’s
no screen, partners can be sat on chairs in different corners of the classroom with their backs to each other and given a pos-
sibility to use mobile phones as properties. These are simple preparations for quite a complicated exercise in its essence.

As the exercise’s condition, two students are suggested to arrange a meeting “over the phone”. The leading cir-
cumstance here is that the invited partner must not know the location of the meeting place. And the inviting partner
must give the information about how to get to the meeting place convincingly and precisely so that the invited part-
ner could surely understand the direction. One of the criteria of the correct fulfillment of this exercise is a real idea
about all the guidelines of the way got by both the invited partner and students-spectators observing the process
of the exercise carrying out. If it is not the case, the aim is not achieved.

The partners are on the stage... — Hello. How are you? — Fine. — I have a birthday. You are invited. — And how
can I get to your place? — It’s easy, listen. Then wordy descriptions of the way follow. The beginning of the exercise
is usually free and easy, in the mode of habitual light “chat”. But the moment comes when the invited partner does
not understand anything. He asks to repeat making his partner to find other, more precise words. There gradually
appears the sought-for tension, a conflict conditioned by the partners’ mutual wish to understand each other.
To achieve this it is necessary to find corresponding words, distinguish between the principal and the minor, to se-
lect precise, significant characteristic features cutting off the excess and the unnecessary during communication.
And it must be done here and now on the stage before the audience’s eyes.

Here, by the example of exercises organized in such a way, students understand a verbal action essence not at all
theoretically. They begin to feel the stage time differently, “learning to distinguish idle chat from the word provoked
by the necessity of circumstances, efficient task, a behaviour motive...” [Ibidem, c. 63].

Another important point in teaching improvisation acting skills is a set of “interview” exercises. Substantiating
the reasonability of this exercise, P. G. Popov supposes that “any situation may be somehow considered as a form
of interview. Confession, interrogation, seeing a doctor, exam, telephone talk are interviews in a way”. The suggested
circumstances, participants’ characters and goals are changed, the essence is the same. Thus, having mastered the na-
ture of questions and answers exchange, remaining at the same time completely in the situation ‘I am in the suggested
circumstances’, a student prominently advances in improvisation interaction on a given subject” [Ibidem, c. 65].

Determining the exercise essence as an interview, initially we must explain the senselessness of any game
of “TV studios”, “TV cameras”, “microphones” to the participants. One of the qualitative indicators of this exer-
cise performance is genuine relations appearance, when one of the partners (interviewer) manages to get the max-
imum of interesting information about the other partner. And the interviewed partner has the right to be sincere,
frank and open as much as he likes. The exercise goal is considered to be achieved at the state of absolute sub-
mergence in the interview theme, mutual interest and the partners’ complete psycho-physical liberation.

Constantly changing the interview themes, shifting the accents, consciously violating the exercise statics (it is not
necessary for the partners to sit opposing each other, they may be placed absolutely differently), carrying out exerci-
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ses in different suggested circumstances (“rain”, “it is cold or hot”, “I’m so hungry”, “we have to hurry up, there’s
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no time left” and so on), a teacher thus helps students to master the so called “universal model of a situation”
on the stage, where everything may happen, where it is impossible to predict reactions t0 what is going on, where
the partner’s unpredictable manifestations set a student in such circumstances when he does not know what will happen
to him in a second. Thus the conditions of spontaneity, authenticity of a momentary action are created in the exercise.

The central one in the diversified cycle of these exercises is an interview about an imaginary event, where part-
ners, still staying under the conditions “I am in the suggested circumstances”, submerge in phantasy generation.

The situation may be as follows: the interviewed partner faced unexpected events that changed his life (“meeting
aliens”, “celebrity’s breathtaking career”, “prison sentence”, “extrasensory abilities appearance”, “life after plane
crash” and so on). The interviewer informs the interviewed about it initially confusing him. However, some time later,
overcoming the internal crisis, the interviewed partner gradually accepts the imaginative situation. And we see how
here and now the imaginative suggested circumstances, the event that he allegedly faced imperceptibly influence his
behaviour, bearing, thinking and speaking.

Provoking with unexpected questions, on the one hand, constant search for the logical justification of the situa-
tion while answering these questions, on the other hand, create the necessary “coupling” (K. S. Stanislavsky’s term)
that determines the essence of stage communication within an “interview” exercise. And if it is supplemented with
students’ enthusiasm, “drive” that they feel during this exercise process, convincingly presenting what did not hap-
pen in reality, we can proceed to the final stage — sketches-improvisations on a given subject.

We must note that it is not easy to create conditions effectively promoting the participants’ improvisation interaction
in a stage sketch. Considering this pedagogical problem, S. A. Benkendorf reasonably notes that, unfortunately, in theat-
rical-pedagogical practice, cases are common “when improvisation tasks striving for external fascination suggest im-
probable conditions, which realization leads to inadmissible artificiality and feelings representation; on the other hand,
there are shallow tasks unable to provoke phantasy, that is why they are performed coldly, without fascination” [1].

In the context of the considered technique, improvisation sketch tasks on coupons formulated by P. G. Popov
seem to be the most convincing.

For partners’ improvisation interaction on the stage a theme should be set by all means, i.e. we should determine
such circle of suggested circumstances, such acting conditions, which are able to provoke a conflict and its resolu-
tion through an action.

The fundamental factors of a sketch exercise formation here are coupons. Coupons are arranged in five sections,
each of which comprises one of the most important parameters for two partners’ future improvisation. These para-
meters may include “initial event”, “arena”, “article of struggle”, “efficient task” and “motive of action”.

The coupon “initial event” (liberation, catastrophe, holiday, betrayal, insight and so on) is aimed at determining
the reasons of a conflict appearance, uniting future sketch participants in the preceding event.

The coupon “arena” (flat, concert hall, tower block’s roof, bus stop, basement, cave and so on) specifies the con-
ditions influencing the character of an action, promotes stage atmosphere appearance.

The coupon “article of struggle” (life space, leadership, faith, money, inheritance, views and so on) intensifies
the conflict, activating future sketch participants and leading them to struggle for concrete goals and ideals.

The coupon “efficient task”, determining the external side of an action (to persuade, turn out, move to pity,
cheer, touch and so on), and the coupon “motive of action”, characterizing an action’s unconscious side (love, jeal-
ousy, generosity, stinginess, unselfishness, vanity and so on), are connected with the characteristics of sketch partic-
ipants’ individual behaviour.

Free combination of the above mentioned parameters, which is realized while choosing the coupons, can activate
future sketch participants’ phantasy, help them to model a situation for stage performance, and the skills mastered
during previous stages of studying provide the ways of improvisation interaction on the stage.

Thus, considering this teaching technique, we must note its positive pedagogical influence on future actors’ im-
provisation abilities formation, which is manifested in:

- astudent’s overcoming the frightening (at the initial stage of teaching) factor of publicity by conscious shifting
of attention from himself to the action process that allows acquiring certain defence, feeling the much talked-about
“fourth wall”;

- astudent’s mastering the bases of partners’ harmonious interaction (understanding the performance as reacting
to the partner’s action);

- developing a student’s attitude to uttering a word on the stage as a reasoned necessity;

- creating the efficient conditions of the authenticity of an unintended, spontaneous action in an educational sketch.
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PA3BUTHUE UMITPOBU3ALIMOHHBIX CHOCOEHOQTEFI CTYJIEHTOB TEATPAJBHBIX CIIEIIUAJILHOCTEM
HA HAYAJIBHOU CTAAUHU OBYYEHUS

Ko3zonaes I[1aBea UropeBuy, K. nej. H., IOLEHT
Tambosckuii eocydapcmeennviti My3vikaabHo-neoazozuyeckuti uncmumym umenu C. B. Paxmanunosa
p.kozodaev@yandex.ru

B crarbe paccmarpuBaeTcs pa3BUTHE UMIIPOBH3AIMOHHBIX CIIOCOOHOCTEH CTYICHTOB TEaTPaIbHBIX CHEIUATH3aI Ha HAYaJIbHOM
craguu oOydeHus. Ha ocHOBe JMYHOro TeaTpalbHO-NIEAArOTHYECKOrO OIBbITa aBTOPA OIMPEAEIAIOTCS MO3UTHBHBIC PE3YNbTAaTh
BHEJIPEHHUs METOJUKH UMIIPOBU3ALMOHHOTO B3aMMOAEHCTBUS MApTHEPOB B CLIEHUYECKOM 3TIOZIEe B yueOHbIH npouecc. OCHOBHOE
BHUMaHHE YJIEJSIETCS IMOCIEA0BATEIPHOMY PAaCCMOTPEHHUIO 3TAalloB JaHHONW METOAMKH, Ha KOTOPBIX Hapsay ¢ IpHOOpeTeHueMm
HABBIKOB UMITPOBH3AIHOHHOTO JICHCTBOBAHHMS CTYICHTHI YCIICITHO OCBAUBAIOT 0A30BEIC JIEMEHTHI aKTEPCKOTO MAaCTEPCTBA.

Knioueesvie crosa u ¢hpazei: IMIPOBU3ALNS; CLICHUUECKUH 3TIO/; 00y4eHHe HaBbIKAM MMIIPOBU3ALMH; YCIOBUS 3G )EKTHBHOCTH;
3JIEMEHTBI TeaTpalbHOM MeAaroruky; MeTOANKa UMIIPOBU3AIIMOHHOTO B3aMMOAEHCTBYS TapTHEPOB.
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B cmamve paccmampusaromesi ocobennocmu 00yuenus UHOCMPAHHLIM A3LIKAM C UCHONIb308AHUEM NPUHYUNOB
U MemMo008 KOSHUMUBHOU JUHeBUCUKY. B pabome Oatomcs npumepvl ycneunoco npuMeHenuss 00yueHuss aueauil-
CKOU epammamuxe, 1eKcuKe, Qpazeonocuu Ha TUHS80KOSHUMUGHOU OCHOGe. TIpugodsamcs Memoobl U MEXAHU3MbL KO-
CHUMUBHOTL TUHSBUCMUKU, NPUBTEYEHIUE KOMOPLIX NO360ISIEN NOGLICUMb I PEeKmMUsHOCMb 06pA308aMeENLHO20 NPO-
yecca, U YKasvlaromcsi 0OCHMOUHCINGA JUHSBOKOZHUMUBHO20 00yuenus. Paccmampueaemcs psao npensmcmeut,
CMOSIWUX HA RYMU ORMUMUZAYUY 3AHIMULL RO UHOCMPAHHOMY A3bIKY, U NPeOIa2atOmcsi Nymu ux npeodoaeHusl.

Kniouesvie cnosa u gbpa3bl: JIMHT BOKOTHUTHUBHBIN noaxo;, KOTHUTHBHAA JIMHITBUCTHUKA, MCTOJHUKA 06y‘{CHI/I$[ HHO-
CTPaHHBIM A3bIKaM; KOMMYHHUKAaTUBHASA KOMIIETCHIWA; JINHI'BOKYJIbTYpaA.

MotoB Cepreii BaagumupoBuy

Tambosckuii ocyoapcmeennswlil ynusepcumem umernu I'. P. [epocasuna
Yuueepcumem Yscmepn Hnnunotic
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OCOBEHHOCTH OBYYEHUSI UHOCTPAHHOMY S3bIKY B BBICHIEN IIIKOJIE
HA JUHT'BOKOTHUTUBHOM OCHOBE (HA IPUMEPE AHTJIMACKOT O SI3BIKA)

B cBs13U ¢ IOCTOSIHHBIM POCTOM TPeOOBaHU K YPOBHIO KOMIIETEHTHOCTH CTICIIHAJIFICTOB B COBPEMEHHOM OOIIIECTBE
BOIPOC TOBBIILEHUS] Ka4ecTBa M 3(PEKTHBHOCTH 00pa30BaTEIbHOIO Ipolecca BCTaeT Iepel MeJarorukoil ¢ HOBOM
cunol. Pemenne 3Toif mpoOiieMbl 0COOCHHO aKTyalbHO JJISI METOTUKH TIPETIONABAHUS WHOCTPAHHBIX S3BIKOB, BEIb
JUISL BCECTOPOHHET0 OOYUEeHHs B 9TOi 00JacTH TpeOyIoTCS MHOTHE Tolbl. By/ylue crienuaincTsl TOKHBL Ha BBICO-
KOM YPOBHE OCBOWTB JICKCHKY M TPAMMATHKY, IMETh JOCTATOYHBIN OMBIT KOMMYHUKAIIMN Ha M3Yy9aeMOM S3bIKE. Y HHIX
JIOJDKHBI OBITH C(HOPMHUPOBAHBI HABBIKK PE(ICKCUN M caMOOOYUYEHUsl, 0€3 KOTOPBIX HEBO3MOXKHO TOBOPUTBH O IMOJHO-
LEHHOU TPO(eCCHOHATBHOM JeATeTbHOCTH, OTBEYAIOIIEH TpeOOBaHUAM BPEMEHU.

IMouck myTeil pemieHust JaHHOW MPOOJIEMBl MPHUBOJMT HAC K MEXIMCHHUIUIMHAPHOMY MOAXOJY, MO3BOJISIOLIEMY
000raTUTh METOTUKY TIPETIOIaBAHUS SI3bIKA 33 CUCT CBEICHUN 1 HApaOOTOK U3 CMEKHBIX TUCHUILTHH. OIHAM H3 TaKIX
MEPCIIEKTUBHBIX HAIPaBJICHUH CEroJHs CTajla KOTHUTUBHAS JMHrBUCTHKA. OMUCHIBas 0OCOOCHHOCTH B3aMMOJICHCTBUS
MEHTAIIBHBIX U S3BIKOBBIX CTPYKTYp, OHA, OIUPAsCh HA JaHHBIC B 00IaCTH KOTHUTHBHOU TICHXOJIOTHH M HEHPOHAYKH,
MO3BOJISIET C HAYYHOW TOYKH 3PEHHs B3MJISSHYTh Ha MPOLECC MBIIUICHHS, TOPOXKACHUSI CMBICIOB M AalIbHEHILEro ux
BEIpaKeHUs B si3bIke [11]. B cBOO Ovepesp, MOHUMAaHHE OCOOCHHOCTEH MEHTAIIBHOM JEATEIPHOCTH YEIOBEKAa OTKPBI-
BaeT OoJiee MUPOKHE MEePCTIEKTUBI ONTHMHU3AINY ¥ HHINBHIYaIN3aii 00pa30BaTeIbHOTO MpoIIecca.

Psin mpakTHueckux uccieaoBaHuii 000CHOBAI Ha MpakTHKE 3()()EeKTHBHOCTh MPUMEHEHUS] KOTHUTUBHOW JIMHTBU-
CTUKH TP 00YYICHHUH aHTIIMHCKON rpaMMaTHKe, JieKcuke U ¢paseonoruu [3; 6; 7; 12].

Tak, B padote JI. ®emn3 [12] nokassiBaeTcst 3pPEeKTUBHOCTD JIMHIBOKOTHUTHBHOTO MOAXO0/a MMPU 00y4YEeHUH aH-
TJIMHACKOH JIEKCHKE Ha TpUMEpe MHOTO3HAYHOM JIEKCUYECKON enuHUIB! ‘fhold’ ¢ MpuBIeYEeHHEM MPOTOTUITUIECKOTO
moxo/a K GOpMUPOBAHUIO KATETOPHH, IETadbHO onmucaHHOro J. Pomr [10] U sBISOMIErocs OJHUM U3 KIFOYEBBIX
MOCTYJaTOB KOTHUTUBHOW JHHTBHCTHKH. CIlieaysl IMHTBOKOTHUTUBHOMY ITOJIXOAY, TPEToIaBaTeNh Ha 3aHATHH HC-
MOJIb3yeT BepOabHbIC 00BSICHEHHS, PUCYHKU Ha TIOCKE, KAPTOYKH, CIANIbI, )KECThI U SA3BIK TEJA, MPEJICTABISLCT COOT-
BETCTBYIOIIIME IPOTOTHUIIEI, TakKue Kak ‘hand’ u ‘control’, B Hanboyee KOMIUIEKCHOM (opMaTte M 0OBACHICT MEXaHN3-
MBI uX BepOanmm3anmu [12]. HeoOX0IMMO OTOBOPHTHCS, YTO PAalMOHAIBHOE OCMBICIEHHE MEXaHHU3MOB, CTOSIIUX
32 0COOCHHOCTSIMU YHOTPEOJICHNST S3BIKOBBIX €IWHHII, OCOOCHHO Ba)KHO IS CTYIEHTOB, B OTIHYHE, K IIPUMEPY,
OT MJIaJIIINX IIKOJILHUKOB, JUIsl 00y4YeHUsI KOTOPBIX BecbMa 3((EKTHBHO MPOCTOE 3aroMuHanue. JaHHbl heHomMeH
00yCIIOBJIEH BO3PACTHBIMU OCOOCHHOCTSIMU YEJIOBEKA U €T0 MEHTAIFHON e TeHbHOCTH [S].



