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SPECIFICITY OF THE CONCEPT “OBEDIENCE” IN THE UKRAINIAN AND RUSSIAN LINGUO-CULTURES
(BY THE EXAMPLE OF THE PHRASEOLOGICAL UNITS
EXPRESSING THE TRAITS OF HUMAN CHARACTER)

Kolesnikova Irina Evgen'evna, Ph. D. in Philology
Crimean Branch of the Krasnodar University of the Ministry of Internal Affairs of Russia
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Considering the latest achievements of phraseological and psychological science and relying on the linguo-culturological re-
search findings the article examines the issues of semantic and ideographic classification of phraseological units designating hu-
man obedience. In the Ukrainian and English languages the structure of ideographic classification of the mentioned linguistic
units is represented by the semantic group. Among the most productive the author mentions the social and somatic macro-
motivational models which influenced the formation of phraseological macro-system.

Key words and phrases: traits of human character; phraseological macro-system; obedience; semantic group; synonymic line.

VIIK 8; 81

B cmamve ommeuaemces axchocmuv 8Ka0OUEHUA 8 YUEOHBIIL NPOYECC COYUOKYTbIMYPHO2O KOMNOHEHMA, M.K. HeOo-
CMAmo4YHOCMb MAKOB020 AGNACMCA NPUYUHOU NOAGIEHUS OWUOOK COYUOKYIbMYPHO20 Xapakmepd. Aemopom 6bvin
Nno00OPaH TUH280CMPAHOBEOUECKUI MAMEPUA, KOMOPbIll, 6€3YCI08HO, CO30ACH U NOOOEPIHCUM MOTNUBAYUIO U3YUe-
HUSL UHOCMPAHHO20 A3bIKA, PACUUPUTI KPY2030P YHAWUXCAL.

Knioueswvie cnosa u qbpa3bz: JIMHTBOCTPAHOBEAYECKUC 3HAHUS; COUNOKYJbTYPHAsA KOMIICTCHIIUS, (1)0HOBI)Ie 3HAHUA,
0Oe339KBHBaJICHTHAS JICKCHKA, HaHHOHaHLHO-KyJ’IBTypHLIfI KOMITIOHCHT.

KonbiTko Buktopuss HuxonaeBHna, k. ¢puion. H.
Mocxosckuii 2ocyoapcmeenubiii 061ACmMHOU YHUBEpCUmem
kopytkovw@mail.ru

POJIb IMHI'BOCTPAHOBEJYECKHX 3HAHUI
B ®OPMUPOBAHUU COLNUOKYJIbTYPHOU KOMIIETEHIIUN

JlaHHAsI CTaThs — ATO MOMBITKA ONPENCTUTh MEXaHH3MbI, C TOMOII[BIO KOTOPBIX KYJIBTYpPHO-CIIEIU(pHIECKas JIEKCH-
Ka, SIBJISIOIIASACS YacThiO (JOHOBBIX 3HAHUIA, B3AUMOJICHCTBYS C JIMHTBOCTPAHOBETYECKUM TEKCTOM, BIMSET HA (POPMU-
pOBaHME COLMOKYIBTYPHON KOMIeTeHINH ydammxcsa. COrIacCHO ONpeAeIeHHI0 B HOBOM CIIOBape METOIMIECKUX Tep-
MUHOB U monsaTHid O. I'. AsumoBa u A. H. lllyknuHa, «(pOHOBBIC 3HAHUS — 3TO 3HAHUS, XaPAKTCPHBIC JIJISI TOBOPSIIHX
Ha JTAHHOM SI3BIKE, OOECIeUMBaIOIIne peyeBoe OOIIEeHNe, B MPOIECCe KOTOPOTO 3TH 3HAHHS IPOSBISIOTCS B BHIC
CMBICIIOBBIX aCCOIMAIMI ¥ KOHHOTAIWH, COOFOICHHST HOPM PEUCBOTO MOBEACHUS HOCHTENCH A3b1Kay [1, ¢. 340].

@DoHOBBIC 3HAHUS TOAPA3ACISIOTCA HA COMUOIMHTBHCTHYECKYI0 W COUMOKYIBTYpHYIO KommereHnuu. Commo-
JIMHTBUCTUYCCKAsT KOMIICTCHIIHS TIOJpa3yMeBacT HCIIOIB30BAHUC SI3bIKA B PA3IMYHBIX CHTYAIUSX OOIICHUS B COOT-
BETCTBHH C MPUHATHIMH HOPMaMHU PEUEBOTO MOBENCHUS HOcUTeNeH s3pika. COMOKYIBTYpHAsS KOMIETEHITHS TI03BO-
JISIET OBJIAJIETh MPAaBUJIAMH COLUANBHBIX HOPM MOBEIEHUS HOCUTENEH A3bIKa, UX TPATULMSIMHU, KYyJIbTYpOl CTpaHbI
M3y9aeMoro s3eIka [2].
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B MOHATHY COLMOKYIBTYPHOU KOMIIETCHIIMH COJEPIKATCS CIEAYIOIIE KOMIIOHEHTHIL:

® JIMHTBOCTPAHOBEIYECKHN (MTIOHMMaHHE OE3’KBUBAJICTHOH JIEKCHKH (HE MMEIOIIEH COOTBETCTBHU B POTHOM
SI3BIKE) | €€ TIePEeBO Ha POTHOH S3BIK);

® COLMOJIMHIBUCTUYECKUIl (YMEHHE OCYLIECTBIATH BHIOOpP JMHTBHCTHYECKOH (OPMBI M CIIOCO0a SI3BIKOBOTO
BBIPAKEHUS);

® KyJbTYpOJOTHYECKHIi (OBJIaICHHE HAIIMOHAJIBHO-KYJIbTYPHOI crieln(HUKOI CTpaHbl H3y4aeMoro si3bika) [4].

OTcyTcTBHE WM HENOCTAaTOYHAs C(HOPMHPOBAHHOCTH COLMOKYJIBTYPHOM KOMIIETEHIIMH SBIISIETCS NMPUYUHOMN
BO3HHMKHOBEHHS OIIMOOK CONMOKYJIBTYPHOTO XapakTepa M, KaK CJIeICTBHE, TUCKOMMYHHUKAIINH, T.€. HApyLIEHUs XO-
Jla HHOSI3BIYHOTO 00ImIeHus [3].

[pu BKIIOYEHHH HAMOHABHO-KYJIBTYPHOIO KOMIIOHEHTA B IIPOLIECC 00YYCHHsI HHOCTPAHHOMY SI3bIKY HYXKHBI CO-
OTBETCTBYIOIIIE CPEACTBA JUIS €0 YCBOSHUS. MBI pelIMIM B KauecTBE IpeaMeTa Hallei paboThl BEIOpaTh perpoIyK-
n kaptiH «[lopTper wersl DHaprocy, «Ilepexon 'annnbana yepes Anbnb» 1 «Tenera aas ceHa» MPOCIaBICHHBIX
aarmmiickux xynoxankoB XVIII — nepsoit momosursr XIX B. T. Teitacoopo, V. Tépuepa u x. Koncredna coorser-
CTBEHHO, HaXO/sIIHecs B rajepee TeHT 1 JTIOHIOHCKOH HaIlMOHAIpHOU Tajepee. Takxke B paboTe Hal TaHHOW CTaThEH
OBLT UCTIONB30BaH TeKeT KHUTH Pobepra Kammumra “Annotated art” («ILlegeBpbl >KUBOITHCH ¢ KOMMEHTApHAMID») [6].
Takoil MaTepuan KODKEH BBI3BATh M MOAAEPKATh MOTHBALMIO M3yYEHUSI HHOCTPAHHOTO SI3bIKA, PACIIUPUTH KPYTO30D
yuamuxcsi, Oaromapsi ueMy OHHU ObICTpee BKIIIOYAaTCsl B MHTETPaTUBHBIC IPOLIECCHL, Iporcxoasaiue B mupe [5]. [lan-
HBIA MaTepHan MOXKET OBITh HCIIONB30BaH B X0J€ H3y4eHUs TeMbl «Pa3Hoo0pasue kaHpOB HCKYCCTBA — JKHBOIHCH, ap-
XUTEKTYpa, My3€U MUPaA» Ha 3aHATUAX TPAKTHUICCKOI'0O Kypca AHIJIMHICKOTO SI3bIKA B HEJIMHIBUCTHUYECKOM BY3€.

3unauyenue TBopuectBa T. ['eifincOopo, V. Tépuepa u Jx. KoHcrebna Bearko: Ha3BaHHUS WX KapPTUH, CBSI3aHHBIC
C HUMH acColualuu, reorpa(bnqecmde Ha3BaHUA U T.JI. — HCOThEMJIEMAA 4aCThb (I)OHOBI)IX 3HaHHi/lI, 60.]'[])11135[ 4acThb
KOTOpBIX — ofIiedenoBeyeckre (POHOBBIE 3HAHUS, HO, MPEX/e BCero, (JOHOBBIC 3HAHUS kuTeiel BennkoOpurannn
U IpYTHUX aHTJIOSI3BIYHBIX CTpaH [7].

OOparumMcest K IEPBOM PENpOIYKIUH U3 paHee 3asBiIeHHBIX. [IpeyiaraeM npuMepHble BOIIPOCH M Ipenoarae-
MBI€ OTBETHI YYalIHXCs K KapTUHE aHIIMICKOTO KUBOMHKCIA, TpaduKa, mopTpeTucta U neisaxucra Tomaca ['eifH-
coopo (1727-1788) «Iloptper uetst DHnprocy (1748-1749), Jlonnonckas HanponanbHas raiepes (Thomas Gainsborough
“Mr and Mrs Andrews”, the London National Gallery) [6, p. 66-67]:

1. Which area of the portrait remains unfinished? — Mrs Andrews's hands. It has been suggested that she was origi-
nally to have been portrayed holding a pheasant that Mr Andrews had shot / Kakoii ¢parmeHT mopTpera ocraercst He-
3aBepiIeHHbIM? — Pyku muccuc DHuproc. [Ipeanonaranock, 4To mepBOHAYAIBLHO XYJOKHHUK JOJDKEH ObLIT N300pa3HuTh
ee Jeprkariei (azana, KOTOPOIro MOACTPEIII MUCTEP DHIPIO. (30ech u danee nepesod asmopa cmamvu — B. K.)

2. What is the difference between this painting and Jean-Antoine Watteau's “A journey to Cythera”? — The “no-
nonsense” appearance and attitude of the sitters contrasts with the escapist quality of Watteau's painting, which indi-
cates the difference between English and French societies in the 18" century. / B uem orimdme 9TO# KapTHHEI
ot nootHa JKana AxtyaHa Batto «[lanomumuecTBo Ha octpoB Kudepy» (apyroi mepeBo Ha3BaHHS 3TOW KapTH-
HBI «OtmbITHe Ha ocTpoB Llutepy»)? — CepbesHblid BUA U 11033 HATYPLIMKOB IIPOTHUBONIOCTABIICHBI SCKAITHCTCKOMY
(yBOmAIIEMy OT OCHOBHBIX HpOOIEeM >KH3HH) N300paKEHHIO JCHCTBUTEIFHOCTH Ha KapTuHe BarTo, 9TO yKa3sIBaeT
Ha pa3yue MeX1y aHrIMiickuM 1 dpaHiry3ckuM oodmiectBoM XVIII cronerus.

3. Which typical features of the Rococo style are there in this painting? — Firstly, Mrs Andrews is wearing her
best satin dress, which is exquisitely modelled with sumptuous highlights. It shows the Rococo influence of Watteau
whom Gainsborough admired. Secondly, an asymmetrical, off-centre composition is a typical feature of the Rococo
style. However, Gainsborough adds his own innovative and quirky touch by including a real landscape, not the con-
ventional Arcadian fiction. / Kakue THUIuuHbIe 4epThl CTWIISI POKOKO HPUCYTCTBYIOT B 3TOH KapTHHE? — Bo-niepBbIX,
Ha MUCCUC DHAPIOC ee JIydlliee aTiacHoe IUlaThe, Ha KOTOPOM MacTepPCKU M300paKeHbl CBETOBBIE OJIMKH. 37eCh CKa-
3BIBACTCSI BIMSIHUE J)KUBOIUCH BartTo, mouurareneM kotoporo 0bul I'eitHcOopo. Bo-BTOpBIX, accHMETpHYHOE, CMe-
[IEHHOE OT IIEHTpa MOCTPOEHHE KOMITO3MIMK — XapaKTepHas 0COOCHHOCTh CTHJIS POKOKO. TeM He MeHee, B 3TOH
KapTHUHE MBI HaOJII0JJaeM HOBAaTOPCKYIO CBOeoOpaszHyIo MaHepy | eifHCO0po n300pakaTh peaybHBIN MeH3aK, a He YCIIOB-
HBIN JKUBOTIMCHBIN POH ApKaauu.

4. Which traditional symbols of fertility can you see in this painting? — The sheaves of stooked corn in the fore-
ground and middle distance are traditional symbols of fertility, which support the theory that the painting is a wed-
ding portrait. / Kakue TpaguinoHHbIe CUMBOJIBI TUIOJOPO/NS BbI MOXKETE BUETh Ha 3TOM KapTuHe? — CHOIBI CO-
3peBIIEH MIIEHUIB! Ha IEepeaHeM U CPeAHEM IUIaHaX CHMBOJIM3UPYIOT IUIOJOPOIHE M, COOTBETCTBEHHO, OpavHBIH
COI03 TJIaBHBIX T'€POEB.

5. Which agricultural innovations are shown in this painting? — The corn has been planted in straight rows, im-
plying the use of a seed drill, as opposed to scattering corn by hand, which was the traditional method used prior
to the invention of the mechanical seed drill. Moreover, in the middle distance a flock of sheep is shown in a neatly
enclosed field, and the cattle are separately enclosed in a field with a wooden shelter on the far left of the painting.
This is further evidence of the Andrews's modern approach to farming. Enclosure farming was an innovation
of the 18" century that led to more intensive cultivation. / Kakie celbckoX03siiCTBEHHbIC HOBIIECTBA HALLTH OTPAKCHUE
B 3TOH KapTuHe? — BuiHO, 4To nuieHuna Obuia HocakeHa IPaBUIbHBIMHU PSJaMH C HCIIOJIB30BaHUEM PSIOBOH cesil-
KU B MPOTUBOBEC TPAAULMOHHOMY, NPEXKAE MPUMEHSABIIEMYCS METOLY, KOr[a 3epHO Pa30pachiBajoCh BPYYHYIO.
Kpowme Toro, B cepeiHe KOMIO3UIIMK MBI HA0JFOIaeM CTaI0 OBEIl HA aKKypaTHO OTOPOKEHHOM y4acTKe IMOJisl, Ipy-
THe XMBOTHBIE HAXOJTCS MO JEPEBSHHBIM HABECOM Ha TAKOM )K€ OrOPOXKEHHOM MPOCTPAHCTBE B JICBOH 4acTh
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KapTHHBL. DTO ellle OJHO CBHICTEIHCTBO COBPEMEHHOIO IMOAX0Aa 3eMIICBIIA/IENbLICB JHIPIOC K BEICHHUIO (epMep-
CKOTo x03siiicTBa. [IpMEHEeHHe OrOpOKEHHBIX YYacTKOB 3€MJIM AV BhIlIaca JOMAIIHETO CKOTa ObLJIO HOBOBBEZE-
aueM B XVIII Bexe, cioco6cTBOBaBIIMM 00JIee HHTEHCHBHOMY POCTY CEIIBCKOXO3SHCTBEHHBIX KYJIBTYP.

[anee nepeiineM K 00CY>KACHUIO BOIIPOCOB U IPHMEPHBIX OTBETOB yYAIIMXCS K KapTHHE OPUTaHCKOTO XUBOIHUCIIA,
MacTepa POMAHTHUYECKOTO Tei3axa, akBapenucta u rpasépa Jxoseda Moamiopna Yunesma Tepuepa (1775-1851)
«Ilepexon T'annmbana depe3 Aubnb» (1812), Jlonmonckas raiepes Teit (Joseph Mallord William Turner
“Hannibal crossing the Alps”, the London Tate Gallery) [Ibidem, p. 72-73]:

8. Turner’s painting was first exhibited in 1812. Was it symbolic and connected with the modern European his-
tory? — In that year Napoleon’s armies had reached the gates of Moscow, and it seemed that France would conquer
all of Europe. But the tide turned, and the French armies were forced to retreat, defeated by force of arms and
the cruel Russian winter. Turner shows the armies of the great Carthaginian leader, Hannibal, who, like Napoleon,
invaded Italy by marching through the Alps. Hannibal’s forces are battered by a raging snowstorm. Suddenly
the clouds lift to reveal brightly lit, fertile plains of Italy. Despite his initial successes, Hannibal was eventually de-
feated by the Romans. Many people saw Turner’s painting as a prediction of the eventual defeat of Napoleon,
the modern Hannibal. / Kaptuna Tépuepa BnepBbie Oblia moka3zaHa Ha BeicTaBke B 1812 romxy. beuto mi 3To cuMBo-
JUYHO W CBSI3aHO C COBPEMEHHOH eBporeiickoil ucropueii? — B 1812 roxgy apmus Hamonmeona mocturiia BOpoOT
MockBbl, ¥ Ka3aioch, yto Ppanuus 3aBoroeT Bcio EBpomy. Ho X0 coObITHI M3MEHHUIICSA, U (BpaHIly3cKas apMus
BBIHY)KJIeHa ObUIa OTCTYIHTb, TECHUMAs CHIJIOM OpPYXKHS U JKECTOKOH pycckoif 3umoii. TepHep n3o0pakaeT apMHIO
BEJIUKOTO KapgareHcKkoro mnojkoBosua ['ananbana, kotopsii, mogqoono Hamoneony, 3axsarun Mranuio, nepeiias dye-
pe3 Anbnbl. Boiicka 'anHnOana B myTH HaCTUTAET sSIPOCTHAsI CHEXXHast Oyps. BHe3anHo Ty4yn paccenBaroTcs, U B30py
OTKPBIBAIOTCS IJIOAOPOAHBIC, 3aJIUTHIC COJITHIIEM PaABHUHBI Uranun. HeCMOTpﬂ Ha CBOU IPEIKHUC BOCHHLIC HO6€I[])I,
I'aHHMOAN, B KOHEYHOM UTOTe, OBLI Pa3srpOMIICH pUMIITHAMH. MHOTHE HCTOJNIKOBBIBANTM KapTUHY TEpHEpa Kak mpo-
pOYECcTBO HEMHHYEMOTo ropakeHusi Hanoneona, coBpemennoro ["annubanna.

9. Does a viewer’s perception depend on the picture location on the wall? — Turner went to great trouble to en-
sure that the painting was hung at the correct height. He wanted it to be hung low down so that the spectator would
be drawn visually and emotionally into the centre of the picture. / 3aBucHT T BOCTIpHATHE 3pUTEISI OT MECTOIOIO-
JKEHHsI KapTUHBI Ha cTeHe? — TEpHep caM oTAall pacropshKEHHUE TOBECUTh KapTHHY Ha HYXKHYIO BbIcOTY. OH cUHTAll,
YTO OHA JIOJDKHA HAXOIMTHCS JOCTATOYHO HU3KO IJISL TOTO, YTOOBI 3pHTEIb OKA3AJICS BOBJICYEH B ITOBECTBOBAHHUE
U 3pUTENBHO, H SMOLMOHAIIBHO.

10. What does the Sun attempting to burst through storm clouds represent? — Turner was interested both in the vi-
sual power of the Sun and its symbolic force, and was one of the few painters who have succeeded in painting
the Sun itself. Here he shows the Sun attempting to burst through storm clouds, which represents hope breaking
through the dark clouds of fear and despair. / Uto 03HayaeT coiHIle, MBITAIONICECS IPOPBATHCS CKBO3b IPO30BBIC TY-
yn? — TEépHepa UHTEpECOBAIO N300paKEHHE KaK CaMOro COJIHIIA, TaK U €r0 CHMBOJIMYECKOE 3HAUYEHHE, U OH ObLI
OJTHMM M3 HEMHOTHX XYJO’KHHKOB, ITPEyCHEBIINX B 3TOM. Ha 3Tolf KapTHHE COJIHIIE MBITaeTCsS MPOOUTHCS CKBO3b
IPO30BBIC TYYH, YTO CHMBOIIU3HPYET CO00H HaleXKIy, TOKA3aBIIYIOCS U3-3a MPAYHBIX 00JaKOB y)Kaca H OTYAsHUS.

U, nakonen, naBaiite 00CyIMM BOIPOCHI M OTBETHI K penpoayKiny KapTuHbl «Tenera s cena» (1821) Ixona
Koncrebna (1776-1837), aHrnmuiAcKOro XyIoKHUKa-poMaHTHKa, JIonnoHCcKas HanmoHaibHas ranepes (John Constable
“The hay wain”, the London National Gallery) [Ibidem, p. 78-79]:

1. Why is the hay wain in the river, in your opinion? — The hay wain is being directed to the ford that leads
to the reapers in the distance. In hot, dry weather the wood shrinks, causing the metal band around the rim to loosen.
By wetting the wheels the shrinkage is reduced and the metal band kept in place. / ITouemy, no-BameMy MHEHHIO,
Tenera Juid ceHa HaxoAuTcs B peke? — Jlomanu TAHYT Tenery K Opofy, Iepeiiis KOTOPhIH OHU MOeAYyT K JKHeLaM,
HaxOAIIMMCS B OTAaJICHHH. B jxapKylo, 3acyIIIMBYIO IIOTOY AEPEBO YCBIXAeT, YTO BBI3BIBAET OCIA0JICHHE MeTall-
Jnuyeckux 00011beB Ha Kosiécax. biaromapst Boje aepeBo pa3dyxaer, u 000/1bsi BCTAIOT HA MECTO.

2. Have you seen the cottage on the left on other Constable’s paintings? — This cottage is known, even today,
as Willy Lott’s cottage and was on such paintings as “Willy Lott’s house, near Flatford mill” (1811), “Willy Lott’s
house with a rainbow” (1812), “Willy Lott’s house” (1816). Willy Lott was a deaf and eccentric tenant farmer who
was born in the cottage and lived there for over 80 years; he would have been the inhabitant at the date of this pic-
ture. Even though the scene is set in midsummer, Constable shows smoke rising from the chimney, indicating Willy
Lott’s unseen presence. / Berpedaiicst in BaM KOTTEIK, HAXOISIIMKCS ClieBa, Ha APYrux kaptuHax Koncrebma? —
DTOT KOTTE/K M3BECTEH U CErOfHs Kak KOTTeK Biunm Jlota M BeTpedaeTcst Ha TaKuX KapTHHaX, Kak «Jlom Bt Jlorra
63 menpHUIE Bo Omatdopae» (1811), «lom Bummn Jlotra ¢ pagyroit» (1812), «dom Bummm Jlotta» (1816).
Bum JIoTT OBIT TIIyXHM 3KCHEHTPHYHBIM (hepMepOoM-apeHIaTOPOM, POJUBLIMMCS B 3TOM JIOME M IPOKHBLINM
B HEM Oonee 80 jeT, OH MOT KUTH B 3TOM KOTTEKE B TIEPHO HANIFICAHUS 3TOW KapTHHBEL. HecMoTps Ha To, 4TO NIeHi-
CTBHUC MPOUCXOJIUT B CEPEAUHE JICTA, MBI 3aM€YacM IbIMOK, HOZIHI/IMaIOH_[HﬁCH W3 MEYHOH pr6bl, YTO YyKa3bIBacT
Ha He3pumoe npucyrctBue Bunu Jlotra.

3. Many artists used to paint out existing objects on their pictures. Can you discern someone’s figure or an ob-
ject in the river? — A shadowy figure riding a horse is just visible here. At some stage Constable changed it to a bar-
rel, and then painted both out. With the passing of time oil paint becomes more transparent, and the figures are now
beginning to reappear through the paint surface. / Muorue XymoXXHUKH YacTO 3aKpallMBAN paHEe HaIMCaHHbIC
NpeAMETHl Ha CBOMX KapTHHaX. Bujurte nmu Bbl Kakue-HUOYAb GUrypy WM MpeaMmer B peke? — 3/1ech MOXKHO yBH-
JICTh HESICHOC OTpaKeHHE B Boje (GUrypsl BcagHuka. Ha kakom-to atame padotel Koncredn 3amenun eé Ha O0UKY,
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a 3aTeM 3aKpacui u To, u Apyroe. C TeueHHeM BpeMEHH MacisHasi Kpacka cTaja 0ojee MpOo3pavyHoOi, i OYepTaHHS
CTaJIi IPOCTYIIATh Ha IOJIOTHE.

BriBon:

Ha ocHOBe BBIIIIECKa3aHHOTO MBI MOKEM YTBEPIKIATh, UTO:

L] HpOI/I3BeZleHI/IH JKUBOITUCHU CHOCOﬁCTBy}OT paSBI/ITI/IIO IMaMsITH, pa33nBa10T 3MOHI/IOHaHI>HyIO BblpaSI/ITeJ'H)HOCTI)
peuH, CIIOCOOCTBYIOT JIYYIIIEMY OBJIaICHUIO HHOCTPAHHBIM SI3BIKOM;

® [POM3BEACHHUS )KUBOIMKCH PACHIUPAIOT KPYro30p yJaluxcs,

® B HUX U300pakacTCs HAIIMOHATBHEIA XapaKTep OMPEeICHHOTO Hapoa, ero MEHTAUTET;

® OHH BOCCO3/IAFOT KAPTHUHBI KHU3HU U OBITA JIFOJICH, HCTOPUIECKUX COOBITHI,

® [POU3BEIEHUS >KUBOIMCU MOTYT CIY>KHTh XOPOLLIUM CPEICTBOM IOBBILIEHUS! COLUOKYJIBTYPHON KOMIIETEH-
IIUH YYAIIAXCS.
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THE ROLE OF LINGUISTIC-CROSS-CULTURAL KNOWLEDGE
IN THE FORMATION OF SOCIOCULTURAL COMPETENCE

Kopytko Viktoriya Nikolaevna, Ph. D. in Philology
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The article points out the importance of including the sociocultural component into the educational process, as the lack
of it is the cause of sociocultural mistakes. The author has chosen the linguistic-cross-cultural material that will surely create
and support the motivation to learn a foreign language, broaden the students’ horizons.

Key words and phrases: linguistic-cross-cultural knowledge; sociocultural competence; background knowledge; non-equivalent
vocabulary; national-cultural component.

VJIK 811.11

B cmamue packpuieaemcs codepoicanue noHamus «napaooxcy, KOMopoe 0Cmaemcst ce200Hs 0OOHUM U3 CHOPHBIX GO-
NPOCO8 TUHSBUCMUKU, 4 MAKICE OMMEYAIOMCSA 0COOEHHOCHU 00HO20 U3 JHCAHPOS CMUIISL NYOIUYUCTIUKY U BPECChbl —
KoMMenmapust. Aemop paccmampusaem QYHKYUOHUPOBAHUE CIMUTUCIMUYECKO20 NAPAOOKCA 8 KOMMEHMAapUu U pas-
denisilem e20 HA OMOeNbHble 2PYNNbL, 8 KOMOPbIX OH NPOAGIAENICA, — NPeloMAeHIe CIMUIA U Hecoomeemcmaue ghop-
Mbl U codepacanus. Jlannoe uccie008aHue npo8oOUNICs Ha Mamepuanlax Co8PeMeHHbIX HeMeyKux 2asen.

Kniouesvie cnosa u ghpaswvl: napasokc; KOMMEHTApUIL; TPYIIIIA; IPeJOMIIEHHE CTHIIS; (opMa; coiepiKaHue; XKaHp.

KypoOaiiTaeBa Auga AHBapoBHa
Mockoseckuii 20poOdcKotl nedazo2udecKkutl yHugepcumem
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MMPOSABJIEHUE CTUWIMCTHYECKOI'O TAPAJOKCA B ’)KAHPE KOMMEHTAPUS
(HA MATEPHAJIAX COBPEMEHHBIX HEMEIIKUX I"'A3ET)

CTHINCTUYECKUI napagokc sBJIACTCA 00BEKTOM IIOBBLIIIEHHOTO BHUMAHHS CO CTOPOHBI JIMHI'BUCTOB BBUAY Ma-
JIOU3YUYCHHOCTHU JAHHOT'O SIBJICHUS. OTKpLITI)IM 0CTacTCd BOIIPOC U O (byHKIII/IOHI/IpOBaHI/II/I CTUJIMCTUYCCKOIO napa-
JOKCa B PA3JIMYHBIX CTUJIAX. Mpn1 cTaBuM LECJIb UCCIICA0BAThL IMPOABICHUC CTUIIMCTUYCCKOI'O IapaaoKCa B OAHOM
13 )KaHPOB CTWIA Hy6J’II/ILII/ICTI/IKI/I 1 IPECChl — B KOMMCHTApPUHU.
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