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Emotive Language: Linguistic Depictions of the
Three Year-Old Drowned Refugee Boy in the Greek

Journalistic Discourse
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University of loannina University of loannina

Abstract

The media and journalists play a central and powerful role in influencing both policy-mak-
ing and societal opinion on migration and refugees. In recent years, there has been growing
attention to media representations of refugees and migrants, with various studies examining
news sources to identify dominant frames of refugee reporting. As hate speech and stereotypes
targeting migrants and refugees proliferate across Europe, balanced and sensitive media re-
porting is needed more than ever. Integrating various theories within the field of Critical Dis-
course Analysis (CDA) this article distinctively attempts to analyze the linguistic presentation
of the images of the drowned child refugee by the Greek media, whose body washed ashore in
Turkey in 2015 and critically examines how emotive language is selected, systematized as well
as framed in the form of both general beliefs and of ideological constructs. Based on a content
analysis of twenty newspaper headlines and articles published online on September 2015 in
Greece, this paper endeavours to show the relationship between emotion and language. The
results of the study indicated that the media language prompted emotional responses during

that period as well as a sympathetic and compassionate coverage.
Keywords: Emotive Language, Linguistic Depiction, Journalistic Discourse
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Emotive Language: Linguistic Depictions of the
Three Year-Old Drowned Refugee Boy in the Greek

Journalistic Discourse

During the past two years, Europe has experienced the greatest mass
movement of people since the Second World War. According to the
United Nations High Commissioner for Refugees (UNCHR) more than
one million people fleeing war, poverty, conflict, persecution and de-
struction in Syria and other troubled countries have traveled through
Greece in search of safety and a better life in Europe.! The situation has
been described as the “largest global humanitarian crisis” of our time
(UNHCR 2014). The so-called “refugee crisis” or “migration crisis”,
has intensified debates on immigration throughout Europe.?

The stream of refugees fleeing the war in Syria has been one of the last
two years’ defining, and most complicated, news stories. It is under-
standable that controversial issues receive significant media attention.
Importantly, media have played a crucial role in shaping attitudes, re-
flecting opinion and framing the public debate on the “refugee crisis”.
The impact of the refugee crisis on debates on immigration is, however,
not only seen in the language used by politicians, but also in how media
portrayed refugee issues. In particular, in the case of the ongoing Euro-
pean refugee crisis, media had to cover fast-developing and complicated
stories in the context of tragedy, loss of life and changing national and
European policies. As it is widely acknowledged, it is impossible to
ignore the role of the mass media in influencing public and elite po-
litical attitudes towards asylum and migration. As Cottle (2000, p. 2)
argues: “The media occupy a key site and perform a crucial role in the
public representation of unequal social relations and the play of cultur-

1 Frontex (2016) publishes risk analysis for 2016. Retrieved from: http:/frontex.curopa.cu/news/
frontex-publishes-risk-analysis-for-2016-NQuBFv

2 Eurostat (2016, March 4) states that, in 2015, more than 1.2 million first-time asylum seekers
were registered in the EU. Retrieved from http:/ec.europa.cu/eurostat/documents/2995521/7203832/3-
04032016-AP-EN.pdf/790eba01-381c-4163-bcd2-a54959b99ed6
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al power. It is in and through representations, for example, that mem-
bers of the media audience are variously invited to construct a sense of
who “we” are in relation to who “we” are not”. While there are positive
effects of media coverage of ethnic affairs, encouraging inclusion and
raising awareness of diversity, research in many countries has found
that refugees and migrants have tended to be framed negatively as a
problem, rather than a benefit to host societies. Xenophobic and racist
discourse has been normalized in many countries, with certain media
outlets and politicians blaming refugees and migrants for economic and
social problems. The representation of the “others”, the representation
of cultural diversity and the reproduction of stereotypes, racism, hate
speech and xenophobia through media have been key research topics.
However, it also true that, on occasion, media can have positive impacts
on public attitudes and policy. For years, the news media have published
articles and photos of Syrian refugees. Thus, Alan Kurdi® was a three
year-old Syrian boy whose lifeless body was photographed by Niliifer
Demir* after he drowned on 2 September 2015 in the Mediterranean
Sea in a desperate attempt to find a better life.” Photographs® of Alan’s
body pictured lifeless and face-down on the sand in Turkey, while flee-
ing Syria with his family, was seen as a turning point in the response
to the crisis and dominated front pages of newspapers and top news
headlines worldwide.’

Central to this, the role of the media emerged as crucial in providing
a platform for this complex, controversial, newsworthy topic to be un-
packed and presented to the public. In particular, the responsibility of

3 Alan Kurdi (Kurdish: Alan Kurdi), initially reported as Aylan Kurdi across much mainstream
and social media coverage. Retrieved from: https:/en.wikipedia.org/wiki/Death of Alan Kurdi. The
Kurdish spelling is in fact “Alan” as reported to the BBC by family members (see: BBC, Alan Kurdi
death: A Syrian Kurdish family forced to flee. Retrieved from BBC News, 2015, http:/www.bbc.com/
news/world-europe-34141716. This article reflects the correct Kurdish spelling of the name.

4 Speaking to Turkey’s Dogan News Agency (DHA), Demir said: “At that moment, when I saw the
three-year-old Alan Kurdi, I was petrified. The only thing I could do was to make his outcry heard. At
that moment, I believed I would be able to achieve this by clicking the shutter of my camera, and I took
his picture”. Available: https:/www.theguardian.com/artanddesign/2015/dec/27/the-best-photographs-
of-2015-in-picture

5 Wikipedia. Death of Alan Kurdi. Available: https:/en.wikipedia.org/wiki/Death of Alan Kurdi

6 These photographs selected for Time’s Top 10 photos of 2015 as the most influential images.
Available: http:/time.com/4145154/top-10-photos-2015/

7 The boy’s lifeless body was captured in a series of images released by a Turkish news agency. One
of these showed a little boy wearing a bright red t-shirt and dark blue shorts lying face-down on a beach
near the resort town of Bodrum. In another, a police officer carries the lifeless body of Alan Kurdi.
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the media to provide fair, compassionate and sensitive reporting was
higher than ever. Overall, after photographs of the body of three — year
old Alan Kurdi made headlines in the European press, media narratives
changed significantly and contributed to the public perception of the
“crisis”, shifting to an outpouring of solidarity and humanitarianism
in September 2015. Alan’s images mobilized empathy and concern and
powered emotional responses and attempts to act. More precisely, we
address the following interrelated research questions: How are emotions
referred to linguistically? How were these images presented by Greek
media and how much did the language and frames adopted in the media
promote understanding, responsibility or vulnerability towards this sto-
ry? How do words allow us to understand these “obscure objects” that
are our emotions?® What are the media narratives of the “Alan’s story”?
By thinking about the emotional impact of text, affective responses and
how they are articulated, these questions are pertinent in discussions of
the media’s role in our lives today. The idea is to explore the ways in
which discourse evokes, reveals and engages emotions.

Understanding how emotion is constructed and used in the media can
help us to interpret journalists’ motivations and thoughts when present-
ing affecting stories or issues like Alan’s story, and to reveal the role of
emotions in shaping our worldview. The article first provides interesting
points and a discussion on emotive language and reviews a number of
studies on critical discourse analysis. The analysis section will bring
examples from the body of text analyses of this story, and finally some
general conclusions and critical interpretations will be made in terms
of the link between language use and the emotions in the Greek online
newspapers.

An interesting point regarding this study is that “the power of visual
imagery is well known, enshrined in such familiar sayings as “seeing
is believing” and ““a picture is worth a thousand words”. Iconic pho-
tos stir our emotions and transform our perspectives about life and the
world in which we live”. (Slovic et al. 2017, p. 640). A photograph of a

8 Blumenthal, P., Novakova, 1., and Siemann, D. (eds) (2014). Les emotions dans le discours/
Emotions in discourse. Berlin: Peter Lang.
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young Syrian child, Alan Kurdi, lying face-down on a Turkish beach,
was viewed by more than 20 million people around the world within 12
hours on social media (Goriunova & Vis, 2015).” Added to this, Chou-
liaraki and Zaborowski (2017) find that, following Kurdi’s death, there
was an increase in humanitarian and more personalized reporting on
refugees in newspapers.

What is also remarkable is that according to Google Trend data on the
relative popularity of search terms “Syria,” “refugees,” and “Aylan,” be-
tween August—September 2015 there was a dramatic increase in search-
es for the terms “Aylan,” “refugees,” and “Syria” on the days after pub-
lication of the photo (Slovic et al., 2017).

“These tragic photographs became what we call “iconic images” that
represented the altrocity of the Syrian refugee crisis in a way that in-
stantly and substantially affected individuals and society” (Goriunova
& Vis, 2015, p.5). “An iconic photo of a single child had more impact
than statistical of hundreds reports of thousands of deaths” (Slovic et
al., 2017, p. 640).

1 Emotive Language

Emotions exert an incredibly powerful force on human behavior. “The
emotions are often defined, both in professional and in lay psychology,
in contrast to cognition and rational thought. They are conceived to be
natural bodily experiences and expressions, older than language, irra-
tional and subjective, unconscious rather than deliberate, genuine rather
than artificial, feelings rather than thoughts” (Edwards, 1999, p. 272-
273). Emotive language is word choice that is used to evoke emotion
and 1s intended to cause an effect (emotional response) on the audience.
Different words can be used to cause different reactions in the audience.
Loaded words are these highly emotional words, which elicit an emo-
tional response (positive or negative) beyond their literal meaning and

9 The emotional politics of this image were examined at length in a rapid response paper by the
Visual Social Media Lab (2015).
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can significantly contribute to persuading the audience to adopt a spe-
cific point of view. “Words are often used to describe reality, to refer to
objects and to communicate feelings, desires and emotions. Words can
be powerful. They can move us, they can frighten us and they can lead
us to action (Macagno & Walton, 2014, p. 1). “ “War”, “peace”, “death”,
“terrorist” and “security” are but a few of the innumerable terms that
we read or hear every day and these words clearly lead us to draw a
judgment, or feel uncomfortable with, or be attracted by a certain sit-
uation. When we encounter words of this kind, we do not simply ac-
quire new information. We do not simply modify our systems of belief.
We feel an emotion toward what the word is depicting. We fear a war.
We are afraid of terrorists. We desire peace. We love children. These
words are emotive because they trigger our emotions. They influence
the way we regard the reality they represent. They affect our decisions
concerning their referents. The emotive power of these words can make
them extremely effective instruments to direct and encourage certain
attitudes and choices. But at the same time, the very emotions that they
evoke make them subtle tools to manipulate the others’ decisions and
feelings” (Macagno & Walton, 2014, p. 5).

A key feature of emotion discourse is its deployment in narra-
tive and rhetoric. Emotion terms occur not merely as one-off
descriptions of specific acts or reactions, but as parts of interre-
lated sets of terms that implicate each other (syntagmatically) in
narrative sequences, and also (paradigmatically) in rhetorically
potent contrasts between alternative descriptions. Narrative se-
quence and rhetorical contrast are ways of talking about things,
ways of constructing the sense of events, and orienting to nor-
mative and moral orders, to responsibility and blame, intention-
ality and social evaluation. Emotion categories are not graspable
merely as individual feelings or expressions, and nor is their dis-
cursive deployment reducible to a kind of detached, cognitive
sense-making. They are discursive phenomena and can be stud-
ied as such, as part of how talk performs social actions. Emotion
discourse includes not only terms such as anger, surprise, fear,
and so on, but also a rich set of metaphors. Emotion metaphors
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can be considered conceptual resources that, where they occur
in any language, whatever the metaphorical base, are available
for discursive deployment.

(Edwards, 1999, p. 279-280)

Newspapers often choose emotive language (words) to get their readers
to react emotionally to a story.'® However, persuasive writing (such as
emotive language) is often accompanied by visual material. The imag-
es that accompany the persuasive writing are often as powerful as the
words themselves. Dramatic and real-world events have the power to
impact on public opinion and to cause shifts in public attitudes (Sorren-
tino & Vidmar, 1974). News stories tend to be structured to resemble
drama. Emotions are a principal ingredient in the photos and stories of
newspapers and a major reason why people read them.

Bamberg argues (1997, p.309) that the relationship between language
and emotions “can take place extralinguistically (e.g. by facial expres-
sions, body postures, proximity, and the like), in terms of supraseg-
mentational and prosodic features, and in terms of linguistic (lexical
and syntactic) forms”. Bamberg (1997, p. 309-310) starts from the as-
sumption that “language in a way refers to, and therefore “reflects” ob-
jects in the world, among them the emotions: Languages have emotion
terms, and people across the world engage in talk about the emotions...
If language is conceived of as merely representing (in the sense of ‘mir-
roring’) the world of emotions and/or people’s conceptualizations and
understandings of the emotions, language offers an immediate access.
Language, in this view, is “transparent”. If language, however, is con-
ceived of in one or another way as contributing to how emotions are
understood, or even, to what emotions “are”, the relationship is not di-
rect, but mediated”. According to Bamberg (1997, p.309) “language and

10 According to Prof. and Head of the Department of Communication at the University of Illinois at
Chicago Zizi Papacharissi “the balance between emotion and news is delicate. Journalists have always
struggled with sentiment in reporting, trying to either manage their own emotions against the objectivity
dogma of Western journalism or to find meaningful ways to integrate emotion into a story in general.
The most masterful journalists, in their most memorable reporting, attain this perfect balance between
emotion and information, color and news, the affective and the cognitive. By contrast, the form of news
reporting least memorable is frequently characterized by excessive emotion, and the misinformation that
excess produces. Available: http:/www.niemanlab.org/2012/12/the-return-of-sentiment/
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emotion are two concurrent, parallel systems in use, and their relation-
ship exists in that one system (emotions) impacts on the performance
of the other (language). Both of them share their functionality in the
communicative process between people”. The media use of emotive
language is the use of descriptive words to add colour or drama to the
news report influencing public debate on the issue. A discourse that is
highly loaded with emotions is more likely to reach citizen’s hearts and
minds and thus lead to actions, change of opinion.

2 Literature Review: Discourse Analysis as a method for under-
standing the emotive language and the emotional responses in jour-
nalistic discourse

Reath (1998, p.54) asserted that language is one of the pivotal means
in which “attitudes towards groups can be constructed, maintained or
challenged”. In the same way, Fowler (1991) argues that some texts have
a direct role in shaping attitudes and ideas within a specific society. Our
words are never neutral, they carry the power that reflects the interest
of those who speak or write (Fiske, 1994). Language, as non-socially
innocent, serves various purposes, expresses social stratification, val-
ues, preconceptions and infinite social determinants by providing and
transferring numerous social and ideological information even though
by using the simplest phrases (Tsitsanoudis-Mallidis, 2017). Linguists’
interest in discourse in recent times is gradually shifting from the tra-
ditional focus on the linguistic structure of text to how texts figure in
the social process. Wodak and Meyer (2009, p. 17) compare the rela-
tionship between discourse and language use to grammar and actual
language use and argue that “in the same way as grammar characterizes
the structure of sentences, discourse rules characterize utterances/texts
that are acceptable within a certain practice”. Van Dijk (1988a) provides
a brief but useful review of the historical development of discourse anal-
ysis, linking its origins to classic rhetoricians such as Aristotle.

Khosravinik (2009, p. 478), drawing on Van Dijk, emphasizes that
Critical Discourse Analysis (CDA) “by definition needs to account for
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the links between its detailed textual linguistic analyses and various
levels of socio-political contexts affecting the processes of production,
distribution and interpretation of language”. Critical Discourse Anal-
ysis, as an approach in discourse analysis, stems from a critical the-
ory that perceives the use of language as a form of “social practice”
(Fairclough & Wodak, 1997; Fairclough, 2003). Fairclough’s Language
and Power (1989) is commonly considered to be the landmark publi-
cation for the start of CDA.!" The purpose of Critical Discourse Anal-
ysis'? is to analyze “opaque as well as transparent structural relation-
ships of dominance, discrimination, power and control as manifested
in language” (Wodak, 1995, p. 204). In agreement with the theory of
the Critical Discourse Analysis, language is not powerful on its own,
it gains power by the use powerful people make of it, specifically in
new public spaces or new genres provided by globalized media (Fair-
clough, 2000a; Habermas, 2000; Hall, 2000a). According to van Leeu-
wen (1993, p. 193) Critical Discourse Analysis is concerned with both
these aspects: “with discourse as the instrument of power and control
as well as with discourse as the instrument of the social construction of
reality”. Fairclough’s (1995) framework for Critical Discourse Analysis
of communicative events involves the three overlapping dimensions of
text, discourse practice and socio-cultural practice. “Choices and pat-
terns in vocabulary (e.g. wording, metaphor), grammar (e.g. transitivi-
ty, modality), cohesion (e.g. conjunction, schemata), and text structure
(e.g. episoding, turn-taking system) should by systematically analyzed”
(Blommaert & Bulcaen, 2000, p. 448). Analyzing texts involves areas
such as structure, vocabulary or representation of actors through image,
discourse or sound.

Any specialized form of discourse has its own unique language and
media literacy is no exception. The basic issues of communications re-
search were encapsulated by Harold Lasswell in 1948: “Who says what
in which channel to whom with what effect”.”* Media language has al-

11  Among the scholars who contributed to the development of CDA, Wodak, Fairclough and van
Dijk are the most referenced and quoted in critical studies of media discourse.

12 “CDA studies real, and often extended, instances of social interaction which take (partially)
linguistic form. The critical approach is distinctive in its view of (a) the relationship between language
and society, and (b) the relationship between analysis and the practices analysed.” (Wodak, 1997, 173).

13 In his article “The Structure and Function of Communication in Society”, Lasswell (1948)

9
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ways attracted the attention of linguists, particularly applied linguists
and sociolinguists. Garrett and Bell (1998, p. 6) point out that more than
40% of the papers published in the leading journal Discourse & Society
are based on media texts.

Whether the media reflects or constructs reality or both is a question
central to discourse analysis. “They are crucial presenters of culture,
politics, and social life, shaping as well as reflecting how these are
formed and expressed. Media ‘discourse’ is important both for what
it reveals about a society and for what it contributes to the character of
society” (Bell, 1995, p. 23). News offers an ideal source of data from
which we can learn about social meanings and stereotypes through its
mode of discourse and communication (Bell, 1995). More recently, Ber-
ry et al. (2015, p. 13) have also noted that media representations not only
“reflect the events that are happening and views that are already ‘out
there’ but actively contribute to the construction of the meaning of the
events”.

The appearance of the new media and the development in the com-
munication technology have brought huge transformations even in the
conceptual term of public sphere and public discourse. The analysis of
communication on social media is rapidly becoming a key-area in soci-
olinguistics and discourse studies. “Online communicative interactions
constitute discursive practices that serve as a mechanism for publics to
shape and construct their own opinions by sharing and discussing so-
cial media content and even by giving meaning to experiences that they
directly or indirectly face” (Valentini et al., 2016, p. 4060). A variety
of case-studies of social media afforded practices (e.g. sharing, tagging,
Like & Follow) ranging from Youtube to Facebook and Twitter consti-
tute the act of creating and sharing contents that carry specific language
forms, meanings as well as illustrate the role of a range of language and
multimodal resources in presenting ourselves and relating with others
online. Couldry (2012) introduced the idea of ‘media practice’ to think
about the way that media become incorporated into everyday lives in
unremarkable and socially learned ways, such as ‘searching’, ‘sharing’,
‘showing’, ‘being shown’, ‘community’, the value of the ‘latest update’

developed the “5W” model of communication.

10
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and the ‘new’. The wider field of discourse studies is still only begin-
ning to turn its attention to social media despite a number of notable
scholarly works (Bouvier, 2015). Social media offer new challenges and
new possibilities, create new requirements for the study of multicultural
discourses and “can be conceptualized as an emerging frontier where
new forms of social relations causing power differences and other forms
of unacceptable social practices develop at the intersection of human
collective communicative acts and information technology” (Albert &
Salam, 2013, p. 1).

Van Dijk’s (1991) theory of news discourse includes the relationship
between news production and reception processes. Media discourse and
public opinion are treated as two parallel systems of constructing mean-
ing.'*

According to van Dijk (1998), CDA is a field that is concerned with
studying and analyzing written and spoken texts to reveal the discur-
sive source of power, dominance, inequality and bias. It examines how
these discursive sources are maintained and reproduced within specific
social, political and historical contexts. Van Dijk (1995) perceives dis-
course analysis as ideology analysis" and this analysis is characterized
by “a positive self-presentation and negative other-presentation”.!®* Ma-
jor CDA studies on the Self and Other presentation within Wodak’s
Discourse Historical Approach (DHA) (Reisigl and Wodak, 2001) and
Van Dijk’s Socio-Cognitive approaches have developed useful method-
ologies and proposed several analytical categories through which the
representations of these groups in discourse are accounted for. The con-
cept of ideology can be associated with language use. It means that ide-
ologies are typically expressed and reproduced in and through language
(Van Dijk, 1998).

14 According to W. A. Gamson & Andre Modigliani (1989) in their article “Media Discourse and
Public Opinion on Nuclear Power: A Constructionist Approach”. American Journal of Sociology, 95 (1).

15 According to Van Dijk (1998) the basic sense of ideology is simply the system of ideas, beliefs,
values, attitudes and categories by reference to a person, a group or a society perceives, comprehends
and interprets the world. The sociocognitive model of Van Dijk is based on the assumption that cognition
mediates between society and discourse.

16 Analyzing and making explicit this contrastive dimension of US versus THEM has been central
to most of Van Dijk’s research and writings (1988a, 1991, 1995, 1998a).

11
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Most linguistic research on issues of asylum and immigration
has taken a critical discourse analysis stance, which traditionally
carries out a close analysis of a small sample of texts, focusing
on aspects such as positive self-presentation and negative oth-
er-presentation and argumentative and linguistic strategies em-
ployed for predication, labeling, argumentation, perspectivation,
and intensification/mitigation.
(Gabrielatos & Baker, 2008, p. 6)

Each of these strategies is manifested textually through a number of lin-
guistic indicators, such as specific lexical items, along with adjectives,
attributes, metaphors and the selection of verbs (Baker et al. 2008).

A critical analysis would not only be interested in accounting
for what linguistic elements and processes exist in a text or set
of texts, but would also need to explain why and under what
circumstances and consequences the producers of the text have
made specific linguistic choices among several other options
that a given language may provide.

(Baker et al., 2008, p. 281)

Van Dijk (1991), for instance, examined the racist discourses which
operated within the British press. Van Dijk’s sociocognitive approach
focuses on the schemata through which minorities are perceived and
illustrated as well as on headlines in the press.!”

Carefully sampled population of news headlines of stories about
ethic affairs, for example in Racism in the Press, yield evidence
of the following statistical regularities in ethnic reporting: ma-
jority actors figure more prominently than minority...minorities
more often get first position in headlines as agents of negative
actions.

(Boyd-Barrett, 1994, p. 28)

17 The headlines represent “Others” as penetrators and agents as anonymous and criminal, whereas
the police and victims are passivized and presented as suffering. (Van Dijk, 1991).
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The journalistic discourse helps to define, share, and maintain racial
stereotypes, cultivates the racial prejudice and contributes to the repro-
duction of racism as a form of ethnic or “racial” domination. It does
so typically by expressing, confirming or legitimating racist opinions,
attitudes and ideologies of the dominant ethnic group (Chatzisavvidis,
1999). The journalistic language serves as a vehicle of evaluation judg-
ments and dissemination/ maintenance of negative stereotypes (Tsitsa-
noudis-Mallidis, 2017).

As this humanitarian crisis, the so-called “refugee crisis”, continues to
unfold before our eyes and to remain controversial newsworthy topic
about which people have strong opinions, we need to be sensitive to
language that may pollute rational discourse over what is undeniably an
extremely complex issue. The importance of language when discussing
the current situation should not be understated.

Language is being extensively used, many times with specific intent, to
stigmatize those crossing borders and create a hostile environment for
refugees. The choice of words (asylum seekers, refugees or migrants)
has the potential power to influence public perception and opinion. The
power of journalists lies in choosing the content of their writing, the
words they use and the linguistic means they embed. Patterns of us-
age attribute semantic properties and prosodies to lexical choice. The
word choice use can be judged on the intention of the person using it
and the effect on the person about whom it is used. Inaccurate termi-
nology and commentary has increased confusion, misinformation and
that breeds prejudice (UNHCR, 2016). The specific linguistic choices
under which the phenomenon is analyzed — humanitarian crisis, securi-
ty threat, effects on economy and welfare- shapes the public debate. In
addition to these commonly shared frameworks, news reporting about
refugees often tends to be framed negatively, as a problem rather than
a benefit to hosting societies (Berry et al., 2015, p.5). Various studies
demonstrate collectivization — meaning that refugees and immigrants
are often constructed as a unanimous group with shared characteristics
and motivations- as a common strategy that is used for the negative or
positive portrayal of refuges in news media (KhosraviNik, 2010, p. 17).

13
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However, this does not mean that there is a single mode of depiction in
the representation of refugees, but there are “multiple viable narratives”
that interweave with one another (Caviedes, 2015, p. 912).

This study seeks to better understand the role that the media plays in
shaping and creating emotional responses. The words we use can be
signs of our emotions. Media narratives can be powerful as well as
images and photographs can also stimulate intense emotional engage-
ment."® The heart-breaking reality of the Syrian refugee crisis failed to
reach many people on an emotional level until the tragic death of the
three-year old Alan Kurdi in 2015. By acknowledging the emotional
impact of Alan Kurdi’s death and the power of the media language and
the affective images, we will attempt to reconstruct the media’s role in
portraying and shaping emotional styles in contemporary society. It is
argued that such insights into the functioning of language help to reveal
in which way the building of consensus (Chomsky, 1987) through the
emotive aligning of the journalist with his or her audience is achieved
as an essential feature of persuasive discourse.

3 Methodology

The present study was based on the linguistic representations of Alan
Kurdi’s death in online news stories on September 2015 in Greece -in
the days immediately after the publication of Alan Kurdi’s image (from
2/9/2015 until 15/9/2015)-during which the publication of the shocking
photos was subject to heightened media interest. This research seeks to
show how emotional responses are hidden underneath the surface struc-
tures of language choices in media texts looking into the texts through
the traditionally qualitative approach of CDA. Obviously, the key word
for this period of analysis is “refugee boy”. The selection of articles was
based on the use of the key words “““Aylan Kurdi”, Alan Kurdi”, “three-
year old Syrian boy”, “Syrian boy”, “drowned boy” “drowned child”
along with visual representations and especially the predominant im-

18 The image of Aylan Kurdi (Alan Kurdi), appeared to capture and provoke feelings of grief, shame
and frustration, all expressed by individuals, reporters and politicians.
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ages of drowned Alan into the newspaper website search tools. A total
of twenty (20) Greek online news articles were selected randomly for
analysis among well-known and the most-read exclusively online news
website with no restriction on their type and ideological stand. Appen-
dix lists the online Greek articles along with their publication dates and
headlines. Discourse analysis is an active and dynamic discipline and
it is to be applied in this research by selecting and collecting data and
by analyzing the data in accordance with its principles. The Critical
Discourse Analysis is a major tool for analyzing the news articles and
reports and for understanding the emotional responses. The CDA com-
ponent of our project was based on categories of analysis taken from the
Discourse Historical Approach in CDA (DHA), created by Ruth Wodak
and collaborators at the University of Vienna, which “made an import-
ant contribution in systematizing the methodologies for analyzing out-
groups in discourse and developed an index of major argumentative and
discursive dimensions of “anti-foreigner” discourses” (KhosravinNik,
2010, p. 4). Based on the literature, the CDA approach we adopted fo-
cused on macro-structural approaches, such as the specific genre, and
on text-inherent categories developed in the DHA approach of CDA.
The five-level analytical method proposed by the Discourse Historical
Approach (Wodak, 2001), consisting of looking at Referential strate-
gies (naming), Predicational strategies (attribution), Argumentative
strategies (topoi) and Perspectivization, Mitigation and Intensification
strategies, is relevant to the aims and scope of this study. Van Dijk’s
(1991) analytical categories such as Discourse topics: definition of mac-
ro-topics of the text under analysis and the definitions of sub-topics of
the respective parts of passages of the data, as well as genre specific
features of the data play an important role in this study. Some of Van
Dijk’s (1991) proposed categories overlap with DHA’s methods, e.g. the
macro-topics and the strategy of naming the participant.

15
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4 Results and Discussion

Within the framework of this paper two representational key themes are
identified in the analysis and are discussed in the following sections:
the humanitarian crisis theme and the power of personal stories and
testimonies. A number of sub-themes emerged in relation to the lan-
guage and associations made in the media framings of Alan’s story. On
the topic analysis level, news articles’ coverage is generally emotional
and sympathetic towards the refugee boy and his family, both on the
discourse topics and the micro-linguistic levels and structures. In par-
ticular, the articles draw on humanization and victimization in focusing
on the plight of the refugees by putting the events in narrative form with
ample extensivation, by providing detailed information on the names,
places and conditions of the refugees. It also uses a significant number
of direct quotations on the part of the victims with a frequent use of
proper names. The articles humanize the people involved through indi-
vidualization which characterizes the individuals involved in terms of
who they are and what they do. “Predicational strategy represents the
actors as being involved in ordinary and familiar actions and thus the
readers can more easily identify with the people described and sympa-
thize with them” (KhosraviNik, 2010, p. 20). More process of human-
ization and victimization through the referential strategy of describing
the actor and surrounding information of the conditions.

This process is categorically the same discursive strategy used in me-
dia discourses in negative representations of refugees, immigrants and
asylum seekers in other periods or events. However, these discursive
characteristics function differently from those of other periods or events
and they create a sense of humanisation and an appeal for support.
Drawing on topoi of human rights, ethics and human values, all the
analysed newspapers reflect a generally sympathetic macro-structure,
position themselves in the macro argumentation of the “humanisation”
and adopt the same discursive and linguistic strategies. In terms of the
link between macro-structures- ideologies- and micro-linguistic struc-
tures, the articles of this study are more ‘sensational” through employ-
ing more vivid descriptions, visual representations of the situation by
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relying on emotion, human interest and first-hand experiences.

1.

Aylan’s distraught father, Abdullah Kurdi, tried and failed
to hold on to his wife and two sons after their boat to the
Greek island of Kos capsized.

The family had been making the treacherous journey
across Turkey to Europe in the hope of joining Abdullah’s
sister, Teema Kurdi, a hairdresser who has lived in Van-
couver, Canada for more than 20 years.

A sense of weary resignation at the plight of the Syrians
was briefly punctured by horrifying images of one of the
young victims, a small boy whose body was discovered by
a Turkish police officer.

Alan Kurdi was one of a million. The three-year-old Syrian
boy and his family fled the war engulfing their country,
hoping to join relatives in the safety of Canada. They were
part of a historic flow of refugees from the Middle East to
Europe this year, and they followed the dangerous route
taken by so many others.

In the early hours of Sept. 2, the family crowded onto a
small inflatable boat on the beach of Bodrum, Turkey. A
few minutes into the journey to Greece, the dinghy cap-
sized. Alan, his older brother Ghalib and his mother Ri-
hanna all drowned, joining the more than 3,600 other refu-
gees who died in the eastern Mediterranean this year.

The picture, taken on Wednesday morning, depicted the
dark-haired toddler, wearing a bright-red T-shirt and
shorts, washed up on a beach, lying face down in the surf
not far from Turkey’s fashionable resort town of Bodrum.
A second image portrays a grim-faced policeman carrying
the tiny body away.

Syria was already at war when Alan Kurdi was born. He
died with his five-year-old brother, Galip, and mother, Re-
han. Their father, Abdullah, survived.

17
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4.1 Humanitarian crisis theme

Because of the photo showing a dead child, Demir’s photo had been
circulated in all major European newspapers within 24 hours and the
picture became a symbol of the humanitarian crisis in Syria."”” Respons-
es were immediate and highly emotional provoking empathy, anger,
shame, frustration. Alan’s heartbreaking story opened people’s eyes and
souls to the plight of refugees around the world and united everyone in
supporting them.

The photographs of Kurdi have been described as “iconic,” comparable
to photographs of children in times of humanitarian crises.

Humanitarian photos are composed, edited, narrated and circu-
lated with an eye toward creating a specific effect: to stimulate
emotion, such as empathy or outrage, in viewers, and cause them
to act...Historically, images of suffering have been mobilized,
including extreme suffering, to enhance sympathy, empathy
and a sense of responsibility or guilt in its viewers. Triggering
emotional response has been, and continues to be, one effective
way to shape public understanding of both what is going on “out
there” and what is “at stake”.
(Fehrenbach & Rodogno, 2015, p. 1125-1126)

Thus, the photo of Alan Kurdi symbolizes the war in Syria and the
crisis faced by the millions of people fleeing the war and hoping for a
more promising future on the other side of the sea. The toddler has be-
come a tragic human face of the humanitarian crisis, a symbol, an icon,
an emblem and an emotional vehicle reminding us of the meaningless-
ness of war and depicting the reality of the desperate situation facing
many refugees. Alan’s body could also represent the hundreds lives lost
during the European migrant crisis. In other words, Alan was seen as a

19  “Because children are vulnerable and blameless — the purest victims — depictions of their
suffering have an extraordinarily visceral impact,” writes the American academic and essayist Susie
Linfield in her book, The Cruel Radiance: Photography and Political Violence (2010). University of
Chicago Press. Available at https://www.theguardian.com/commentisfree/2015/sep/06/photograph-
refugee-crisis-aylan-kurdi
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human being, a tiny, innocent child, who no one could argue deserved
his death.*

Drawing on the work of Norman Fairclough (1995), this research em-
ploys Critical Discourse Analysis, as described before, and argues that
the generic structure and use of particular metaphors form the basis of
emerging ideological perspectives. The metaphors add understanding
and vividness to writing can reinforce a point without mere repetition,
create interest and powerful and lasting images and ideas, add colour
and are often witty. “Metaphors as linguistic expressions are possible
precisely because there are metaphors in a person’s conceptual system”
(Lacoff & Johnson, 1980, p.6). The use of metaphors do not seem to be
working towards a negative representation of the refugee boy in this
event and in fact they seem to argue for more humanitarian help. For
example, the “human face” incorporates the metaphor of humanitarian
perspective that can be illustrated by shocking images of the three-year
old drowned boy and dramatic headlines and narratives of the human
suffering of the refugees. Furthermore, loaded language (also known as
emotive language) attempts to influence an audience by using appeal to
emotion. Loaded words and phrases have strong emotional implications
characterized by emotional connotations or specific emotional reac-
tions. Using specific words consciously and correctly can dramatically
improve journalists’ persuasive power and their ability to engage their
audience. Facts are replaced by the most flowery adjectives making the
emotional connection the centerpiece of the story. Below emotional
terms and phrases and metaphorically used expressions (italic) are used
widely in articles’ headlines and the choice of these words can highlight
the outpouring of emotion after the image emerged and can importantly
influence how the story has been presented. The point of the following
loaded language is not to make the readers think clearly and objectively
about this tragic death emerged, but to transfer the negative emotions
associated with the words to the situation being described.

20 Kirstine Sinclair, PhD, Associate Professor at the Centre for Contemporary Middle East Studies,
SDU argues: “Children represent the future and are expected to outlive their parents and secure the
survival of the human race. Therefore, the death of a child is perceived as unnatural. And the death of a
child which could have been prevented or avoided is perceived as not only unnatural or unfair but morally
indefensible”. A Dead Boy on a Beach (October, 2015). Retrieved from https://www.sdu.dk//media/files/
om_sdu/centre/c_mellemoest/videncenter/artikler/2015/october/sinclair+articlet+final.pdf
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Images of the drowned refugee boy have appeared on front
pages and news sites worldwide and put a grim face on the
migrant crisis.

The image of Abdullah Kurdi’s infant son lying dead on a
Turkish beach in September forced the world to face up to
the refugee crisis.

More has emerged about the death of three-year-old Aylan,
pictured here smiling with his brother, whose story has
given a face to the refugee crisis.

The toddler’s lonely death on September 2, 2015 moved
millions and caused an international outcry.

Shocking images of drowned Syrian boy show tragic plight
of refugees.

Humanity washed ashore.

Heartbreaking pictures of a dead refugee boy on a Turkish
beach.

Image of 3-year-old who washed ashore underscores Eu-
rope’s refugee crisis.

Aylan Kurdi’s story: How a small Syrian child came to be
washed up on a beach in Turkey.

Image of Drowned Syrian Boy Echoes Around World.
Charlie Hebdo cartoon depicting drowned child Alan Kur-
di sparks racism debate.

In 2015,the photograph of Alan, lyinng dead on a Turkish
beach, became the defining symbol of the tragedy of Syria’s
refugees.

Image of Drowned Syrian, Aylan Kurdi, 3, Brings Migrant
Crisis Into Focus.

The picture that moved a world.

4.1.1 Artistic representations of the image

Furthermore, the image of Alan Kurdi’s body, lying face down on a
beach in Turkey and the emotions aroused became subject of many

20
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artistic representations of the image. Alongside this, the way that his
body was positioned looked like a sleeping child. The formulation of
this image was iconic and led to multiple response images being made.
The scene with the dead boy on the beach has been documented by var-
ious artists and activists aiming at raising awareness, expressing protest
and maintaining public attention. Visual metaphors generated provide
us with insight into the sentiments of “people like us” and create their
own stories reflecting their feelings about refugee crisis. For example, a
Moroccan NGO paid tribute to Alan Kurdi and recreated the discovery
of three-year-old’s body and in Gaza, Palestinians paid tribute to Kurdi
by building a giant sand sculpture of him in his characteristic blue and
red clothes. In Frankfurt, German artists painted a mural of Alan Kurdi
on a wall next to the European Central Bank headquarters.

22. Artists Around The World Respond To Tragic Death Of

3-Year-Old Syrian Refugee.

23. Cartoonists respond to image of Aylan Kurdi.

24. Unpacking artistic responses to the Alan Kurdi image.

25. A graffiti depicting the drowned Syrian toddler Aylan Kur-

di in Brazil.
26. Tribute: A giant sand sculpture of the little Aylan in Gaza.

4.2 The Power of Actors’ Personal Stories

The second representational theme emerged centres on the personal
stories that are, at their core, human. “Their power may be related to
people’s tendencies to match other people’s emotions” (Carstarphen,
2004, p.183). The most powerful way to reach an audience is through
the actors’ emotions. Personal stories influence minds, motivate action,
improve understanding, develop empathy with the “other” and help peo-
ple feel bonded and connected to the “other” at an emotional level. They
touch people because they express real and personal experiences, feel-
ings and meanings. “Personal stories are windows through which we
can see and feel the other side and their life experiences” (Carstarphen,
2004, p.184). This research sheds some light on that and suggests that
sharing personal stories associated with the tragic death of the three
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year old boy may be a key process that encourages acknowledgement,
awareness and attitude change. Personal stories break through the peo-
ple’s stereotypes and fears toward the other side -the refugees- by help-
ing them. People begin to understand and recognize the other’s per-
spectives, needs, values and core concerns and naturally connect with
the emotions they are expressing. Through this process, they begin to
empathize with the other and often recognize echoes of their emotions,
their own values in the postings of others.

A dramatic family story and in-depth interviews with people whose life
experiences and feelings touch readers and give the insights into their
minds and hearts. The articles humanize the case in point by giving the
full background story. For example, news articles analyzed place an
emphasis on the personal stories and report Alan Kurdi’s story, the tes-
timony of the photographer behind image of dead Syrian boy, the story
of Alan Kurdi’s father, the statement of Police Officer who discovered
Alan’s body and the testimony of Alan’s aunt Fatima Kurdi.

4.2.1 Alan Kurdi’s Story

A story evolved beyond the tragic fact of Alan’s death associated with
the widespread anguish and outrage it had provoked as illustrated in the
following extracts of the news articles:

27. Alan Kurdi’s Story: Behind The Most Heartbreaking Pho-
to of 2015.

28. The story behind the images that shocked Europe.

29. That Little Syrian Boy: Here’s Who He Was.

30. Aylan Kurdi, 3, was found on a Turkish beach in sneakers,
blue shorts and a red shirt after the small rubber boat he
and his family were in capsized in a desperate voyage from
Turkey to Greece.

31. Aylan died along with 5-year-old brother Galip and his
mother, Rehan, leaving their distraught father, Abdul-
lah, to cope with his sudden, overwhelming loss. He said
Thursday he wanted one thing and one thing only: to sit by
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33.
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the graves of his wife and children.

The drowned boy was 3-year-old Aylan Kurdi, from Syr-
ia, part of a group of 23 trying to reach the Greek island
of Kos. They’d set out in two boats on the 13-mile Aege-
an journey, but the vessels capsized.

Aylan Kurdi’s 5-year-old brother, Galip, also drowned,
as did the boys’ mother, Rehan. Their father, Abdullah,
survived. In all, five children from that journey are re-
ported dead.

4.2.2 Photographer behind image of dead Syrian boy

On 2nd September 2015 it was Nilufer Demir, a photographer work-
ing for Turkey’s Dogan News Agency, who came upon Alan’s body
while crossing the beach in Bodrum. She explained the reason for tak-
ing these memorable pictures and discussed in the following extracts
of news articles:

34.

35.

36.

37.

38.

39.

Photographer behind image of dead Syrian boy: “I want-
ed to express his silent scream”.

Photographer who took picture of drowned toddler Aylan
Kurdi says she had to “make this tragedy heard”.
Photographer describes ‘scream’ of migrant boy’s ‘silent
body’.

The best thing to do was to make this tragedy heard. At
that moment, when I saw the three-year-old Aylan Kurdi,
I was petrified. He was lying lifeless face down in the
surf, in his red T-shirt and dark blue shorts folded to his
waist. The only thing I could do was to make his outcry
heard. When I realised there was nothing to do to bring
that boy back to life I thought I had to take his picture ...
to show the tragedy.

There was nothing left to do for him. There was nothing
left to bring him back to life. I did the only thing I could:
I raised her camera and began shooting.

There was nothing to do except take his photograph ...
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and that is exactly what I did. I thought, this is the only way
I can express the scream of his silent body.

I was on duty and also photographed a group of Pakistani
migrants in an attempt to cross into Greece. While wit-
nessing the tragedy, suddenly we noticed the lying, lifeless
bodies. We recognized the bodies belonged to toddlers. We
were shocked, we felt sorrow for them .The best thing to do
was to make this tragedy heard.

At that moment, when I saw the three-year-old Aylan Kur-
di, I was petrified. He was lying lifeless face down in the
surf, in his red T-shirt and dark blue shorts folded to his
waist. The only thing I could do was to make his outcry
heard.

He was laying on the beach the same way. He also had his
shirt, his shorts and shoes on. They had nothing - no life
vest, no arm floats, no life buoy to keep them floating on
the water. This actually revealed how tragic that moment
was. [ thought the only thing for me to do was to take their
photographs to make sure Turkey and the world sees this. |
didn’t think it would bring this much attention when I was
taking the photograph. However, with the pain I felt when
I saw Aylan, the only thing on my mind was to pass along
this to the public. I didn’t think anything else. I just wanted
to show their tragedy.

4.2.3 Alan Kurdi’s father on his family tragedy

The father of the family, the only survivor, described the desperate or-
deal to save his family and revealed the heartbreaking story of family’s
last moments:

43.
44,

I should have died with them.

My kids were the most beautiful children in the world. My
kids were amazing. They woke me up every morning to
play with them. They are all gone now.

I took over and started steering. The waves were so high
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and the boat flipped. I took my wife and my kids in my
arms and I realized they were all dead.

46. All I want is to be with my children at the moment.

47. The Turk [smuggler] jumped into the sea, then a wave
came and flipped us over. I grabbed my sons and wife and
we held onto the boat.

48. We stayed like that for an hour, then the first [son] died and
I left him so I can help the other, then the second died, so
I left him as well to help his mom and I found her dead...I
spent three hours waiting for the coast guard to come. The
life jackets we were wearing were all fake.

49. T was holding my wife’s hand. But my children slipped
through my hands. It was dark and everyone was scream-
ing.

50. I'tried to catch my wife and children but there was no hope.
One by one, they died.

51. T will stay and fight for Kobani, fight for the family I have
left and for my people. I feel like I have lost everything,
that my life is over, but I must fight and struggle for what’s
left.

4.2.4 Police officer’s story

Mehmet Ciplak, the Police Officer, who discovered Alan’s body and
carefully carried him out of the water, speaking about the tragedy de-
scribes the moment he realized the three-year-old was dead. He was
pictured carrying the lifeless three-year-old from the beach in Bodrum
in an image, which prompted international outrage over Europe’s mi-
gration crisis.
52. I was just doing my job.
53. When I saw the baby on the beach, I approached the baby
and said to myself: “Dear God, I hope he’s alive”.
54. When I found out he was dead, I was crushed deep down
inside.
55. It was a terrible sight, it was a terrible loss.
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I am a father of a six-year-old boy. I thought of my own son,
the moment I saw the boy.

I put him in my son’s place. There was an indefinable pain.
I didn’t see the photographer and didn’t know the picture
was being taken.

4.2.5 Alan’s aunt Fatima Kurdi

Alan’s aunt Fatima Kurdi, who lives in Canada shared her story and said
in statements:

59.

60.

61.

When the boat flipped upside down and the waves kept
pushing down, those two boys were in his arms.

He tried with all his power to push them up above the wa-
ter to breathe and they screamed: “Daddy, please don’t
die”. Mr Abdullah realized Galip had died, so he let him
go. He tried to save the second one, Aylan. He looked at
him and there was blood coming from his eyes. So he
closed his eyes and he let him go. He looked around for his
wife. She was floating in the water.

The funeral was very hard for him, I wish I was there for
him. He felt lonely not to have his sisters, brothers and dad
with him. But he understands because of the war we are
all in separate places. But he said he has lots and lots of
relatives with him. He really appreciates their help and 1
want to thank them so much too. He is so proud of his kids
— that they are the wake up call to the world, he is proud of
them because they will make it better for other Syrians in
desperate need.

5 Conclusion

Although much debate revolves around the idea of the publication of the
photo of Alan Kurdi, whether or not a photo of a child should be cir-
culated, the present study reconstructed this notion by revealing an ex-
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traordinary wave of sympathy and compassion expressed through media
and by demonstrating that media language is not neutral. Throughout
all the detailed text analyses an analytical framework emerged which
shows how the micro-level analytical categories are linked to the mac-
rostructures at work. Within such a context, this study revealed that
there are major similarities in the micro-linguistic categories used in
the representation of the drowned refugee boy by the Greek online me-
dia, e.g. loaded words, metaphors, as well as the overall communicat-
ed messages are similar and the macro-structural contexts behind the
processes of interpretation of these discourses play a determining role
in transferring certain meanings and they all contribute to a similar
construction of this tragic story, which means that the issue became a
symbol of the refugee crisis and should be taken up in a basic human
rights perspective.

As noted above, our findings suggest all the articles analyzed in our
study as mediated emotional and humane narratives of the dramatic sit-
uation and actually include a rich variety and situated uses of emotional
words and metaphors. This paper identified and documented the use
of emotional representations as the narrative focus in news headlines
and stories. Refugee emotions were featured in the Greek journalistic
discourse and appeared from the narrative as a point of solidarity to the
plight of these vulnerable people. Based on the above analysis, one can
safely argue that emotive language is widely used and alongside with the
heartbreaking photos of Alan Kurdi’s lifeless body is intended to inspire
emotion in the recipient. In this major humanitarian story and in partic-
ular in this corpus data analyzed, we see journalists informing and pre-
senting humanitarian aspects and realities of the tragedy, in other words
we see journalists living the story rather just telling it. This engagement
becomes apparent through the use of dramatized and strongly stigma-
tized words and phrases with clear focus on verbal structures. Besides,
the choice of a verbal against a nominal structure shows a deeper blend-
ing and participation of the descriptor in the event that is transferred in
a wide audience. In contrast, the choice of a noun demonstrates a more
descriptive function of the discourse by the user, who is usually distant
from the event. It is clearly observed the media’s attempt to humanize
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the impact of war and the drama of millions of refugees expressing
emotional outbursts ranging from anger, empathy, grief, shame, revul-
sion, activism of media coverage. Without the media’s interference and
emotional discourse, the only thing that is displayed in the photo of
Alan Kurdi, is a death of an anonymous child. With more context and
specific linguistic approach, the pain of the child and his family’s tragic
situation becomes an opportunity for the reader to sympathize. In this
case, Alan Kurdi was no longer another anonymous death but become
a symbol of Europe’s refugee crisis. These shocking and disturbing
pictures were a particularly powerful means of communication, haunt-
ed and captivated us, whereas media narratives helped us understand
them. These photographs struck an emotional chord with viewers and
served as a wakeup call for citizens and governments in Europe to find
ways to help the thousands of refugees.

Our conclusions are subject to limitations. A larger sample size,
achieved by choosing a longer timeframe or including more publica-
tions could have increased the validity of our conclusions. Our analysis
included only online news and therefore cannot be taken as representa-
tive of the wider media’s role in representing the emotional responses.
Our approach consisted of critical discourse analysis, which is more
oriented towards providing a critical perspective and carried out a close
analysis of a small sample of texts in the corpus, identifying discursive
strategies such as labeling social actors, forms of argumentation and
strategies of intensification or mitigation. “Corpus linguistics method-
ology can also be used to triangulate the findings of Critical Discourse
Analysis studies, which allows for a higher degree of objectivity and en-
ables the researcher to approach the texts (relatively) free from any pre-
conceived notions regarding their linguistic or semantic pragmatic con-
tent” (Gabrielatos & Baker, 2008: 7). A corpus approach guards against
the accusation that critical discourse analysts could “cherry-pick” or
intentionally select data or linguistic features for analysis to prove as
preconceived point (Baker & Levon, 2015, p. 222). Van Dijk (2006, p.
115) describes his approach to Critical Discourse Analysis as having
a “theoretical framework that is multi-disciplinary, articulated by the
fundamental triangulation of discourse, cognition and society”, while
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Wodak (2007, p. 210) notes that “one of the most salient features of the
discourse —historical approach is its endeavor to work interdisciplinary,
multimethodically and on the basis of a variety of different empirical
data as well as context theories”. Such an approach is described by Bak-
er et al. (2008) as a “useful methodological synergy”. Additionally, the
image had a significant effect on shifting public perception to the Syrian
refugee crisis as well as sparking a debate around the ethics of the circu-
lation of such images. Further research might analyze the multitude of
underlying, connected, contradicted and changing emotional responses
and the contrasting ideological perspectives expressed through the me-
dia before and after the initial circulation of the photo, might capture
the dynamically changing frame surrounding the dramatic situation
and might reflect the problematic nature of the photograph, weighing
up its potential power to offend as well as move hearts. The story behind
his tragic death is more complicated than it first appeared. Linguistic
report on emotions poses special challenges for journalistic objectivi-
ty for various reasons. Substituting facts and evidence with words that
evoke emotions is considered to be an attempt to manipulate others into
accepting the truth of the arguments. However, journalists do not em-
phasize on crisis according to humanitarian need or objective levels of
severity, but rather by emotive stories, by powerful images, by human
drama. In other words, they select and publish news stories based on
their experience of what sells papers and what the public wants to read.
So, the question remains whether the use of emotive language represent
a moralizing function or a commercial promotion of the journalistic
discourse.

Concluding, we had to deal with an extremely interesting case of switch-
ing primary and secondary functions of the language, such as language
ideology, propaganda, socio-poetic function and the commercial func-
tion of language.
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Appendix*!
1.
http:/www.mixanitouxronou.gr/pagkosmia-friki-prokali-i-iko-

na-tou-nekrou-pediou-pou-xevrastike-sta-tourkika-paralia-kiyiyavu-
raninsanlik-i-anthropia-xevrastike-stin-akrogialia-o-titlos-tou-hast-
ag-sta-mesa-kinonikis-diktiosis/

The image of the toddler’s death washed up on a Turkish beach caused
an international outcry. “Humanity washed ashore”, Hashtag's title across

social media.
02/09/2015

2.

http:/www.protothema.gr/world/article/505307/nekroi-11-prosfuges-me-

ta-ti-vuthisi-skafon-pou-tous-meteferan-pros-ko/
Shocking images of drowned Syrian boys washed ashore sparked an in-

ternational outrage

They were part of a historic flow of refugees from the Middle East to Europe
attempting to reach the Greek island Kos

02/09/2015

3.
http://www.thetoc.gr/koinwnia/article/sugklonistiko-ntokoumen-
to-apo-tin-tragwdia-twn-prosfugwn-sto-aigaio

Images of shame cause international outrage, Merkel wake up

2/9/2015

4.

http:/www.newsbomb.gr/kosmos/news/story/621046/ta-skitsa-gia-ton-

mikro-ailan-poy-prokaloyn-anatrixila-photos
Heartbreaking cartoons inspired by images of Aylan Kurdi cause outcry

(photos)
3/9/2015

21 This Appendix lists the published online Greek news articles along with their links, publication
dates and headlines, which were translated into English for the purposes of this paper.
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5.
http:/www.enikos.gr/international/337569/pagkosmio-symvolo-tis-trago-
dias-sti-mesogeio-to-3xrono-angeloudi-photo

The photograph of the three-year-old angel became the defining symbol of
the tragedy in the Mediterranean sea- PHOTOS

3/9/2015

6.

http://www.enikos.gr/society/337554/i-tragiki-istoria-piso-apo-tis-pho-

to-pou-sygklonizoun
The tragic story behind the most heartbreaking PHOTOS

3/9/2015

7.
http://www.newsit.gr/kosmos/to-mikro-agori-poy-sokare-ton-kosmo-
ayti-einai-i-istoria-toy/1442122/

The little Syrian boy that shocked the world: Here’s Who He Was
03/09/2015

8.

http://www.protothema.gr/world/article/505609/pagosmio-sok-apo-tin-

eikona-tou-nekrou-paidiou-stin-alikarnasso/
The story of children washed up ashore shocked the world

03/09/2015

9.

http://www.tovima.gr/world/article/?aid=734348

Aylan Kurdi’s story “moves” Europe

Heartbreaking message of the father: My children slipped through my hands
03/09/2015

10.
http://www.koutipandoras.gr/article/o-trihronos-ailan-stoiheionei-tin-ey-
ropi

Image of the three-year-old Aylan “moves” Europe

3/9/2015
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11.
http:/www.mixanitouxronou.gr/ta-pedia-mou-glistrisan-apo-ta-cheria-
i-sigklonistiki-martiria-tou-patera-tou-mikrou-sirou-pou-pnigike-stin-
tourkia-to-plio-vithistike-epidi-kapii-ek-ton-epivenonton-sikothikan-
apo-tis-t/

"My children slipped through my hands”. The father of the little Syrian
boy described the heartbreaking story of family’s last moments: “The
overloaded boat flipped”

03/09/2015

12.
http:/www.protothema.gr/world/article/506120/aylan
Can the photo of Syrian refuge Aylan Kurdi change the world?

When the little boy was dreaming a better future
04/09/2015

13.
http://www.avgi.gr/article/10937/5815425/synklonizei-o-thana-
tos-tou-3chronou-prosphyga-ailan-kournti-photographies-

The death of the three-year-old Syrian boy Aylan Kurdi sparks outcry
(photos)

4/9/2015

14.

http://www.lifo.gr/mow/media/74727

Photographer who took the shocking image of dead Syrian boy: “At that
moment, I was petrified”

4/9/2015

15.

http://www.inewsgr.com/203/terastio-kyma-allilengyis-met-tin-eiko-
na-tou-mikrou-ailan.htm

Compassion towards refugees after the publication of Aylan’s image
5/9/2015
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16.
http://www.mixanitouxronou.gr/skeftika-ton-diko-mou-gioexomologite-
o-astinomikos-pou-vrike-to-apsicho-soma-tou-mikrou-ailan/

“I thought of my own son”, says the Turkish police officer who found the
lifeless body of little Aylan Kurdi
6/09/2015

17.
http://www.newsbeast.gr/world/arthro/1938548/terastio-glipto-tou-
mikrou-ailan-se-paralia-tis-gazas

Tribute: A giant sand sculpture of the little boy in Gaza

7/9/2015

18.
http://www.newsbeast.gr/world/arthro/1937375/to-apsicho-soma-tou-
mikrou-ailan-se-gkrafiti-sti-vrazilia

A graffiti depicting the drowned Syrian toddler Aylan Kurdi in Brazil
7/9/2017

19.
http://www.enikos.gr/international/338533/sygklonistiki-diamar-
tyria-gia-ton-mikro-ailan-photo

Protest over the little Syrian boy Aylan-PHOTOS

8/9/2015

20.
http://news247.gr/eidiseis/kosmos/news/to-charlie-hebdo-prokalei-anti-
draseis-me-skitsa-gia-ton-mikro-ailan.3664900.html

Outrage over Charlie Hebdo cartoon of Syrian drowned boy

15/9/2015
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H. P. Lovecraft is best known and most studied because of his Cosmic Horror, and his develop-
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H. P. Lovecraft and his Science Fiction-Horror

No one need wonder at the existence of a literature of cosmic fear. It has
always existed, and always will exist. (Lovecraft, 2000a, p. 425)

In the present article, and after offering what may probably be the most
important ideological reasons that contributed to an underestimation of
H. P. Lovecraft by some other fellow writers and critics until mid-60’s,
there will be a brief exposition of the poetics of Lovecraft regarding his
Cosmic Horror, which also assists to explain this critical refusal, con-
fining him to the Horror genre.! Afterward, this study will be focused
on his Science Fiction (SF) writing, which started in 1917 with his short
story “Dagon”. The second part will address his SF, from themes, mo-
tifs and elements to the use of science in his works. The last section will
cover the description of his Science Fiction stories;* followed by some
comments to other literary texts that do not clearly belong to the genre.

Like other authors in the past, such as, Miguel de Cervantes, Oscar Wil-
de, or Bram Stoker, the figure of H. P. Lovecraft has been subjected, for
many years, to very strong opposition, as much for his radical political
and social ideology, as for his devotion to the rhetoric of Lord Dunsany
and Edgar Allan Poe, underestimating some writers of his time, all of
which lead to very negative remarks against both, his person and his
works (Cannon, pp. 123-125), and placed him under the prejudgments
of many critics and academics in the early and mid-20th century. Love-
craft is best known and most studied due to his Cosmic Horror;* howev-
er, this study proposes a delimitation and general analysis of the Science

1 This article is an improved expansion and modified version of 5 pages from my PhD thesis, written
in Spanish.

2 Due to space limitations I am going to rely to the reader’s knowledge of Lovecraft’s stories, as a
full scale of examples would require, at least, twenty pages more.

3 In this article, the term cosmic —accepted by scholars and the general public— is preferred to
cosmogonical, although the adjective cosmogonical would be more accurate, and implies a merger
between the mythical explanation of the origin of the universe, and the discipline of Astronomy, which
is the logos of the writing of Lovecraft, and a basic theme to the unifying thread. His horror, inspired by
the Cosmic Horror of Arthur Llewellyn Machen, leads to the union of Myth and Cosmic Science. For a
complete explanation of the cosmogonical in H. P. Lovecraft, see his own letters in Joshi & Schultz (pp.
208-213).
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Fiction of Lovecraft, and the important contribution of this author to
the genre, as one of the most —and perhaps the most— relevant intro-
ducers of Horror into Science Fiction. This article arises from the fact
that although Sam Moskowitz (pp. 243-260) included some works of the
Lovecraft’s Science Fiction within that genre, the ongoing discussion
still continues, as, for instance, Ann and Jeff Vandemeer (Simmons,
p. 2), China Miéville (p. 510), and Dziemianowicz (p. 194) argue that
Lovecraft belongs to a subgenre of horror, in which he is the master:
Cosmic Horror. In his article, Miéville explored the Weird in Lovecraft
and stated that the presences in Lovecraft are nothing but weird (p. 512).

Along with the publication of his works in the always ‘questionable
quality’ attributed to pulp magazines, his collaborations (Cannon, pp.
8-9), and the Puritanism of some critics, who attacked most of the writ-
ings of Lovecraft enervated with his materialism (Scheffler, pp. 22-27),
perhaps one of the main reasons behind the opposition to Lovecraft lie
in his political and ethnic ideas, as during his youth, he showed strong
racist beliefs toward, what he considered, non-integrated foreign ele-
ments of American society.* In addition to that, his comments on Mus-
solini created an atmosphere of very negative criticism.> Very enlight-
ening are his own words about this subject in a letter dated back to 1915,
which clearly states the supremacy of the Teutonic race, expresses his
repulsion toward Jews, and insults African Americans (Joshi & Schultz,
pp. 63-64). Such words, and some comments on Adolf Hitler, did not
particularly favor his acceptance, like in one of his letters, in which
he welcomed the victory of the German Communist Party (Lovecraft,
1991 vol. 5, p. 390), in a rather naive manner. More signs of xenophobia
can be tracked in other letters, dated to 1925 and 1926, in which he
attacks other races (Joshi & Schultz, pp. 179-181). All these previous
comments led him to defend the purity of every race at all costs, as the

4 There is nothing to be added here on this matter, for there are dozens of studies related, somewhat,
to his racism, some of them very extensive. Among them, it could be worth mentioning the early
psychoanalytic study on Lovecraft’s works by Lévy, published in French in 1972; the later article
by Buhle, dated to 1976; the semiotic analysis of his xenophobia through his writings developed by
Sondegar in 2002; the doctoral thesis entitled Communal decay, narratological and ideological analysis
of H.P. Lovecraft’s fiction, defended by Pérez de Luque in 2013, where the doctoral candidate explores
the narratological impact of Lovecraft’s racism on his writing; and the latest article entitled “Prosthetic
Pasts: H. P. Lovecraft and the Weird Politics of History”, by Fiona Price, dated to 2016.

5 Lovecraft defends Mussolini’s Fascism in a letter to Anne Tillery Renshaw, dated to 1921. See
(Joshi and Schultz, (2000, pp. 115-116).
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contrary ends in the destabilization of the culture of any nation (Love-
craft, 1991 vol. 4, p. 249).

In his later years, he moved from a radical conservatism to a modern-
ized model of Socialism, defending some Socialist policies, such as, un-
employment benefits, retirement pensions, and reduced working hours,
among others. To further complicate his social acceptance, he defended
a kind of Platonic oligarchy by which only cultivated people would be
entitled to vote, and he maintained, in a letter dated to 1931, that democ-
racy was a political system of control:

Democracy in a complex industrial civilization is a joke —since
it means nothing but the concentration of all resources in the
hand of a few capable plutocrats, and the subterraneous rule of
this group under the outward forms of democracy.

(Joshi & Schultz, p. 313)

In a letter dated to 1933, he claims that Hitler was an unscientific ex-
tremist who fantasized that any racial branch could be reduced to its
theoretical purity, and that the Nordic lineage is intellectual and aesthet-
ically superior to all others, “but the anti-Nazis are too pounding when
they maintain that these points justify precisely the opposite extremism
[...] The races are equal, but vastly different.” (Joshi & Schultz, p. 325-
326)

His stance on foreigners evolved over time; but these extremist ideas
compromised his reputation in the literary culture, and downgraded his
status among academics.® On the other hand, it should be noted that
this racism collides with some facts in his personal life, given that he
married a Jewish Ukrainian woman named Sonia Haft Shafirkin, and
he had friends of Irish and Latin American background.

Another possible reason lies in his public contempt for the prose of his
time, and his praise of the rhetoric of previous authors.” And as it might

6 For more information, see Cannon (1989, pp. 123-125).
7 For a genuine example criticizing the prose of Hemingway and Carlyle, and praising that of Swift,
Steele and Addison, see the letter in Lovecraft (1991 vol. 4, pp. 32-33).
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be expected, many literary critics of his contemporary newspapers sav-
aged his art,® rather than separate the person from his creation. The
most notorious examples are found in the vicious attacks of Edmund
Wilson in the sixties (Harman, 2012, p. 7), and Colin Wilson (Joshi,
1991, p. 1). Fortunately, academics started to study the works of H. P.
Lovecraft at the end of Twentieth Century separating his political and
social convictions. It cannot be always said the same of general pub-
lic, as, for example, the World Fantasy award trophy will no longer be
modelled on H. P. Lovecraft after the polemic created during the World
Fantasy Convention held in 2015, in Saratoga Springs (Flood, 2015).

Concerning his poetics, until 60s, to some writers, his rather archaic
rhetoric, next to his innovative themes and Mythopoetic seemed to rele-
gate him to an involuntary parodist of Poe (Borges, 1995, pp. 142). An-
other example is given to us by Julio Cortazar, who opposes his vision
of ‘neo-fantastic’ to Lovecraft’'s Cosmic Horror, and he misinterprets
the Providence author attributing him incorrect examples of the sets,
and the insertion of ‘furry critters’. As a matter of fact, Lovecraft uses
realistic descriptions of New England in most of his narrative, and there

is only one hairy monster in two different stories written by his own
hand.’

Lovecraft occupies the empty space between British Gothic Literature
and American horror: “While the American cosmism was derived from
spatial latitude, Britain depended on its own antiquity to gain the same
literary sense.” (Shreffler, 1997, pp. 9-10) The British Gothic Horror
focuses on a supernatural event or a series of supernatural events. In
Lovecraft, and in his own words, realism is poured into the descriptions
to create the enabling environment for the supernatural event (Love-

8 For further information, see Cannon (1989, pp. 123-126).

9 Translation from the original Spanish text into English: “While there is a huge audience that
admires the fantastic tales of Lovecraft —public will feel horrified by what I’'m about to say—, to me,
personally, it is of no interest to me at all, because it seems to me a fully manufactured and artificial
fantastic ... Lovecraft starts by creating a scenery which it is already fantastic, but anachronistic, it
seems to belong to the Eighteenth or Nineteenth Century. Everything happens in old houses, wind-swept
plateaus or vapors invading the horizon. And once you have terrorized the naive reader, he begins to drop
some furry critters and mysterious curses of gods, who were very fine two centuries ago when it made
anyone tremble, [...] to me, the fantastic is something very simple that can happen in the middle of every
day’s life.” (Alazraki, 2001, pp. 273-274)
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craft, 2000a, pp. 426-427), presented from the scientific reasoning, and
beyond natural means. Thus, the horror of cosmological influence traps
the characters in a circle without end (Gonzélez Grueso, 2013, pp. 96-
97, 110-111).

Lovecraft’s stories have been for very long time distributed into two
categories: first, the stories of New England, and second, those of the
Cthulhu Mythology. This classification comes from his dear friend and
writer August Derleth (Shreffler, 1997, pp. 22-24). Shreffler named the
following titles as the members of the second group: “The Nameless
City” written in 1921, “The Festival”, written in 1923, “The Call of
Cthulhu”, written in 1926, “The Colour Out of Space”, written in 1927,
“The Case of Charles Dexter Ward”, written between 1927-1928, “The
Dunwich Horror”, written in 1928, “The Whisperer in the Darkness”,
written in 1930, “The Shadow Over Innsmouth”, written in 1931, At
the Mountains of Madness, written in 1931, “The Dreams in the Witch-
House”, written in 1932, “The Thing on the Doorstep”, written in 1933,
“The Shadow Out of Time”, written in 1934, and “The Hunter in the
Dark”, written in 1935. Shreffler based this binary classification on the
idea that these writings are interconnected and have a common theme,
which is that an extraterrestrial raze of creatures, the Old Ones, popu-
lated the Earth a long time ago, and that there are religions on this planet
that prophesy their return (Shreffler, 1997, p. 23). However, the stories
number 2, 4, 5, 6, 7, 8 and 9 have no explicit news on the Old Ones. On
the other hand, a careful reading of the author’s account shows that New
England appears in almost all his stories. Arkham y Kingport are noth-
ing but versions of Salem and Marblehead (Cannon, 1989, p. 349). The
forests described in his short stories and novellas are very characteristic
of that region, with abundant greenery, with sweeping views from the
mountains that perhaps, at those times, also maintained an isolated and
somewhat wild environment from civilization. Lovecraft knew how to
idealize it, by creating a perfect stage for developing psychological hor-
ror scenes. His horror to the familiar unknown,' is reflected in the de-
scriptions of the forests, plains, valleys and mountains, which become

10 For more information regarding different types of horror employed by Lovecraft,
see: (Gonzalez Grueso, 2017).
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the nest of something else. Even it is the key element in some stories,
for instance: “The Dunwich Horror” (1929), “The Lurking Fear” (1923),
“The Picture in the House” (1919), or “The Whisperer in the Darkness”
(1931).

The vestiges of Lovecraft can be traced by his influence in coming writ-
ers like Clive Barker or Stephen Edwin King. It would be very difficult
to imagine the Horror genre back in the 30’s, both literary and cinemat-
ic,'" without certain themes and elements created between Edgar Allan
Poe, Lovecraft and Robert Albert Bloch, and the ominous horror of cos-
mological influence that he knew so well to imprint in his works. These
themes and ‘core’ elements, some of them taken from the oral tradition,
are the deep caves riddled with monsters; flocks of crows squawking
deafeningly to the dead; the deep and lush forests, in which something
demonic dwells; the Salem process and the burning of witches; extra-
terrestrial beings inhabiting submerged cities that favored the possible
explanation to the mysterious sinkings in the Bermuda Triangle; the
idea that aliens visited Earth in the ancient past and had genetically en-
gineered humankind;'? and zombies, even though they were created by
Mary Shelley in a primitive form, with H. P. Lovecraft and his “Herbert
West-Reanimator” (1922), gained enough popularity to generate its own
kind of film and literature, and gave them their form and behavior by
which we recognize them now.

Concerning his style, H. P. Lovecraft uses an extremely meticulous real-
ism for his accurate descriptions of the sets, which is needed to achieve,

according to Lovecraft, the effect of the fantastic:

In writing a weird story I always try very carefully to achieve

11 An example of this is the book published by Charles P. Mitchell, entitled The complete HP
Lovecraft filmography (2001), which is a journey through the influence of Lovecraft over film industry
until 2001, both directly and indirectly. Some other relevant titles could be added since that year: The
Mist (2007), directed by Frank Darabont; the Cloverfield series (2008, 2016, 2018), by Matt Reeves, Dan
Trachtenberg, and Julius Onah; the Monsters series (2010, 2014), by Gareth Edwards; The Shrine (2010),
by Jon Knautz; The Cabin In The Woods (2012), by Drew Goddard; Prometheus (2012), and Alien:
Covenant (2017), by Ridley Scott; Banshee Chapter (2013), by Blair Erickson; Europa Report (2013), by
Sebastian Cordero; The Thing on the Doorstep (2014), by Tom Gliserman; The Void (2016), by Jeremy
Gillespie and Steven Kostanski; among others.

12 See Colavito (2005).
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the right mood and atmosphere, and place the emphasis where it
belongs. One cannot, except in immature pulp charlatan—fiction,
present an account of impossible, improbable, or inconceivable
phenomena as a commonplace narrative of objective acts and
conventional emotions. Inconceivable events and conditions have
a special handicap to overcome, and this can be accomplished
only through the maintenance of a careful realism in every phase
of the story except that touching on the one given marvel.
(Lovecraft, 1937)

Sunand Tryambak Joshi suggests that “His early work is ‘overwritten’
in a way he himself later deprecated; but the later Lovecraft prose is as
precise, musical, and evocative as anything out of Dunsany or Machen,
his stylistic paragons.” (p. 33). It is not a coincidence that all but two
pieces of Lovecraft’s Science Fiction —‘Dagon (1917), and “Beyond the
Wall of Sleep” (1919) — were written later than 1922, his more produc-
tive period. The full awakening of his Science Fiction took place later,
when he returned to Providence on the 17th of April 1926 from a very
shocking time in New York, which forced him into a cure in Sarasota
Springs, between the 23rd of February and the 19th of March 1925. That
precise style of Lovecraft’s writing mentioned before coincided with
his final reclusion in Providence, away from the contemporary world.
That is the time when he developed completely his Science Fiction. He
started to publish his most famous and most acclaimed stories since
1927, when he change his literature from Horror with some scientific
additions to a new sub-genre of Science Fiction: Science Fiction-Horror.

1 Science Fiction

It seems that, given the previous assertions and data, Lovecraft has been
misunderstood during many years by part of the scholars, regarding
his production as SF writer, relegating him, exclusively, to the Horror
genre. It is accepted among most of the specialists that he wrote Science
Fiction works; however, only a few of them regarded him as a writer of
both genres. Sam Moskowitz and Fritz Leiber, in 1963, were the first
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to point out this remark, after that, S. T. Joshi since 80’s until now, and
other critics such as, David Oakes (2000), Paul Halpen and Michael
C. LaBossiere (2009), Gonzalez Grueso (2013), and Rebecca Janick-
er (2014),"* have continued this approach to his writings. This article
will propose a definitive proof of the assertions and comments made
by previous authors, by identifying below the rhetorical characteristics,
themes, motifs, and elements —some of them mentioned by Moskowitz
(244-259) and Oakes (29-62) — needed for any science fictional work in
order to be classified as such." Later on, and as a summary of a previous
analysis, the required use of the science will be exposed and accurately
noted.

Lovecraft employs terminology and rhetoric of diverse scientific knowl-
edge, and he even writes one of his novels as a report, from the begin-
ning to the end.”” The narrative and expositive discourse are juxtaposed,
and sometimes, especially when scientists explain phenomena, whether
or not storytellers, the expositive discourse displaces the literary narra-
tive.'® In addition to the detailed explanation, Lovecraft uses the argu-
ment of authority,"” discusses different hypotheses,’®* compares exam-
ples which serve to justify some of those assumptions,” and utilizes

13 Janicker, in this book, is focused on the motif of the haunted house, mainly in Richard Matheson’s
A Stir of Echoes (1958) and Earthbound (1982), Lovecraft’s “The Dreams in the Witch House” (1933),
and Stephen King’s The Shining (1977) and Bay of Bones (1981). Even though very interesting and
clever, this study does not add valuable information to the purpose of the present article.

14 For more information regarding Science Fiction, definitions, and its relation with the Fantastic
and Horror, see: (Gonzalez Grueso, 2017, pp. 24-45).

15 This feature appears in many author’s narrative works. In At the Mountains of Madness, the text
is a scientific report in which the narrator introduces three digressions and a summary before the last
part.

16 This type of discourse is usually employed by Lovecraft in all his SF texts, for instance: “The
Call of Cthulhu” (1928) (Lovecraft, 1999, pp. 123-124); “The Whisperer in Darkness” (1931) (Lovecraft,
2000b, pp. 218-219); At the Mountains of Madness (1936) (Lovecraft, 1999, pp.18-20); The Shadow Out
of Time (1936) (Lovecraft, 1999, p. 487).

17 See: “The Colour Out of Space” (1927) (Lovecraft, 2000b, p. 471); “The Call of Cthulhu” (1928)
(Lovecraft, 1999, p. 89); “The Whisperer in Darkness” (1931) (Lovecraft, 2000b, p. 164); The Shadow
Out of Time (1936) (Lovecraft, 1999, p. 487).

18 See: “The Colour Out of Space” (1927) (Lovecraft, 2000b, p. 243); “The Call of Cthulhu” (1928)
(Lovecraft, 1999, pp. 133-134); “The Whisperer in Darkness” (1931) (Lovecraft, 2000b, pp. 162-163, 213,
226-227); “The Shadow Over Innsmouth” (1942) (Lovecraft, 2000b, pp. 392-393, 456-459).

19  See: “Beyond the Wall of Sleep” (1919) (Lovecraft, 2000a, p. 43); “Herbert West-Reanimator
(1922) (Lovecraft, 2000a, pp. 158-159); “The Whisperer in Darkness” (1931) (Lovecraft, 2000b, pp.
158-161).
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abundant neologisms.?® He does not employ definitions, except during
the description of a process,* usually biological, medical, geological,
physical, chemical and/or anthropological. Besides, these characteris-
tics of the scientific and academic discourse, he reveals others that do
not belong exclusively to these modes, but they can be found very of-
ten in Science Fiction, and are very representative of this genre: the
combination of simple sentences with logical subordinates (subordinate
adverbial manner, causal, final, concessive ...), supplements to clarify
explanations, passive sentences, and abundance of denotative lexicon
concerning scientific explanations.

Lovecraft creates stories based on scientific evidence, from anthropo-
logical findings,” to electrical machines that kill extraterrestrial be-
ings,” through chemical resuscitation of dead bodies,** alien landings,*
degenerative involutions of human specimens,” or genetic combina-
tions of human beings and alien races.?’ In addition to that, the narrators
of his stories are often scientists and / or scholars, wise, experienced,
calm, and able to observe the strange phenomena, at least initially. That
is, a kind of Super Ego. Nevertheless, sometimes, and especially in his
Science Fiction literature after 1927, the narrators are early career stu-
dents, somewhat, impulsive, and even dreamers. It is no coincidence
that the latter are those who manage to come nearer to horror, getting
caught and dying for it. His characters, in general, try to apply scientific
materialism to unexpected realities, and usually, end their existence in
our dimensions badly, when they get too close to the understanding of
these abnormal phenomena.

Taking into consideration the characteristics specified by Scholes &

20 See: “Herbert West-Reanimator” (1922) (Lovecraft, 2000a, p. 173); “The Colour Out of Space”
(1927) (Lovecraft, 2000b, p. 260); “The Whisperer in Darkness” (1931) (Lovecraft, 2000b, pp. 170, 195-
196); At the Mountains of Madness (1936) (Lovecraft, 1999, pp.19-20).

21 See: “Beyond the Wall of Sleep” (1919) (Lovecraft, 2000a, pp. 38, 43-44); “Herbert West-
Reanimator (1922) (Lovecraft, 2000a, p187-188); “The Colour Out of Space” (1927) (Lovecraft, 2000b,
pp. 241-242); “The Whisperer in Darkness” (1931) (Lovecraft, 2000b, pp. 195-196), “From Beyond”
(1934) (Lovecraft, 2000a, pp. 90-92); “The Dreams in the Witch House” (1936) (Lovecraft, 1999, p. 332).

22 That is the case of “The Shadow Over Innsmouth” (1942).

23 For example: “The Shunned House” (1937).

24  For instance: “Herbert West-Reanimator” (1922).

25 See: “The Colour Out of Space” (1927).

26 For example: “The Rats in the Walls” (1924).

27 “The Shadow Over Innsmouth” is the perfect example (1942).
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Rabkin (1977, pp. 175-186), that have been taken by researchers as the
basis for the description of any SF writing, it can be affirmed that Love-
craft presents the following main themes and motifs:

The American writer introduces different worlds in a manner of travel-
ling by psychic teleportation, as in “The Whisperer in Darkness” (1931);
interstellar travel, as in “In the Walls of Eryx” (1939); interstellar travel
too, but through unknown dimensions, as Azathoth does, one of the su-
preme gods, or Nyarlathotep, the messenger of the gods, who travels in
many of Lovecraft’s stories by this method; dimensional travel through
the dreams that are explained by mathematical formulas, as in “The
Dreams in the Witch-House” (1933); travelling to utopian places, like in
“The Whisperer in Darkness” (1931); and time travel, in “The Shadow
Out of Time” (1936).

Lovecraft portrays organic beings in his Science Fiction stories, who are
inspired not only from ancient mythologies, but from his own Mytho-
poetic. He uses aliens in almost all his works; mutants, such as those
in “The Rats in the Walls” (1924); or the mutant offspring of humans
and aliens in “The Shadow Over Innsmouth” (1942); dead corpses and
reanimated monsters, the so called zombies, such as those in “Herbert
West-Reanimator” (1922), even a robot at the end of “The Whisperer in
Darkness” (1931), that serves as horrific finale of the story.

Interaction between different species can be read in “The Dunwich
Horror” (1929), and “The Shadow Over Innsmouth” (1942), where hu-
mans are mixed with alien beings and procreate new mutant entities.
Another option is the mention of sexual intercourse between members
in first and second degree of the same family, which result in biological
degeneration and regression. Such is the case of “The Lurking Fear”
(1923), and “The Rats in the Walls” (1924).

Lovecraft mostly employed existing machines and scientific discoveries
and / or technology in order to develop scientific hypotheses; however,
in his last story “In the Walls of Eryx” (1939), he displays spaceships,
futuristic weapons and equipment like in other stories of Science Fic-
tion at that time.

51



INTERFACE

Concerning science, H. P. Lovecraft employed elements specified in
previous paragraphs based on science, for he was a great admirer of all
scientific disciplines. At the age of nine, he began his amateur career
in Chemistry, Physics and Astronomy, by publishing small articles and
columns in local newspapers. His knowledge increased in time and he
wrote for Pawtuxet Valley Gleaner (between the 27th of July, and the
28th of December 1906), Providence Tribune (between the Ist of Au-
gust 1906, and the 1st of June 1908), and Providence Evening News
(between the 1st of January 1914, and the 2nd of May 1918).

Philip A. Shreffler (1997, p. 22) states that the Puritan oppression of
his family and the society around him, and his love of science led him
to be agnostic when he could have been an exacerbated atheist in op-
position to such religiousness, especially if we read the following sen-
tence in one of his letters: “the Judeo-Christian mythology is not true.”
(Lovecraft, 1991 vol. 1, p. 60) A few lines later, he makes a recalcitrant
defense of science against pseudo sciences and superstitions that lurked
at that time (Lovecraft, 1991 vol. 1, p. 60). On the other hand, he does
not forget the dangers of science, as it is shown in the first paragraph of
his story “Arthur Jermyn” (1920): “Science, already oppressive with its
shocking revelations, will perhaps be the ultimate exterminator of our
human species.” (Lovecraft, 2001, p. 65). To Lovecraft, as most Science
Fiction writers of his time, the problem lies in the manner science is
used, and also on the objectives pursued; Lovecraft always encouraged
scientists to look for the common good, not for their own self-gratifi-
cation and curiosity. This is, according to Lovecraft, the big difference
between the old and modern scientists, and the reason for the possible
destruction of the human race, both mentally and physically (Lovecraft,
1991 vol. 3, p. 299).

A review of his scientific articles reveals titles like “Science versus
charlatanry” (written the 9 of September 1914), “The Falsity of Astrol-
ogy” (written the 8th of October 1914), and “The Cancer of Supersti-
tion” (written after the 31 of October 1926). He is, ergo, a writer with
empiric conviction, who does not exercise this side of himself in his
literary work. His horror is not based on material things, as for example
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Lovecraft claimed that he wrote Fantastic Literature, and included
Science Fiction:

The interests which have led me to fantastic fiction were very early in
appearing, for as back as I can remember [...] I doubt if I could ever
succeed well in the ordinary kind of science fiction.

(Joshi & Schultz, pp. 345-349)

He maintains in an essay, entitled “Some Notes on a Nonentity” —and
several times in his letters?®— that he writes Fantasy and Science Fic-
tion; he subordinates, consequently, Science Fiction, and confines it to
a sub-genre of Fantasy. He is the son and heir to the British Gothic and
that leads him to a new realm of scientific literature. At the same time,
influenced by his readings of Lord Dunsany, he possesses a strong com-
ponent of Fantasy in his dream travel stories, and in the discoveries of
timeless civilizations, past, present and future. His writings become,
with the inclusion of his Cosmic Horror, a continuing point in the histo-
ry of Science Fiction, and concedes a new approach to the genre. In one
of his letters, Lovecraft wrote that he had a tripartite nature: he loved
the strange and the fantastic on one side, the abstract truth and the sci-
entific logic on the other, and the old and durable (Joshi, p. 110).

Progressing with Lovecraft’s SF, in the following lines, there will be a
brief review of the main scientific theories that he manages in his narra-
tive production, as well as different scientific elements used.

The author proves his knowledge of astrophysical laws unveiled by Al-
bert Einstein, Max Karl Ernst Ludwig Planck and Werner Karl Heisen-
berg (Energy Theorem, the Theory of Relativity, space-time motion,
Theory of Infinity of the universe, ...), as well as references to others,
such as Bernhard Riemann, Harlow Shapley, A. S. Eddington and J.
H. Jeans. Two examples appear in “The Dreams in the Witch-House”
(1933), and “The Shadow Out of Time” (1936), when he produces tran-

28 See, for example, the most representative letter on the issue, a text sent to Frank Belknap Long in
February 1931: (Joshi & Schultz, pp. 257-260).
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scending physical matter journeys using waves that transport souls —or
consciousness—, and a time travel and exchange of characters’ con-
sciousness, respectively.

He employs the theory of Evolution of Charles Darwin and the Theo-
ry of Degeneration spread by H. G. Wells with his The Time Machine
(1895), as it can be read, for example, in “The Shadow Over Innsmouth”
(1942), where alien and human offspring are mixed, resulting in new
entities; “The Dunwich Horror” (1929), where the degeneration of the
mixture of one blood line leads to physiological degradation; and “The
Rats in the Walls” (1924), where that degradation leads even to canni-
balism.

Lovecraft makes use of Microbiology, Paleontology, Geology and Bot-
any, in At the Mountains of Madness (1936), where data from bacteria,
clast and stratum explained an alleged geological and biological evolu-
tion in Antarctica, which is clearly influenced by Ernst Haeckel Nom-
ism.For more information regarding astronomic articles see: Lovecraft
(2005), and Cannon (1989, pp. 213-222).%

He also employs rudimentary Genetics, given the little knowledge that
scientists had at the time, known only through the work of Gregor Men-
del (1869) and Hugo de Vries (1900), mainly. In “The Shadow Out of
Time” (1936), he mentions that social classes of a pre-Pleistocene cul-
ture depended on the genetic characteristics of each individual.

Lovecraft does not limit himself to those fields commented above, and
utilizes Biological Anthropology, and the Anthropological Functional-
ism of Bronislaw Kasper Malinowski, as opposed to the Culturalism
of Franz Boas, who was institutionalized in the USA at that time. The
latter denied that the possibility of multiple phenomena worldwide had
a single origin, and the cosmogony of Lovecraft is rather reductionist
in this regard. He also follows the parameters dictated by Sir James
George Frazer and his proclamation that Myth arises out of the pro-

29 For more information regarding astronomic articles see: Lovecraft (2005), and Cannon (1989,
pp. 213-222).
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cess of natural evolution of religion, and E. B. Tylor, who argued that
the functions of Myth, in order to explain the world, are ends in them-
selves, and the ritual is relevant as an explanation to control the world.
This is part of the essence of the Myths that created the cosmogony of
Lovecraft, and can be traced in every single one of his works of Science
Fiction in the manner of rituals and customs invented by him, which
belong to religions whose human characters worship, and who worship
aliens as Gods.

His knowledge of Chemistry can be observed in “The Dreams in the
Witch-House” (1933), for example, describing chemical processes car-
ried out by the protagonist, where three elements of high atomic weight
appear and were not collected yet in the Periodic Table at the moment.

The use of technology is not as varied as Jules Verne, but Lovecraft re-
veals instruments commonly employed to defeat the enemy, as in “The
Shunned House” (1937). Sometimes, they do carry out amazing acts for
the technology of the time, as in At the Mountains of Madness (1936),
where a bulldozer pierces the land and the Antarctic glaciers, or they
build a machine capable of establishing connections with other realities,
like in the short story “From Beyond” (1934).

Lovecraft utilizes the Scientific Method. His works follows both, a de-
ductive method to the development of the action in the narration, and
the hypothetical-deductive, almost always based on an analytical mod-
el. Two examples are At the Mountains of Madness (1936), and “The
Shadow Out of Time” (1936), respectively. The protagonists, usually,
follow this pattern: first, data collection, then, they construct hypothe-
ses, and subsequently, test the hypotheses, and validate them in the end.
Furthermore, as readers, we can find, for example, deterministic predic-
tions to a very negative ending of the History, and our present world, in
“The Colour Out of Space” (1927).

He employs Parapsychology, a pseudoscience. The telepathy, is a com-

mon form of communication among some extraterrestrial beings, such
as those that define the Great Race.
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The use of music is rather peculiar, and very advanced for his time,
because it is a vehicle to travel between dimensions, and possesses a
close relationship with the violet color that accompanies it. According
to Pythagoras, laws of mathematic harmony also govern the universe;
next to him, Plato supports the same argument (pp. 172-174) in his 7i-
maeus, and Johannes Kepler later also agreed. Although Thomas Young
demonstrated in 1801, that there was no light, but similar waves to light*
(Asimov, 1975, p. 360), during the 19th century, the Theory of the Unit
was followed in the more esoteric lines of science, and it postulated that
the movement was light, heat, sound, etc. More recent findings sus-
tain that the Doppler Effect asserts that sound and light waves behave
similarly to moving objects, as when an object comes to our eyes, the
color occurs, the closer to violet, the more speed the subject carried.’!
Conversely, if the object is moving away, the perception of the retina
changes it closer to red (Asimov, p. 48). This hypothesis can be tracked
when the characters of Lovecraft, moving into the higher spheres, that
is, to other dimensions, or permanent places from outer space, are sur-
rounded by an unthinkable music, and a violet light that transmits heat
in a cold medium, like in The Dream-Quest of Unknown Kadath (1948),
and “The Dreams in the Witch-House” (1933).

2 Science Fiction works

Taking into consideration the analysis and remarks already made, the
short stories, novels and novellas written undoubtedly by the pen of H.
P. Lovecraft could be classified in three different groups, those that be-
long to the Science Fiction-Horror sphere on one side, those that move

30 An exhibition held at the Institute of Astronomy at the University of Cambridge, from 24th to
the 30th of September 2007, allowed visitors to hear the sonic interpretation produced by dark matter
from a cluster of galaxies a billion light years from Earth. For such an experiment, the Institute employed
data from images produced by X-ray of a galaxy cluster, which subsequently were filtered through a
computer program and reproduced through synthesizers. This exhibition, as well as the recent musical
interpretation of the waves that Jupiter emits, and captured by the space probe Cassini, does not prove
that the movement is sound, but reaffirms the insights of Pythagoras, Plato, Kepler and H. P. Lovecraft,
among others.

31 The wavelength of visible light spectrum to the human eye is between ultraviolet light, 3,900
A, and infrared light, 7,500 A, where A is the unit called Amstrom, and it is equivalent to the hundred
millionth part of 1 cm. Therefore, it is not a coincidence that Lovecraft uses the purple light in his
writings.
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on turbulent waters between the Weird literature and Science Fiction
on the other, and finally, those that exist within a sub-genre called
Space Opera. The writings listed below that are closer to the Science
Fiction-Horror sphere consist in some of his works written after his
voluntary exile in 1926, when, as Shultz astutely stated, H. P. Lovecraft
developed his vision of literature from Microcosm into Macrocosm
(Schultz, 2011, p. 215). It is then, when he moved back to Providence
and shared an apartment with his aunts Lilian D. Clark and Annie E.
P. Gamwell, in Barnes St., after the last attempt to leave permanently
Providence, and the suffering of a terrible experience in the Red Hook
district, in Brooklyn. That is the also the time of the beginning of the
end of his relation with his wife, Sonia Haft Greene, and when he wrote
“Supernatural Horror in Fiction”. This key year marked the beginning
of his most prolific period, and a radical change in his writing, when he
moved from a baroque style of Horror, heir of Poe, Lord Dunsany, and
Machen, to SF, although he never abandoned the first. Since here, some
specific arguments will be exposed, which added to previous statements
in this article, may clarify the definitive reasons to classify seventeen
writings into the genre of Science Fiction.

“Dagon” (1917). A cargo vessel survives an attack by a German
“sea-raider” boat during the First World War and is stranded on an is-
land that emerged from the ocean floor. Scientific assumptions appear
here in a race before the Neanderthals, a race of fish men who inhabited
the Earth. In the end, he finds Dagon, a Philistine fish-god, of extrater-
restrial origin.

“Beyond the Wall of Sleep” (1919). This short story tells how an intern
to a psychiatric hospital meets a patient, whose strange physiological
and mental conformation is associated with the degeneration of the hu-
man being. But he gradually comes to understand that this is a man who
receives messages in the form of electrical impulses from outer space.
In the end, the existence of a star in the Algol nova confirms the reason
for the apparent madness of the patient.

“From Beyond” (1934). The main character and stereotypical mad sci-
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entist, thanks to a machine that uses the principle of ultraviolet rays,
contacts with dangerous creatures from another dimension and invisi-
ble to human eyes. This story was written in 1924; however, its thematic
characteristics and rhetoric displayed may well have been reformulated
before its final publication.

“Herbert West-Reanimator” (1922). Here through medical, chemical
and surgical procedures a mad scientist tries to bring life to the dead.
Instead, and after failed attempts, he produces what the contemporary
social imaginary calls zombies.

“The Lurking Fear” (1923), and “The Rats in the Walls”, 1924. H. P.
Lovecraft uses the Theory of Involution to explain the results of repro-
ductive relationships within a family that had reached the state of can-
nibalism, and also psychological and physiological deformities.

“The Shunned House” (1937). The protagonist discovers and destroys
a vampire with acid. This short story offers an alternative explanation
to myths and legends on vampires, because the entity is an alien, and
Lovecraft details the methods employed by this vampire to extract life
from others. Written in 1924.

“Cool Air” (1928). In this text, a scientist stays mentally alive by utiliz-
ing a machine and various chemical processes. It may be affirmed that
from this short story, written in 1926, as well as “The Call of Cthulhu”,
the pure Science Fiction-Horror sphere starts. The previous works listed
seem to be conscious attempts to Lovecraft’s new sub-genre, before his
reclusion, and partial abandonment of his previous poetics influences
-concerning only the mentioned writings.

“The Call of Cthulhu” (1928). It is an account of the findings by a sci-
entific expedition to the tomb of Cthulhu. This story is explained from
a scientific point of view and describes the progress of such expedition.
Written in 1926.

“The Colour Out of Space” (1927). This is a short story of Hard Science
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Fiction. There are no doubts reading the chemical and physical explana-
tions of the meteorite that caused certain damage, and their biological
effects on the inhabitants of the affected farm. Observations on radio-
activity are at the highest level for the period in which the story was
created (Moskowitz, 1963, p 255). Written in 1927.

“The Dunwich Horror” (1929). Two hybrid brothers, sons of a human
woman, and an alien being and God, try to bring their father to Earth.
A party of scientists, the central characters, will try to prevent that from
happening. And again, chemical processes are presented in great detail.
Written in 1928.

“The Whisperer in Darkness” (1931). This novella narrates the discov-
ery of a colony of aliens living inside the mountains, and the progres-
sive takeover of a farm. Beings seek out the mind of the farmer through
dimensions in interstellar travel, while his body remains in a vegetative
state, under the care of the alien race. As it happened in “The Dunwich
Horror”, Lovecraft explains in a scientific fashion, what initially has the
semblance of legend. Written in 1930.

At the Mountains of Madness (1936). This novel is based on a real ex-
pedition to Antarctica. Given the geological, paleontological, biologi-
cal, botanical and chemical theoretical hypotheses expressed, this story
leaves no doubt about its inclusion on this list. Moreover, the structure
of the text tries to be as similar to a scientific report, as the fiction al-
lows. Written in 1931.

“The Shadow Over Innsmouth” (1942). This novella reflects a popu-
lation that lives and mixes with extraterrestrial beings that inhabit the
deep ocean. After a period of mutations, exchange-born individuals are
able to live under the water, and be immortal in time. Written in 1931.

“The Dreams in the Witch-House” (1933). This short story chronicles
the interactions of a young mathematical genius with beings from other
dimensions. Besides mathematical theories stressed throughout history,
violet light and its link to travel between dimensions is most explained.
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Written in 1932.

“The Shadow Out of Time” (1936). The dreams of a professor at Miska-
tonic University, in reality, are memories of a life in another body, in
another time. Aliens, chemical and physical descriptions of real and
imagined events, and above all, the method chosen to describe the facts
are typical characteristics of Science Fiction.*” Written in 1934.

“In the Walls of Eryx” (1939). A human explorer on an alien planet
seeks crystals that are presented as saviors of humanity after the ex-
haustion of all natural energy resources. Written in 1935.

Weird literature has a strong influence on H. P. Lovecraft, and often,
affects other kinds of literary creations; such is the case of “The Tem-
ple” (1925), and “Through the Gates of the Silver Key” (1934). The first
shows the energy loss and the process of the sinking of a submarine, in
a fairly detailed way. The protagonist, almost airless, finally abandons
the submarine, in order to explore a strange light that is coming from
a subaquatic temple. In the second, Lovecraft introduces a man who
has taken the body of another person. The transference of minds is a
device widely used by the author in his later writings. These stories,
while having Science Fiction influence, escape to Weird literature, and
to philosophical-religious essay, respectively.

The Case of Charles Dexter Ward (1941). The references to Chemistry
and Physics, and the alchemical explanation of the transfer of a soul
from one body into another, suggest that this work fits into Weird liter-
ature, with a high degree of Science Fiction influence. The doctor, who
helps the father of the young scientist, serves as a point of reflection and
empirical seriousness of the argument.

On the other hand, Sam Moskowitz (1963) does not include 7he Dream-
Quest of Unknown Kadath (1943), in his list of works belonging to
Science Fiction. Nevertheless, since the trip by dreams, among other
elements, includes alien species, the frontier, maps readings, and a fi-

32 For more information see Gonzalez Grueso (2007).
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nal meeting at the point of origin of the universe, the chaos, this novel
belongs to the sub-genre Space Opera, like Star Maker (1937), by Olaf
Stapledon, which maintains a similar approach. The realms of dreams
are none other than the dimensions in space.

Moskowitz includes in his list “The Unnamable” (1925), “The Outsider”
(1926) and “Pickman’s Model” (1927), but it seems that the former is a
philosophical essay on the artistic power of the word to define reality,
and the inability of language to confront that reality; the second is a
Gothic Horror story in which the protagonist discovers a very ugly real-
ity about himself, and we can find typical gothic elements like the dark
castle littered with dead bodies —the influence of The Castle of Otran-
to, dated to 1764, and Beowulf, written in the 9th or 10th century, are
palpable—; and the third, despite showing a few scientific evidences,
these are not the center of the argument, neither the composition, nor the
tone, so that, it could be defined more as a Gothic tale.

3 Conclusion

H. P. Lovecraft is very well known for his contribution to contemporary
Horror, and this study offers an advanced perspective on his scientific
point of view concerning 17 of his writings. He was, a writer of Horror,
but also a writer of Science Fiction and one of his mayor contributions
is, precisely, the introduction of his Cosmic Horror into the Science Fic-
tion genre. A simple review of the films described in the work of Har-
man (2012), for instance, or those authors who defended his art against
all odds —Ray Bradbury, August Derleth, Stephen King, Clark Ashton
Smith, Darrell Schweitzer—, reveals that his influence has been over-
whelming among Science Fiction creators since 1930’s.

Sam Moskowitz (1963) was the first scholar to list some of the stories
of H. P. Lovecraft as Science Fiction, and succeeded on showing that
the Providence writer created stories of different thematic fields. After
him, other academic works treated some as his writings as SF, however,
the main objective of this study, from a general perspective, is to prove
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that not one specific work, but 17 of them belong to this genre. Love-
craft was a master writer of Science Fiction, as his use of science, plots,
themes, motifs, poetics, and rhetoric prove so. Then, a question arises:
Why Cosmic Horror? Cinema studies employ the term Horror/Science
Fiction as a sub-genre of Horror. A plausible answer is that the Provi-
dence author belongs to the frontier, he is the link. He did not develop
only a sub type of horror, even though he wrote about this “style” many
times —including the quote that serves as introduction to the present
article—, but he intertwined Science Fiction and Horror in a perfect hy-
bridization, in the terminology of Stanislav Lem,* creating a sub-genre
which could be named Science Fiction-Horror. Those seventeen stories
mentioned before cannot be conceived, nor understood, without both
influences in equal terms.

As a final remark, it could be assumed, that possibly, the fact that Love-
craft employed sciences of all kinds and in conjunction, without differ-
entiation of prestige between diverse sciences —Astronomy, Biology,
Chemistry, Geology, Mathematics, Physics, and Social and Human Sci-
ences— has been one of the most important reasons to disregard his
contribution to Science Fiction. After all, it is probable, in this respect,
that Lovecraft himself was truly a man of the Nineteenth Century more
than Twentieth Century, because the name of science, to exact sciences,
belongs solely to the last one hundred years, and he consciously rejected
it by making use of all scientific disciplines in order to bring his charac-
ters enough facts to explain the reality that they have to face.

33 Stanislav Lem developed his concept of hybridization of genres in 1984. For a complete
description of the term see Lem (1984, pp. 31-44).
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JInHrsoangakrudeckum norennuas FACEBOOK n
ero McCIoJib30BaHue B IPaKTHKe NpenojaBaHUusA

PYCCKOro A3blKd KaK HHOCTPAHHOTO

OJIBIA II. COJIOT'YB
Tatieanbckull HAYUOHANLHBIU YHUBEPCUMEM

AnHOTAaIIMA

B crarbe oCcMBICIISIETCSI ONBIT 00y YEHHs PYCCKOMY s13bIKY Kak nHocTpanHomy (PKI) mytem BoBiieueHuUs
CTYICHTOB B COBPEMEHHBIE NIPOLIECCH KOMMYHUKAIUH, 0COOCHHO aKTHBHO Pealnu3yIouIHecs B COLCeTsX,
B yacTHOcTH B Facebook (FB). Takas nmpakTnka 0coG€HHO IIIIOJOTBOPHA B YCIOBUSAX Ipenogasanus PKI
KaK BTOPOI'0 MHOCTPAHHOI'O s3bIKA, BEIOMPAEMOro CTYACHTAMH II0 JKEJIAHHIO JHOO B 3aBHCHMOCTH OT
00cTOsITeAbCTB. Pe3ynbTaToM BEIOOpA ABIAETCSA JOBOJBHO Pa3HOPOMHBIH COCTAaB y4eOHOMH I'DYMNIBL, YTO
BEI3BIBAE€T HEOOXOAUMOCTD YCHIIH U IIPETIOAaBaTeN s 10 pOPMHUPOBAHHIO MOTHBAIIHOHHO-IICHXOJIOTHYECKOT O
MukpokiauMara. O6menne B FB cmocobGcTByer pemeHHio 3Toil 3amaun. [Ipyroe npenmyIiecTBO
OCYILECTBICHHUS OHIAMH-IEPENUCKU COCTOUT B yUaCTUH CTYJCHTOB B €CTECTBEHHO-PEUEBBIX Ipoleccax,
YTO IHO3BOJISIET BO MHOTOM CaMOCTOSITENIFHO OCBAMBATh aKTyalIbHBIN S3bIKOBOM Marepuan. Oco3HaHHE
JIMHTBOJMIAKTHYECKOr0 IMOTEHIHANA OHJIAWH-OOIIEHHs IMOCIYXXHIO OCHOBAaHHMEM JUIsl OpraHH3aIHH
MpoeKTa «JIMHrBOIUAaKTHUECKU I HOTEHIHAII OHIaiH-IEPEUCKU», COTIACHO KOTOPOMY OCYILECTBIACTCS
OHIIAWH-NIEPeNINCKa KaK MeXAY CTyAeHTamu, u3ydatomux PKU, Tak u ¢ ydacTHeM HOCHUTENeH pyccKOro
s3bIKa. B cTaThe pacKpbIBaIOTCSl 0COOCHHOCTH OCYILICCTBIICHUS Y4eOHO-PEUEBOI AEATEILHOCTU B paMKax
9THX HanpaBiaeHHH. OcylecTBICHHE IPOEKTa I03BOJIHIIO BBIABUTH ONpECICHHBIC IPOOIEMHbIC yUaCTKH,
IIyTH IPEOJOJICHUSI KOTOPBIX OCO3HAIOTCS KaK MEePCICKTHBHEIE HAIPABICHHUS pealn3alil IPoeKTa. DTO
KacaeTcs MPex/ie BCEro OpraHu3aliy Nepernucku Mex 1y cTyieHTamMu, uzydatomumu PKH, u Hocurensmu
sa3pika. Hacyminol 3aayeii sBIS€TCA yCTaHOBICHUE TECHBIX KOHTAKTOB C IPENOIaBaTeIAMU KUTAHCKOTIO
SI3bIKA KaK MHOCTPAHHOTO W/MIN MeToAuku mpenogasanus PKIU B memsx ocymecTBICHHS CHCTEMHOH

HHHFBOI{H}I&KTH‘ICCKOI;'I JCATCIIBHOCTH.
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Practice for Teaching Russian as a Foreign Language
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Abstract

The article considers experience of directive teaching of the Russian as a foreign language (RFL)
by involving students into up-to-date communication processes being most actively imple-
mented in social networks, Facebook (FB) in particular. Such practice is really meaningful when
teaching RFL as the second language chosen by students as an option or due to other reasons.
It leads to a rather heterogeneous group and significant efforts must be made by a teacher to
shape up motivation-psychological climate. Communication in FB fosters this objective. An-
other advantage of students’ speech activity is their participation in natural communication
processes. In the course of this communication communicative-speech material is made actual
and students’ responsibility in mastering this material increases. Awareness of linguo-didactic
potential of online communication served as a basis for setting up a project ‘Linguo-didactic
Potential of On-line Correspondence’. And students within closed group in FB are doing corre-
spondence, which is carried out in two directions: 1) within a group, 2) between Russian native
speakers and students studying RFL. The article reveals some specific features of students’
learning-speech activity along these directions. Implementation of the project on online-cor-
respondence enabled to spot some problem areas. Ways to overcome them are now seen as
promising directions of project implementation. It concerns first and foremost correspondence
between students who study RFL and native speakers. Establishing close professional contacts
with teachers of Chinese as a foreign language or teachers who prepare students based on RFL

techniques aimed at more systemic linguo-didactic activity is a vital task.
Keywords: Linguodidactics, Russian as a Foreign Language, Online-communication
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JAHTBOAUJAKTUYECKHHN MOTEHIIUAJ FACE-
BOOK H ET'O HCITOJIB30OBAHUE B TIPAKTUKE

INPEITIOJABAHHUA UHOCTPAHHBIX A3bBIKOB

CyuiecTBeHHbIE U3MEHEHUS XapaKTepa COBPEMEHHON KOMMYHUKAIUH,
BbI3BAHHbIE IIUPOKUM pACIHPOCTPAHEHUEM OHJIANH-TEXHOJIOT UM,
BO MHOIOM BIHMSIOT M Ha HpOIecChl OOy4YeHHs] WHOCTPaHHBIM
sa3blkaM.  CrienuanucTbl, CTpeMsicb CPOpMHUPOBATH Y  CBOUX
YYEHUKOB  KOMMYHHMKATHBHO-PEUYEBbIE  HABBIKM,  aJICKBATHbBIC
XapaKTepy COBPEMEHHON KOMMYHMKALMM, CTAaparOTCsl BOBJIEKATH UX
B KOMMYHHUKAIIMOHHBIE TIPOLECCHl Pa3JIMUHBIX OHJIAWH-PECYPCOB,
pacuupsis TeM CaMbIM CHEKTP JUHTBOAUIAKTUYECKUX BO3ZMOXKHOCTEM.
Tak, M.C. JIyKbSIHUMKOBA OCMBICIISICT ONBIT OOLICHUS CTYJEHTOB IO
e-mail (JlykpstHuukosa, 2003), C.H. MuxaiiyioB — B CETEBOM JTHEBHUKE
(Muxatiinos, 2006), T.b. IlaBenseBa — B 61sore (ITaBennena, 2009), O.B.
[TyctoBanoBa—BTBUTTEpE (IlycTOBanoBa, 2012) 1 T.1. OfHAKO NOMBITKH
TAaKOTro POja IOKa €Ille COBCEM HEMHOTOYMCIEHHBI, Mbl HAaOIIOaeM
JUIIL IEPBOE TPUOIMKEHNE K TAHHOM 00J1aCTH JIMHTBOAUAAKTUYECKON
JEATEIbHOCTH. DTOT ONBIT TpeOyeT IalbHEHIIero OCMBICICHUS U
peanu3alMM B MpaKTHKE MPENoJaBaHUsI WHOCTPAHHBIX S3bIKOB, B
YaCTHOCTH, PYyCCKOTro si3bIKka kKak nHOocTpanHoro (PKN).

HacTosimmast cTatbs mMOCBsIIIEHa OCMBICIICHUIO OTBITA MCIIONBb30BAHUS
B JIMHTBOJUJAKTUYECKUX LENSAX TEXHOJOI'MM OHJaiH-00IeHus
B coumanbHOii cetn Facebook. Ilepen Tem kak MHpHCTYNUTH K
W3JIOKEHUI0 OCHOBHOTO MaTrepHalia, CYUTaeM HEOOXOAMMBIM IaTh
XapakTepUCTUKy ocobeHHocTell u3ydenus PKU  crynenramu
Hannonansnoro TaiiBanbckoro yHusepcutera (HTVY), ¢ yuactuem
KOTOPBIX ~ OCYIIECTBJISIETCS MPOEKT 10 OHJIAWH-TIEPENTUCKE B
JIUHIBOAMIAKTUUECKUX LIEIISIX.

Pycckunit sa3pik mnst crynentoB HTY — 3T0 BTOpoOW MHOCTpaHHBIN
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A3bIK, KOTOPBIA OHU BBIOMPAIOT U3 psja MpeajsaraeMbix si3bIKoB. OH
u3ydaercs TpM roja B paMKaX OCHOBHOro kypca (kypc «Pycckuii-1»
MpEeNoAaeTcs TallBaHbCKUM  IIPENOAABATENIEM-PYCUCTOM;  KYpPCBI
«Pycckuii-2», «Pycckuii-3» — HOcHTeleM sI3bIKa) U CIELKYPCOB I10
PYCCKOM JIMTEpaType, NMUCbMEHHOW peuM, ayAupoBaHUI0. CTyIEHTBI
BOJIBHBI TIpepBaTh OOydeHHE Ha JI0OOM M3 3TaroB, BO30OHOBUTH
oOyueHue, BBIOpATh JIJ1 U3yUEHU s BCE UIIH OTJENIbHBIE CIIELIKY PChI MU
IOCEIaTh TOJIBKO OCHOBHOM Kypc. HEKOTOpBIE CTYyAEHTHI UCIIONIB3YOT
BO3MOXKHOCTh OOyuYeHHS B POCCHHCKOM By3€, a 3aTeéM MOTyT
nponoskars yuuTbes B HTY. B utore rpynmel oka3slBatoTCs JOBOJIBHO
HEOJHOPOJHBIMU II0 YPOBHIO IOATOTOBKH CTYAEHTOB. HeomHOpOAHBI
OHM M N0 JIPYTMM MapaMeTpam: Bo3pacTHeIM (oT 19 mo 28 mner);
MOTHBALlMOHHBIM (OJJHU CO3HATEIbHO BBIOMPAIOT PYCCKHUH A3BIK IS
U3YyYEHUs U CBS3BIBAIOT C HUM CBOIO OyIyllyro MpodeccHoHalIbHYIO
NESITENIbHOCTD; IPYyTHE — U3 UHTEpeca K TPYAHOMY B TPaMMaTHYECKOM
OTHOIIEHUU S3bIKY; TPETbU, HE TMPOMIEAIINE KOHKYpPC Ha IpaBo
U3YUYEHUsS] €BPOIEHCKHUX SA3BIKOB, TAKMX KaK HEMELKHMH, MCHAHCKUM,
(bpaHIy3CKHii ¥ AP., — IO OCTATOYHOMY MPUHITUITY | TIp.), pa3IU4Ha UX
npodeccuoHanbHasi OpueHTAIUs (3TO CTYACHTHI pa3HbIX (PaKyJIbTETOB:
(dakynbTeTa WHOCTPAHHBIX S3BIKOB U JIUTEpATyp, TeaTpajbHOro,
FOPHIMYECKOT 0, COLIUOJIOT MYECKOT'0, ICTOPUYECKOT0, Te0r paueCcKoro,
ANEKTPOTEXHUYECKOTO, OHUOJIOTUYECKOT0,  CEIbCKOXO03SIICTBEHHOIO
u ap.). B Takoil curyanuum mnpenopaBarenio HEMPOCTO CO34aBaTh
arMocdepy o0I1ei 3aMHTePECOBAHHOCTH B U3YUYSHUU PYCCKOTO SI3bIKA,
He TOBOps yke 00 aTMoc(hepe YBICUEHHOCTH 3TUM MPEIMETOM.

N3navansno FB wucnonbs3oBasics B CIEHUAIBHO OPraHU30BAHHOU
3aKpBITON y4eOHOW TpyIilie B OpraHU3AI[MOHHBIX ILEISAX: CTyICHTaM
pacchlIaIuch JOMAIllHUE 33/JlaHusl U KOMMEHTApHUU O XapaKTepe HX
BBITMOJIHEHUS. Takyo (yHKIHIO OH BBITIOJHSET U 1O Cei JIeHb, IIpaB/a,
ceiluac 310 OoJblIe OOBSABICHUA-IPUITIAILIECHUS HA Ppa3JIHMYHbIE
MEpOIpPUATUSI, TPOBOAMMBIE B TOpPOJE, U B MEPBYI OuUepelb 3TO
MpUITAIEHHe Ha KOHKYPCHI, TMPOBOAMMBIE PycckuM IIeHTpoM
yHHuBepcuTeTa YKIHBUWKH, HApuMep: Joopsiii OeHnwb, dopocue opy3vsi!
22 oexaobps 2017 2. na ¢gpaxynememe carasucmuxu 1 ocyoapcmeennoco
yHusepcumema Horconudcu cocmoumces  edxnce2o0Hvlll  CnasanHcKull
geyep, HA KOMOPOM CHMIYOEHMbl CMABAM CNEeKMAKIU NO MOMUBAM
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PYCCKUX HAPOOHLIX CKA30K UMU  XYOOHCECMEEHHbIX NPOU3BEOCHUIL
pyveekux  nucameneti.  Ilpuxooume! IloMuMO OpraHu3alMOHHOM
GyHKIIMM, MOJOOHOTO poAa COOOIIEHHS MOOYXIAlT CTYIEHTOB
pa3BUBATh HABBIKYM YTCHHS W IOHUMAaHUS aKTyaJIbHOW MHPOPMAIIUH.

Onnako uH(popMarmonHsie pecypcsl FB u crmocoOsl pearnpoBaHus
Ha HHX OYEHb OBICTPO TMO3BOJIWIH DPACHIMPUTH TUIAKTUYCCKHE
BO3MOXHOCTH JIAaHHOH COIIMAJIbHOM CETH B PAa3JINYHBIX HAITPABICHHSIX.

1 O0meHne BHYTPH y4eOHOI rpynmnbl

B pamkax otnenpHON ydeOHOW TIpyIIbl IPOUCXOJUT OOIIEHHE
KaK IpenojaBaTellss CO CTYJCHTaMH, TaK M MEXKIY CTyACHTaMH.
OO11eHre MPOUCXOAUT MPEUMYILIIECTBEHHO B YUEOHBIX LENSX, TaK KaK
YYaCTHUKAM TPYyIIIBl IPELIaraeTcsl JONOJHUTENIbHBIN aKTyaJbHbBIN
MaTepuan Uil pa3BUTHS KOMMYHUKAaTHBHO-PEUYEBBIX CIOCOOHOCTEH,
IS pacLIMPEHUs NPEACTABICHUM O CTPaHE U3Y4aeMOro s3bIKa.

1.1 Paciumpenue u yrirydJeHne H3y4aeMoro 3bIKOBOI0 MaTepuaJa

Bosmoxknoctu unpopmannonHoi 6a3pl FB mo3BonsioT BBOAUTH B
y4eOHBIN MpoLEecC Maccy NOMOJIHUTEIBFHOIO MaTepuajia pa3iIuyHOro
XapakTepa: dTO MOXKET OBbITh TpaMMaTUYECKUM, JIEKCHYECKHUH,
JIEKCUKO-TPaMMaTHY€CKUI,KOMMYHUKAaTUBHO-IIPArMaTUUYECKU I
MaTepuan (OeCHeHHBIM HCTOYHHKOM TaKOro MaTepuania sBIsieTCs
nHpopManinoHHasi 0a3a 3aKpbITOM NPodecCHOHAIBPHOM TpyNIbl B
FB «IlpenogaBarenu PKWy). Ilpudem mpemocTaBisTh ero B ooOiee
[I0JIb30BAaHUE MOXKET KaK IIPENoAaBaTelb, TAK U CAMU CTYICHTHI.

Tak, mpenonaBareneMm pa3mermanach HHMorpaduka Mo HEKOTOPHIM
JEKCUYECKHM paslenaM (Hampumep, Ha3BaHUsS OBOLICH, (PYKTOB,
yacTel Tena 4esOBeKa; YMOTpeOJeHHe TJIarojoB JBUXKEHHUS B
MEPEeHOCHOM 3HayeHuW H T.Ja.). CTyIeHThI, MpOCMaTpUBasi JaHHBIN
MaTepHall, BBIPa)KalOT CBOE OTHOLIEHHE K HEMY B BHJE 3MOTHKOHOB
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uiaM  KomMMeHTapueB. CM., HampuMmep, peakiuio CTyIeHTa Ha
0003HaUCHUE DOeloKOYaHHAs Kanycma U ee U300pakeHue: A y meHs
ooma pacmem 6enokouannasn kanycma. Ouna yxce 6onvuias! (K SToMy
KOMMEHTapHUIO IPUKperuieHa Gotorpadus ¢ H300pakeHHUEM POCTKOB).
Jlpyrue CTyIOeHTBl, MPOYUTAB JAHHBIH KOMMEHTAapHii, BbIpa)kalu
CBO€ OJI00peHHe B BHJIE COOTBETCTBYIOUIMX cMaiinukoB. [lopoii
KOMMEHTapUU CTYACHTOB Ha MOAOOHOTO poja MaTepHasbl COIEpKaT
COMHEHHUSI B TPaBUIILHOCTH HAITUCAHHOT'0, BOITPOCHI I10 UCIIOJIb30BAHUIO
CJIOB M TpamMMaTuueckux popm: Cxkadxcume mHe, nodxcanyticma, eciu 6vl
sudeme n106y10 owuoky. Ilomozatime mue 2060pumsv no-pyccku iyduie!

XOpolnM HCTOYHUKOM ISl pacIIMpPEHHUs] JIEKCMYECKOro 3araca
ABIsitOTCs MaTepualibl caiita Have Fun With Russian ¢ kommenTapusimu
Ha aHTJIMHCKOM $3bIKE, I0BOJIBHO YacTO pa3MellaeMble Ha CTpaHULaX
FB. OcoGeHHO HpaBsATCS CTyIEHTaM PyCCKHE MTOCIOBUIIBI M TOTOBOPKHU
(marpumep, B eocmsx xopowio, a doma ayuuie;, Om cyobowl He Vildeulb,
Ilo oo0edicke 6cmpeuatom, no ymy npogodicaiom 1 1p.) 1 KOMMEHTapuu
K HuM. [locrme O3HAKOMJIEHHMSI ¢ TAaKMMH BBIPQXCHUSIMH CTYAEHTHI
HAuUMHAIOT YIIOTPEOIATh UX B CBOECH peUn.

HeoOxonuMocTh B JOMOJHUTENBHOM  MaTepuajie  OIlylaeTcs
CTyIICHTAMHU IPU H3YYCHUH CJOXKHBIX JJIS TIOHUMAHUS JIEKCHKO-
rpaMMaTH4eCKUX, TIpaMMaTUYECKUX, KOMMYHUKATHUBHO-PEUYEBBIX
teM. Hampumep, npu u3ydeHUH 0cOOEHHOCTEH CEeMaHTHUKH TJIarojioB
C pa3IMYHBIMU TPUCTABKaMH (B YAaCTHOCTH, Opamb — U3Opams —
Habpamsv — éblOpams — pazodopams M T.I1.) HaOOJEe MPOABUHYTHIC
CTYyIEHThl W3BJICKAJIM JaHHBI Marepuanl W3 CETH HWHTEPHET U
pasMemaiy ero Ha CTpaHHWIAX CBOCH TPYNIbI, YTOOBI BCE MOTJIH
03HAKOMHUTHCS ¢ HUM. TakKe MOKHO IPUBECTHU B IPUMED CIIEAYIOUIY IO
PEKOMEHIAIMIO CTYJICHTA, MPEJIOKUBIIET0 MaTeprall Ha pa3InieHue
OJTHOKOPEHHBIX CJIOB X00, 6X00, 6blX00, UCX00, Nnepexoo, Nnooxoo,
npuxoo, pacxoo, cxoo, yxoo: [locmompemu, opy3vs. A dymaro, umo smo
npakmuyecko. Ha 3To mocnenoBan kommeHTapuit: Cnacubo 6oavuioe.
Omo unmepecno. Mue nyscno uzyuyams. 1lopol CTyICHTH HAYNHAIOT
CaMOCTOSITEIBHO ~ MHTEPIPETUPOBATH  JIEKCHMKO-IpaMMaTH4YeCKUI
MaTepHual, B 4eM IpPOSBIAETCS JNEWCTBUE MPUHIIMIA ONEPEKAIOIET0
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oOyuenus. Tak, npu pa3menieHun npenoaasareneM nHporpaduku o
pa3iMuuM OTPULIATETILHBIX MECTOUMEHUN HUue2o W Heueco MEXIY
CTyJIEHTaMHU Mpou30IIea Takoi auajor. IlepBblil CTYINEeHT: s ewé He
nonumaro pasnuyy medxcoy Heueco u Huueeo. Bropou cryneHT: Mue
Kasicemcsl, Ymo Cl1080 «Heuezoy clledyem UCNONb308Amb C 2l1a200M,
a cnoso «Huueco» — cywjecmsumenvHoe uau npunazamenvroe?? Ho
MIOTOM OH MOMpAaBJIseT ceOs, yKa3bIiBas MOAEIN YNOTPEeOIeHUS dTUX
CIIOB: KMo? HU4e20 He 2]1a20l = KOMY Heye2o 21a2o0ll (uHunumueg) S
n000AHCAY, YMO OCMANbHbIE Oemau Ha ypoKe!

[Ipu u3ydyeHun OCOOEHHOCTEH pPEYeBOro MOBEACHHS B Pa3TMUYHBIX
CUTYaIUsX OOIIEHHU S, B YaCTHOCTH, B TPAHCIIOPTE, OAHUM U3 CTYICHTOB
OBLI TPEJIOKEH BUICOMATEpUAT, HIITIOCTPUPYIOIIHI PYCCKOE peueBOE
noBefieHUE B MeTPO. [logoOHbIe NeHCTBUS TPOU3BOAMIKUCH JOCTATOYHO
PETYISPHO B CIIydyasX HEJOMOHMMAaHUs MaTepualia, HeOOXOAMMOCTHU
MPUBJICYCHUS  JIOTIOJHUTEIBHBIX  IPUMEPOB,  KOMMEHTApHEB,
0OBSICHCHHIA.

BBI3BIBAIOT WHTEpEC y CTYICHTOB, a 3aTEM IOCICIYIOMHE BOIPOCHI
MIpUMeEpHI I36IKOBOM UTPBL. Hanpumep, ppasza Kocu kocoti kocoti kocotl,
€CTECTBEHHO, BbI3Bajla HEMOHMMAHUE, B CBSI3M C YEM IMOCIIEIOBATU
pocbk0a OOBSACHUTH HEMOHSTHBIA MPUMEP W CBOS WHTEPIPETAIUs
sToro npumepa. CM. CleAyIOMUi TUaior IpernoiaBaTess U CTyICHTa.
Crynent: Ymo ono umeem 6 6uody?? — IlpenomaBarenb: 30decs
cno6o «kocouy umeem 3 3uauenus. 1) smo 3aay (eco Hazvlgarom
euje «Kocou», NOMoOMy UMO )y He2o 2lasd Kocble — MO ecmb
cMOmpsm He NpAMO, d 8 pasHble CHOPOHDBL), 2) KOCOU — 5mo 5 naoesic
CYUeCmBUMENbHO20 «KOCAY — €10 PexCym mpasy, mo ecmb KOCAN,
rkocumv YEM? — xocoul), 3) kocou — smo 5 naodesic npuiaeamenbHo2o
«KOCOU» = HEenpaAMOll, Kpugou, mo ecms Kkoca kpusas). Taxum obpazom,
MO NpeosodHceHue Ha0o0 NOHUMAMb MAK: pe3ail mpasy (= Kocu) 3aay
(= Kocoti) kpusotl (= Kocotl) Kocou. Imo A3bIK08As ucpd, CneyudaibHoO
UCNONL3YIOM 00UHAKOBLIE CNI08A, HO 3HayeHue pashoe. — CTyIEHT:
A mooxcno ckazamv «Kocou uenogex Kocun mpagy KOcou Kocou?» —
[IpenonaBarens: B npunyune mooicho. MHoz0a u uenosexka 308ym
«KOCOUY, eciu y He2o 2aasa cmompam He npsamo. Ho npedwcoe ecezo
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maxk oymarom o saiiye.

Bo3moxHoCTH FB II03BOJISIOT OCYLIECTBIIATH JIEKCUKO-
rpaMMaTHYeCKUe TPEHUHTH, B Ka4eCTBE KOTOPBIX HCIIOIB3YIOTCS
y4eOHO-TPEHUPOBOYHBIE TECThI, pPa3MellaeMble MpernoJaBaTeIsIMu
PKU na cBoux crpanunax. CTyIeHThI MOTYT B CBOOOTHOM PEKUME, B
3aBUCHMOCTH OT CBOMX MOTHBAIIMOHHBIX YCTAHOBOK, pearupoBaTh Ha
JTaHHBIM MaTepual: OIHM He oOpallalT HAa HEro BHUMAaHUs, IpyTHe
pearupyroT MBICICHHO, TPEThU CUYUTAIOT HEOOXOAMMBIM OTMETHUTH
MIPaBUJIBLHBIN OTBET, YeTBEPTHIC IIPOCST TP 3TOM TPOKOMMEHTHUPOBATH
UX BBIOOp B ciiyyae comHeHuil. Tak, Hampumep, Mpu BBHINOJIHEHUU
CJICIYIOLIETO TECTOBOTO 3alaHusi 1ol 6uUOUUb 0e8YUIKY, KOMOPOU ...
?; Tol suouws 0egyuwiky, komopyio ... ? ¢ TpeaaraeMbIMi OTBETaMU
(A) cmoum y kuocka (b) mol suepa cosopunu (B) nooapunu yeemuot (I')
Gomoepaghupyrom CTyICHT yKa3aj B Ka4eCTBE MPaBUIBLHBIX BAPUAHTHI
b, I'" Tanee mpou3omen CAeAyOINN THaI0or MEXY MpenogaBaTeaemM
u cryneHtoM. IIpenonaBarens: [lpasunvuvii omeem: B, I. Komopoii
—9mo 3 n. Dmom naoeic HyHCHO YNompeodisims ¢ 21a2010M 0apums /
nooapumo xomy? A 6 omeeme b nyscno ynompebnameo 6 n.: 2o60pume
O KOM? — O xomopoi. CtyneHt: A nouemy s He Mo2y OyMams O
mom, umo cmuici omeema b cosopumve KOMY? (0 kom? / o uém?)?
[penogaBarens: Tak MoxHCHO Oymamy, eciu yaice U36eCmHo, 0 4éM 6bl
eosopunu. Ecnu smo neussecmmno, mozoa enasnwiii éonpoc O YEM? O
KOM? B nio6om cryuae eonpoc O YEM? O KOM? znasnuiii. CTyeHT:
Ooo! Ilonsmno!

Ha crpanunax FB BcTpedaeTcss HHTEpECHBIN KaK B )KM3HEHHOM, TaK U B
SI3BIKOBOM TUTaHE MaTepual U 9TeHus 1 moHnManus. OH ynoOeH ere
U T€M, YTO HEBEIIUK MO0 00BeMY, HO EMOK 0 CMBICITY. DTO pa3IudHOro
pOAa CEHTEHIIMH, KPbUIAThle BBIPAXXEHUsSI, LIUTAThl BEIUKHUX JIONEH,
Hanpumep: Pazee mooicno nobums xon100? — Hyoscno! Xonoo yuum
yenumv menso; He mom oopoe, ¢ kem xopowio, a mom, b6e3 Komopozo
niaoxo (A.Il. Yexos) m T.. NHorma nis Oosee N0O03HATENBHBIX U
MOATOTOBJICHHBIX CTYACHTOB TIpeAsiaraloTcs Oojiee MPOCTpaHHBIC
TEKCThI, HarpuMep, cTaThbs «Borpoc Kak dena? B pycCKOil KyIbType»,
ctuxotBopenne A.C. ITymkuna «Tol u Bep» u ap. Takxke BbI3bIBaeT
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WHTEpEeC U BHUMaHUE CTYAEHTOB HH(POpMAIKs, UMEIOIas OTHOLIEHHE
K POJHOHM CTpaHE MM K COCEJHUM CTPAaHaM, OHU YacTO PEArupyroT
Ha Hee. OcoObli nHTEpec BhI3BaiIK MyOnukanuu «B Kurtae mpoxoaut
KpynHeHnmii hecTuBaib JEASIHBIX U CHEXKHBIX urypy, « TaliBanbckoe
6oeBoe uckycctBo nosisusioch 400 et Hazan?y», «llonymnspusle necHu
TaiiBaHbCKOU Mosiozexku Ha konen 2017 roga», «Hosiit pextop I'TY
IIOCTPOUT MEXIYHapOIHbIH Kamnyc», «Poccus n TaiiBanp — 20 ner
ciycta. Uroru» u np.

XopomuM JOTOTHUTEILHBIM MaTePUAJIOM K 3aHSITHIO IO ITUCEMEHHOW
peud, Ha KOTOPOM CTYAEHTHI IHUCAJIM HOBOTrOAHee mHUCbMO Jlemy
Mopo3y, sBunack nybonukanus B Jlente HoBOcTelt FB ¢parmentos
JETCKUX CMEIIHbIX muceM [eay Mopo3sy.

IMopoii B rpynme B FB mpoucxonmniio oOCykJeHHE BBITIOTHEHHBIX
CTyJI€HTaMU 3a/JlaHuil (ecau He MPEeAOoCTaBIsIaCh BO3MOYKHOCTh
00CyIUTh UX HA 3aHATHUH). TaK MPOU3OILIO C JOMAITHUM MHUCbMEHHBIM
paccka3oM «Kak s uzyyan pycckuil sI3bIK B 3TOM CEMECTPE», KOTOPBIN
CTYyIEHThl MNHCAJIM B KOHILE ceMmecTpa. IIpenomaBarenp mnpuBen
(bparMeHThl pacckasza CTyACHTa, KOTOPbIA Hamucal JIY4Ylluid pacckas:
Jopoeue cmyoenmut! C bonbuium unmepecom 4umana 8auiu pacckasoi.
Hexomopuie uacmu mue ouenv nonpasunucs. [{ymaro, 6am mosice 6yoem
unmepecHo npouumams ux. Bom, nanpumep, kax nucan /uma (/uma
8 2MOM cemecmpe NUCANl OYeHb XOPOUlUe MeKCMbl, MbICAU 8bIPAINCAT
ouenb AcHo). «Pycckuil A3biK 6ce20a ObL CIOHCHLIM U UHINEPECHBIM,
KaK 80CX0JcOeHUe Ha 20py — 4eM Gvlule s udy, mem ayduie neuzasxic.
.. Kocoa mvl emecme nenu necnu no-pyccku, s uy8cmeoean, 4mo
Mbl OONLWLASL PYCCKAS CeMbsl, U Mbl ABIAEMC YACMbIO PYCCKOU
KYIbMypul, XOMs Mbl He pyccKue, U MHe ObLi1o npusmHo. ... Hecmomps
HA MO, Y4mo 8 3MOM cemecmpe U3y4amsv pyCCKUll s3blK CI0MHCHEE, HO
5 6ce ewe 000 €20 u Oyoy npooondcams yuumocs. Ilomomy umo
5 6eplo, umo Ha 8epuluHe 20pbl eCmb 3aX6amvléaowull neusasxtcy. A
OYEHDb TPOHYTA!!! CTtyneHTsl, IpOYUTaB 3TOT OT3bIB, NOAAEPKAIH
OIICHKY TipenomaBarens: /[luma monooey!, Ouenv mpoeamenvho!
CaM CTyIeHT OTBETHUI TaK: Dmo Moe Hacmosuee 4y8Cmeo K YPOK).
Bonvuwoe cnacubo! TlpenogaBatens MOCUUTANT BaXKHBIM O3HAKOMHUTH
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CTYACHTOB TaKXe W C OT3bIBAMHU KOJUJIET, NaHHBIMU HMHU B TPYIIeE
«IIpenogaBarenu PKI» (pparMeHTHI 3TOr0 pacckasa mpeaBapuTEIbHO
OBLITM pa3MelICHBl U B JAHHOU 3aKPBITON rpymme): /Juma, 5mo onsame
o0 sac: «M3yuenue pycckozo A3blka NOOHUMAEM Yelo8eKd 8 OYXOBHOM
naane. On He 3PS CPABHUNL 9MO C B0CXO0NCOeHUe Ha 20py. YmHblil
cmyodeum!y, «Ilpocmo cynep! Omo nacmoawee npusnanue 8 1066u K
A3bIKYy, «Onvea, kakas kpacoma! 'V eac ouenv mananmauswiii yueHuK u
bl e2o cmoenu mak edoxnosums! bpaso!y. Ha 3to crynent orsetuit: O,
maxk MHo20 xopouteco omgema. A pad. Cnacubo! Cauraem, 4TO TaKOTO
pona oOCYXIEHHUS TOBBIMIAIOT MOTHBAIMIO CTYJIEHTOB B HM3y4YCHUU
pPYCCKOro si3blKa M HX CaMOOLEHKY. J[aHHyI ULenp mnpeciefayeTr u
pa3MelIeHre OT3bIBa TYPELUKOW MpEenoJaBaTeIbHUIbI, CTYyIEHTaM
KOTOpPOM TalBaHbCKHUE CTYIEHTHI MOCIANHU MO3ApaBieHUs ¢ HoBbIM
roZIOM Ha PYCCKOM si3bIke: JJopocue cmydenmul! Bom umo nanucana o
eac mypeykas npenooasamenvHuyd (OHU NOIYYUIU BAULU OMKPLIMKU)
6 epynne «lIpenooasamenu PKHUy: «Buoenu 6b1 661 Kakue OHU NUCbMA U
OMKPBLIMKU NPUCTATU HAM. OYeHb NOIMUYHO U 2PAMOMHO 8C€ HANUCAHO.
Mbl YUMANU U BOCXUWYATUCH YIMO MANBAHLCKUE CIYOeHMbl MAK NUULYM.
(Mou 0ONU3HYIU YCUKU U CMATU euje YCUTIeHHO 3AHUMAMbCLY.

IloMmuMo  ocMBICICHHS  y4eOHOro MaTepuana, 00CYXIaeMoro
Ha 3anAatusax no PKHW, FB mo3BonseT BBIABUTH aKTyaJbHbBIN
KOMMYHUKATHBHO-PEUEBOM MaTepuall, He BKJIIOYEHHBIH B y4eOHYIO
nporpammy. Tak, NOBBIIIEHHBIH HHTEpPEC Yy CTYACHTOB  BbI3BaJa
nHporpaduka ¢ U300paKEHUEM CTApOTO PYCCKOro andaBuTa (Takou
UHTEepeC OOYyCIOBJIIEH JPEBHUMHU KYJIBTYPHBIMH MHUCHbMEHHBIMU
KUTaCKUMH Tpaauiusamu). [louTu Bce CTyAEHTHI OTpearupoBaiyd Ha
3TOT MaTepuall B BUJE SMOTUKOHOB, a TAKXKE 3a/JaJI1 UHTEPECYIOIINE
WX BOMPOCHI, Hampumep: Ymo cmwvicn yugp okono angasumos?
[IpenogaBarens qan cinenyloliee noscHenue: Hexomopulie 6yk6bl oueHb
gadicHvl. OHU UMEIOm 8AJCHBINL CMBIC], KOMOPBIU BbIPANCACMCS 8
yughpax. Hanpumep, 3 — smo 6oaxrcecmeennoe uucno / yugpa (om boza).
Kpome mozo, kasxcoas Oykea 6vina c8:13aHa ¢ CAMBIM 8ANCHBIM CTLOBOM

(nanpumep, /[ — 006po).

Takum oGpaszom, FB mpenocraiseT mpenogaBaTenio M CTyJEHTaM
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Maccy BO3MOXHOCTEH Il TPOMOJDKEHHUS OOIIEHUS TO TOBOIY
aKTyaJbHOT0O KOMMYHHUKaTHBHO-PEYEBOrO Marepuaja B Ooiee
CBOOOIHOM, HENPUHYXICHHOW, WHOTrJa 3aHUMAaTeNnbHOH (dopme.
CTyneHTBl MOTYT TPOSIBIISITh WHHUIHMATUBY U Tpenjiarath s
OOIIEero MOJIb30BaHUS MHTEPECHYIO U IMOJIE3HYIO0, C UX TOYKH 3pPEHUS,
uHpopManuio 1HO0 pearupoBaTh Ha MH(OPMAIIUIO, MPEATAraeMylo
npenozaasareneM. Takoe oOlIeHHE CIOCOOCTBYET MOBBIIIEHUIO J10JIU
IIPOIIECCOB caMOOOyUYeHUs B y4eOHOM IpoIiecce.

1.2 Paciunpenue npeacTraBjieHuii 0 CTpaHe H3y4aeMoro si3bIKa

BropbiM OonbliMM HampaBiIeHWEM B MCIOJIb30BaHHHM pecypcoB FB
SIBJISIETCS. 3HAKOMCTBO CTYJEHTOB CO CTPAHOBEJYECKUM MaTEpHAJIOM,
pacIIMpSIONIMM IPEACTABIEHUS CTYAEHTOB O CTPaHE H3y4yaeMoro
sa3plka — Poccum: »sTO0 HMHpOpMalus 0 ee Npupoae, KiIumare,
WHTEPECHBIX MeCTax Uil IMyTEUECTBUH, TPAIAMLMAX, Ipa3JHUKAX,
MECTHOM KyXHE, UCTOPHUM, MY3bIKE, KMHO, criopre. Hame Bcero sTor
MaTepuall MpeloCTaBIseTCsl MpenogaBaTeieM B Buje Qortorpaduii,
BUJICOCIOKETOB, CCBUIOK, KPaTKMX KOMMeEHTapueB, craredl. llopon
TaKOW MaTepHall HaXOAsT U BBIKJIAJBIBAIOT caMu cTyAeHThl. Hanbomee
WHTEPECHBIE CIOKEThI CIIY’KaT IOBOJOM JIJIsl BBIPAXKEHHUS MHEHUI,
smonuii, BornpocoB. [logo6Horo poxa uHpopmanus MpPeAOCTABIISET
CTyJEHTaM BO3MOXKHOCTH Oosiee CBOOOTHO OPHEHTHUPOBATHCS B
notoke nHpopmanuu o Poccuu, 0 )KU3HU poccusiH, 0ojiee 0CO3HAHHO
(GbopMHUpOBaTh CBOM MPEANOUTEHUS B Pa3IUUHBIX 00JACTAX >KU3HU
coBpeMeHHou Poccum.

[opoii 3TOT MaTeprasl COMPOBOXKIAETCS JIEKCHKO-TPaMMaTHYECKUMHU
KOMMEHTaPHUSIMU ITPETIOIaBATEN S, IBIISETCS ITOBOJIOM ISl OOCY K ICHUS,
JUISL BBISIBIICHUS PA3JIMYHOTO POJa S3BIKOBBIX / PEUEBBIX HEI0YCTOB
CTYJCHTOB W TOCJICAYIOIUX KOMMEHTApUEB IIPENoAaBareiss Io
3TOMYy ToBoAy. Tak, Hampumep, GoTO C H300pa’KeHHEM CHETHpen
COITPOBOKJAJIOCH CIICAYIONIMM KOMMEHTapHeM IperofaBaTens: Omu
NMUYbL HA3bIBAIOMCSL CHE2UPU, NOMOMY YMO OHU NOSABISIOMCIL 3UMOL,
Ko20a cHee. Ha benom chezy apKo-po306ble nmuybl — 04eHb Kpacuso!!!
A TocTIe KOMMEHTapHsi CTyJIeHTa K HOBOCTH 00 OTKPBITHHM KaTKa B
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MockBe Ouens cxyuaro no kamky!!!! ... A nauan uzyuame kamamocs
Ha KoHbkax 6 Poccuu u xooun na kamok Heckonvko pas. bvinio mpyono
U oadce C8EPHYI HO2Y, HO 8Ce PABHO NOHPABUJIOCY)) TIPETIOaBATEINb
Ha 3aHATHH IMPOBEJI OOBACHCHHE KOPPEKTHPOBOYHOIO XapaKTepa O
pasiuvrK B yIOTPEOJICHUU TJIATOJIOB U3YUAMb — YYUMBCS, CEEPHYNb
— nOO0BepHYMb.

borarelii  cTpaHOBENUECKHMM MaTepuan IPEJOCTABISIOT  CAUTHI
«Kynsryposnorusi» (pycckue TeCHH, KapTHHBI C H300pakeHHeM
SMU30/I0B pycckoro ObiTa), «TBOPUECTBO XYJOXKHHUKOBY» (HOPTPETHI
U3BECTHBIX PYCCKUX UCTOPUYECKUX JIMYHOCTEN U JIEATENEH KyIbTYPBI,
Hampumep, umneparpulsl EnnzaBeTsl AjekceeBHBI, AJjeKcaHapa
I, Anexcangpa III, Ilerpa IlepBoro, Cranuna; mpu 3TomM ocoboe
BHUMaHHE CTYAEHTOB OOpamiaercs Ha HOPTPEThbl, BHIIOIHEHHBIE
U3BECTHBIMM pPYCCKMMM XynokHukamu: noptpersl A.C. Ilymkunna
xynoxHuka B. Tponnuauna, Hukonas Broporo xynoxuuka B. Ceposa,
JIeBa Tosictoro xynoxxuuka M. Pennna, @enopa Llansanuza Xy 10:KHUKA
b. KycronueBa u ap., a Takke Ha M3BECTHBIE KAPTHUHBI M3BECTHBIX
PYCCKUX XYJIO)KHUKOB, HarpuMep, kaptuHy M. Penuna «bypiaku Ha
Bonrey, 3umuune netizaxu U. I'pabaps u ap.).

WNHTepec y CTYIOCHTOB BBI3BIBAIOT M CCBHUIKM Ha MY3BIKAJBHBIC
MPOU3BENCHUS, TMOPOH OSTU CCHUIKM COIMPOBOXKAAIOTCS KPAaTKUMU
KOMMEHTapUSIMHU, KaCaIOIUMHUCS UCTOPUU CO3JaHUS MY3BIKAJIBHOTO
MPOU3BEICHUS, €ro WCIomHeHus W T.Ja. (Hampumep, «[locremnsis
oceuby, AT — A.C. Ihywxuny noceawaemcs; «Y MOps, y CHHErO
Mops» — Quenb nonynapHas cosemckas nechs. Ona u cetiuac MHO2UM
Hpagumcs. J{ymana, 4mo 3my NecHi0 HaAnucaiu pycckKue aemopul, da
nomom ee cneiu ANOHYbL, HO HA CAMOM Oelle 8ce HA0OoPOm — HANUCAIU
ANOHYBL, a pyccKue nepeseau. AnoHcKue neeyvl o4eHb XOpoulo ee
ucnoausarom u cetivac. Mue ouenv Hpasumcsy))); «l'onydor Baron» —
Tocsawaemes namamu HedagHo yuleouieco KomMno3umopa Biradumupa
Ulaunckozo; «3X, AOPOTU ..» — Ipy3uHvl norwom pycckyio NecHro
spemer 2epaxcoanckol 6otinvl). OIUH U3 CTYIACHTOB OMYyOJIMKOBAJ
cchUIKY Ha HOMep «HoBoromHero oronbka» — necHio «YUTO TpUTOR,
MpernojaBaTeslb B OTBET MOMEIMIICS TOW MEecHeH — (parMeHToM u3
¢unpma «MuMHHO» U cBOUM KoMMeHTapueM: Qooo! Omo ouens
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useecmuas epysunckas necus! Ouna 38yuana 6 mosice 04eHb U38eCMHOM
Punvme «Mumurnoy. mom gunvm 6 CCCP 6ce 3uanu. Bom sma necus.
30ecb ouenv kpacusas I pyzus, ouensv kpacuswviil Kaskas.

Takke cTyneHTaM MpeAsaraloTcs CChUIKM Ha HM3BECTHBIE PYCCKUE
GUIBMBI C KUTAHCKUMH WU aHTIMHCKUMH CYOTUTpaMu, OHU
COMPOBOXKIAIOTCSI ~ KPAaTKUMHU ~ KOMMEHTApUsIMHU  IPETOaBaTes,
Harnpumep, GuiabM «XKectokuit pomane» —no opame A.H. Ocmpoesckoeo
«becnpuoannuyay. Ouensv uzeecmuwiti 8 Poccuu gpunom; «Oduuepbn —
Knaccuka cosemckoeo kuno; Jopocue cmyoeumol! Ecau y eac 6yoem
8peMs U dicelanue, 8bl Modiceme noCMOmpems UCMOPUYecKull Qhuibm
«Aomupan» o Konuake — xomanoyrowem benoii apmuu. Ilopoii FB
MPEAOCTABISAECT BO3MOKHOCTh MOJETUTHCS (hparMEHTAMH W3BECTHBIX
¢unpmoB, Hampumep snuzonoM «Ckaukum» u3 ¢uibMa «AHHa
Kapenunay.

Paciinpenuro mpencTaBiIeHUE O JKM3HU CTpaHbl CIOCOOCTBYIOT
MaTepHalibl ¥ HOBOCTHBIX caliToB (TOT ke «Have Fun With Russiany,
«360TVy, «PUA», «Poccusi — Poccuiickas deneparus — Russia» u
Ip.; CM., HAI[pUMED, 3aroJIOBKU HOBOCTHBIX BUJICO- M (POTOCIOKETOB:
«Axymex,  =50°Cy»,  «Mypmanuane  ecmpeuyanu  COIHBIUKO!Y,
«Tpaouyuonnwiii pecmusanv «Boruwebdbnwiii 1ed Cubupuy, «Hacmynaem
Cmapwiti Hoguwlil 200», «Hoso2o0Hs5 ckaska 6 Kpemne —kak ecmpeuarom
enasmnyio enxy 6 Poccuu» n ap.).

Takum  oOpa3zoM, Marepuayibl  CTPAHOBEIUYECKOI'O  XapakTepa
MIPEAOCTABISAIOT CTYACHTaM BO3MOXKHOCTB II03HAKOMUTBCS CO CTPAHOU,
YKA3HBIO JIFO/IEH B IPOLUIBIE 3MI0XH U B HacTos1ee BpeMs. Pacupenne
Kpyros3opa CTYIEHTOB OCYLIECTBIAECTCS IapajulelIbHO C Pa3BUTHUEM
BCEX OCHOBHBIX PEYEBBIX HABBIKOB: YTEHUs, ayJUpPOBAHHUS, IIUCHMA,
TOBOPEHHSI.

1.3 Pa3BuTHe HABBIKOB 00IIEHUSI B CBOOOTHOM PeKUMe

CBoOomnbIil pexuMm obOmeHuss B FB mo3Bonsier oOMEHHMBATBCS U
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CTyACHTaM, U IIPCIogaBaTC/It0O BAXKHBIMHA CO6I)ITI/I$IMI/I, MPOUCXOAAIIUMHA
KaK B KU3HH I'PYIIIIbI, TaAK U B HUX JIMYHOM KM3HU. Takum 06pa30M
CTYACHTBI BCTYNAKOT B AUAJIOT, YHAaTCAd BbIpAXKaTb CBOC MHCHUC II0
Pa3JIMIHBIM BOIIPOCaM.

Tak, B xoe moaroToBku k HoBoromHeMy Beuepy CTYACHTHI JCIUINCH
CBOMMHU BIIEUATICHUSIMUA O penetunusax (Joopwii eeuep! Jopocue
moesapuwu! Jlasatime nocmompum Ha Hawiu Opy3vs! (u manyes Hauie2o
npenodasameis); A som ecms euge Opy2oui punvm. [lasatime nociyuiaem
amom ¢hunem, komopuwiti Tans max Kpacueo neua), COOOIAIN O CBOUX
nectBusix (Muoco xynun! Yyppppaaaaaa — 0 NOKynke HOBOTOJHUX
aTpuOyTOB), a MOCJE MPOBEACHUS BeYepa MPOUCXOAUT OKUBJICHHBIN
oOMeH ¢oTorpadusmMu, BUICOCIOKETAMH, MHCHUSMH KaK Ha POTHOM
SI3bIKE, TaK ¥ Ha pyccKoM. Tak, OIH U3 CTYJCHTOB paccKas3aj UCTOPHIO,
MOJTHYIO JpamMaTu3Ma, O TOM, KaK OH TOTOBHJI CBOW HOMEp — TaHeIl
«Karromay.

Pycckuti eeuep (A ne 3maro kax ckazan smy memy NO-pYCCKU).
Buepa eeuepom y mens ouenv nioxoe nacmpoeuue, nOMomy 4mo s
npogecmunl 6o1vee uem 4ac, 4ymooObl NOHeCMuUl KOHMAKMHble TUH3bI,
Ho Oe3pezyiomamuo. Kpome moeo, mou aodumvie OprOKU NIOXO
paspyuienvl. Bom nouemy moé nacmpoenue maxoe nioxoe! A nomom s
cpa3y odice noexan na 74 asmobyce uz NTNU-a k NTU co 3nim 1uyom.
Ho, k cuacmio, y meHss MOWHASL OOHOKAACCHUYA, KOMOPAsL MHe NOMO2A
nowecmu Konmaxkmmsie aun3vl. OHa MoabKo NPo8ecmuLa Mmpu MUHY vl
3a smo. A ne cmoe manyesamv 6e3 eé NOMOWb, NOMOMY YMO OUKU
0yO0ym gvliemems U3 207108bl.

Ilepeo cnexmaxnem 51 O4eHb 3AB0IHOBANCA 34 MOE w0y Oyoem He
s3ameyamenvuvim. Ho 5 euden 6ce mak nwliKo, s NOYYECMBOBA
cnokotino. Hecmomps na mo, umo s mMHO20 owubaics 6 Moém mawye,
HO no Kpatinel mepe, y Hac xopouwias ammogepa. /la? Haoeroco, umo
6cem HpasunUcsL Mou maney euepa eevepom!

Jpyroii CTyOeHT MOAENUJICS CBOUMH BIEUATIEHUSMHU 00 H3yUeHUU
PYCCKOTO si3blKa, O CBOMX TOBAapHINAX MO Tpymme: Bpems Ovicmpo
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nporemeno. C nepgoco kypca 0o mpemveco kypca. Chauana s
HEMHO20 2080pUNl NO-PYCCKU, HO Celyac yjice paccKazvleard 0 Moem
uccireodosanuu Ha pycckom sazvike. Ha camom Oene, a ne oyman, umo s
MO2Y NO3HAKOMUMBCSL C MHOSUMU XOPOULUMU U HACMOAWUMUY OPY3bAMU.
Ha nocneonem ypoke nocne skzameHa no 2080peHUr0 Mvl NOULTU 8
pecmopan, Xoms mbl u3yuanu pycckull A3ulKk emecme, pase08apusal
eémecme, HO Mbl YUUMCS HA PA3HLIX QaKyIbmemax u pasHulx Kypcax)))
A 60pye nodyman, umo smo naswvieaemcs «nacmosiuas opyicoay!!!
Jlopocoii  npenooasamens u awdumvlie 0pysvsa)) Cnacubo eam
bonvbuioe)))

Bonbimoe osxuBiieHNE M OTKIUKH BbI3Baia poTorpadusi mpernoaaBarens,
nocinaHHas cryaeHtaMm u3 Cubupu, rae B 3To BpeMsl Obliia MOpO3Has
norona: Ilpenoodasamenvruuya Onvea, ece2o xopouie2o Bvi 6e0b 00ub
Cubupu, —33 epadycos — nopmanvro!; — 33! Booice, ouernb X0100HO.
Huxkozcoa kax nocooa e Tatisane.

Takum >xe 00pa3oM CTYIEHTHI pearupyroT Ha PEIUIMKH M BOIPOCHI
MIPETIoIaBaTelIs 10 TOBOY IMTOCEIICHU St MMU HHTEPECHBIX MECT BO BpEMs
uX myTemecTBuil. Takol Tuanor mpou3omIen MeXAy MpernojaBaTeieM
U CTyIEHTOM, myTemecTByommM 1o OObenuHeHHBIM ApaOCKuM
Owmuparam. [lpenonaBarens: Kakoe mam mope, Kax Ha3zvieaemcs?
— Crynent: Apasutickuii nomyocmpos))) — llpenonaBatens: Imo
noayocmpos. A mope? — CryneHt: Omo nasvieaemcs «llepcudckuii
sanuey — llpenonaBarens: 3anue ovisaem y mops. Hanpumep, @unckutl
sanue — smo banmuiickoe mope. A smo kaxoe mope? — CtyaeHt: A ne
3Har0.

Takum oOpa3om, oOlIeHHME B CHELHAJIbHO CO3JaHHON 3aKpbITON
rpynne B FB no3Bossier popMupoBaTh y CTyA€HTOB 3aHHTEPECOBAHHOE
OTHOIIEHUE K U3y 4Ya€MOMY HHOCTPAHHOMY $I3bIKY, aKTUBHOE OTHOILIEHUE
K IIporeccy o0yueHMsl; HEPEAKO CTYAEHThI CAMOCTOSATEIbHO HAXOAT U
OCBaMBAaIOT TPYIAHBIA W/WIM aKTyalbHBIA y4eOHBINH MaTrepuas. Takoe
B3aUMOCHCTBHE CIIOCOOCTBYET (POPMHUPOBAHUIO OOJIee TECHBIX, OoJee
JIOBEPUTENIBHBIX OTHOLUICHUI MEXJy NPENOAABaTeNIEM U CTYIAEHTAMH,
a TakyKe MEXJY CAaMUMM CTYJEHTaMH — BCE OHU HAXOIATCS B OZHOMN
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CBSI3KE: CTYJIEHThI YyTKO pearupyroT Ha OObSICHEHUs MpernogaBaTens,
a IpernojaBaTellb UYYyTKO pearupyer Ha peaklHH CTYACHTOB B
CJIydya€ HCIIOHMMaHHWA, HCAOIOHHUMaHUWA, HEIOCTATKa I/IH(l)OpMaLII/II/I,
aKTyaJIbHOCTH Y4eOHOrOo MaTrepuasa, 3anHTEPECOBAaHHOCTH B HEM.
CTyIeHThl TONYyYaloT BO3MOXKHOCTh O3HAKOMHTBCS C  OOJBIINM
KOJIMYECTBOM  Pa3sHOOOpPA3HOrO,  MHTEPECHOr0,  aKTyaJbHOTrO
Mmarcepualia, 4TO ABJIACTCA XOPOLIMM AOIOJIHCHUEM K OCHOBHOMY
Kypcy. beclieHHBIM SIBIISIETCS ONBIT CUCTEMAaTHYECKOT0 €CTECTBEHHOTO
OOIIIEH U C ITperoIaBaTeNIeM U TOBAPUILIAMHU T10 TPYIITIE 110 aKTYaTbHBIM
npo0ieMaM COBPEMEHHOU KHU3HH.

2 OO0meHue MEXKAY HU3YyYaroumuMu l/IHOCTpaHHbIﬁ AI3bIK U €Io
HOCHUTECJIAMHU

BropbiM OonblIuM HampaBlIeHUEM B HCHOIb30BAaHUU PECYpPCOB
FB B mnpaktuke npenomaBanusi PKW saBnsieTcs ocyuiecTBieHue
LeJICHAIIPaBIECHHOM MUCEMEHHO-PEYEBOM IEATEIBHOCTH ¢ HOCUTEIISIMU
A3blKa. JTa JESATENbHOCTh HOCHT MPOrPaMMHBIM XapakTep, OHa
OCYLIECTBJISIETCS B paMKax ImpoekTa «JIMHrBonuIakTH4eCKUun
MOTEHIIMAJ OHJIalH-Tiepenckm».! C 3TOH 1enbio Oblila OpraHu30BaHa
€lle O/IHA 3aKphITas rpynna, y4YaCTHUKAMHU KOTOPOU SIBUJIUCH, C OTHON
CTOPOHBI, TallBaHbCKUECTYAEHTHI, u3yuaromue PKU,ac ipyroiicToponsl
— PYCCKHE CTYIAEHTHI, U3YYAOLINE KUTANCKUH A3bIK KAK MHOCTPAHHBIN
(KKH). OcHOBHOW 1€NbI0 MNHUCbMEHHO-PEUYEBON  JESTEIbHOCTU
CTYZIEHTOB SIBJISI€TCSI COBEPIICHCTBOBAHNE KOMMYHHUKATHBHO-PEUYEBBIX
HAaBBIKOB HA UHOCTPAHHOM $3bIKE IIyTEM IOI'PYKEHUS B €CTECTBEHHO-
pedeByr0 cpeny, cpeay peanbHOM KoMMyHMKauuu. [lommmo storo,
CTYJEHTBI 3HAKOMHUJIMCh C HHTEPECHBIMU (PaKTaMU KaK COBPEMEHHOMN
JKH3HU, TAK U UCTOPUHU JPYTON CTPAHbI, C MHCHUSIMU KUTEJIEH IPyTOn
CTpaHbl [0 aKTyaJbHBIM MTPOOJIEMaM COBPEMEHHON KU3HU — B O0ILEM,
CO BCEM TEM, YTO MHTEPECYET COBPEMEHHYIO MOJIOACKb. CTyHEHTHI

1 MHnunuwaTtopoM M HJICHHBIM BJIOXHOBHTENEM HpoekTa BhICTymms mpodeccop Kemeposckoro
yuusepcutera H./I. T'oxes, uM ObL1a 3ay10)keHa METOJOJIOTHYECKAs, TEXHOJIOIHYEeCKast 6a3bl MPOEKTa.
ABTOPOM K€ HACTOSIIIEH CTATbU IIPOU3BEJCHA NPAKTHYECKAs! peasin3alus IPOoeKTa, B X0Je KOTOPOit
ObUIM JIONIOJHEHBI W YTOYHEHBI 0a30Bble IOJOXKEHUS WHHOBALMOHHOW JIMHTI'BOXUIAKTHYECKOH
nporpaMMbl. OCHOBHBIE IOJIOKEHHUSI ITPOEKTa M3I0KeHbl B padoTax (I'ones, 2015; I'ones, Coinory0,
2014, 2016, 2016a; Couory6, 2016).
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MOTJIM OOIaThCS KaK B CBOOOTHOM PEXKHMME, TaK M Ha TpeyiaraeMbie
MpernojaBaTesieM TeMbl (Hampumep, MapajijielibHO C U3y4yaeMoW Ha
ypoke TeMoit «CeMbsi» 1 Jip.). B xo/1e 001eHus 1Mo )KeTaHUI0 CTYJCHTOB
HOCHTEH SI3bIKa MOTJIM UCTIPABIISITH IOMYIIICHHBIE KOPPECIIOHACHTaMHU
OLIMOKH, KOMMEHTUPOBATh HX.

Ha mepBom 3Tame ocymiecTBICHHS! MPOEKTa MOKHO KOHCTaTHPOBATH
sABHbIE ero jgocrouHcTBa. OOmieHune B FB Ha MHOCTpaHHOM s3bIKe
MO3BOJISIET CTYAEGHTAM CaMOCTOSTEIbHO (OPMHPOBATh, PA3BUBATH,
COBEPIICHCTBOBAaTh ~ CBOM  KOMMYHHUKAaTHBHO-PEUCBBIC  HABBIKH:
OHU OCBaMBAIOT HOBYIO JIEKCHKY, TPEHUPYIOTCA B YHOTpeOJIeHUU
JEKCUKO-TpPAMMAaTHYeCKUX (OpM, HCIIOIB30BAaHUHM PA3HOOOPA3HBIX
CHHTAKCHYECKUX KOHCTPYKIIHH. TakKe CTyIeHTH IMEIOT BO3MOYKHOCTD
OCYIIECTBIIATh NEPENUCKY B pa3IM4YHbIX opMax: a) B popme MOHOIOra
(muCcbMa-3HAKOMCTBA, IHChbMAa-paccka3a O COOBITHUSAX B JKM3HH U
mp., a TaK)Ke Pa3BEPHYTHIX CYKJCHUH 00 aKTyallbHBIX IMpoliemMax
n3yuyaemMoi Temsl), 6) B (opme auanora (3ampoc MHPOpMAIUU IO
KaKOMY-TO YaCTHOMY BOIIPOCY M TOJYyuY€HHE OTBeTa), B) B (opme
nojmiora (KOJUIGKTHMBHOE OOCY)KJIEHHE aKTyaJbHBIX IpOoOIeM).
[lapanienbHO ¢ 3TUM CTYJEHTHI HOJYUYHIM BO3MOKHOCTb Pa3BHUBATh
CBOM KOMMYHHMKATHBHO-PEUYEBbIe YMEHUS U HABBIKU NPHU OBJIAJICHUU
pasIMYHBIMUA BapHaHTaMU IHUChbMEHHOW pedn. Tak, OCYIIeCTBIS
KOMMYHMKAIIUIO B BUJE MOHOJIOTA, OHU CO3/Ial0T MUChbMEHHBIE TEKCTHI,
NpUONMKEHHBIE K KHIKHOMY BapHaHTy, YTO CIIOCOOCTBYET HX
MOHUMAHUIO CTICIUPHKN PYyCCKOT'O TUCBMEHHOTO TEKCTA; MIEPEXOIS Ke
B MHTEPaKTUBHBII PeKUM OHJIaiH-00IIEH!US, OHM OKYHAIOTCS B CTUXHUIO
pasroBOpHOM peuyHd B €€ NMHUCbMEHHOM BapHaHTE M OCBAMBAIOT 3Ty
peUeBYIO Pa3HOBUAHOCTH. [10J00HAsT THCEMEHHO-peYeBasi MpPaKTHKA
CIIOCOOCTBYET AaKTUBHOMY YCBOEHHUIO DPa3HOOOPA3HBIX S3bIKOBBIX
U KOMMYHHUKATHBHO-TIPArMaTU4YE€CKUX CPEACTB, IpPU HTOM JaHHAs
paboTa OCyIIECTBISETCS CTyIEHTAMH BO MHOT'OM CaMOCTOSITEIIBHO.
Kpome Toro, CTyIeHTbI pacIIupstoT, yIIyOJIsIFOT CBOM IPE/ICTaBICHUS
O CTpaHe M3y4aeMOoro s3blKa, O JIIOASX JTOM cTpaHbl. M HakoHen,
OHU YCTaHABJIMBAIOT MEXJIMYHOCTHBIC OTHOIICHUS C 3apyOeKHBIMU
IPY3bsSMU.
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Marepuanbt TaKou MIEPENUCKU CIyKar BAKHENIITUM
JIMHTBOIUIAKTUYECKUM HCTOYHHUKOM W Ui IPENnojaBaTels: 3TO
MO3BOJISIET €My BBISIBUTH Hambolsiee MpoOJIeMHbIE 30HBI B OBJIAJICHUU
MHOCTPAHHBIM SI3bIKOM, IPOU3BOAUTH KOPPEKIIMIO PEUEBOI0 TOBEACHUS
CTYZIEHTOB.

Mexny TeM B XOl€ peajiM3aluyd JAHHOIO MPOEKTa BO3HUK LEJbIN
psan mpobneM. OnHOIM U3 IIaBHBIX MPOOJIEM SIBISETCS HEAOCTATOYHO
LICJICHANIPABJICHHBIM,  CUCTEMHBIH  XapakTep  OCYILLIECTBIICHHS
yueOHOW THUCHhMEHHO-PEUYEBOM MEATENBHOCTH. B CBsi3m ¢ 3TuM
CUMTaeM HEOOXOJUMBIM MPUJIOKEHHE HAIIUX YCHJIMH B CIEAYIOIIUX
HaIpaBJICHUSX.

Opranu3annoHHo-MeToAnYecKoe. J[aHHOE HamNpaBJiICHUE BKIIOYACT B
ce0sl KaKk OpraHu3alfio paboThI MpernogaBaTesNei, Tak U OpraHU3aIuIo
paboThI CTYJECHTOB.

OcCHOBHOIi Tpy3 pabOTHI MO OCYIIECTBICHUIO MPOEKTa JIOKHUTCS Ha
IJICYH MPENOJaBaTeIeH, IPU3BAHHBIX OCYLIECTBIIATH COINIACOBAHHYIO
JIBYCTOPOHHIOIO JIMHTBOAUJAKTUYECKY IO JeSITEIIbHOCTh o
OpraHu3aluu OHJIAaMH-TIEPEITUCKH. OcymniecTBIEHUIO TaKon
NESITeIbHOCTH ~ TPEMSTCTBYET  Pa300LIEHHOCTh  CIELUAJIUCTOB,
MPENoAAIINX pa3Hble HHOCTPAHHBIE $3bIKM (B HAlIeM Ciydae
PYCCKMI W KHTaWCKHMI), HMX COCPEIOTOYEHHOCTh Ha CBOMX
y3KompoheccuoHaIbHBIX HHTEpecax. Takxke moka TPyIHO HANTH TOUKHU
CONPUKOCHOBEHHSI MEXKIY CIELHATUCTAMH, OCYILIECTBIISIOIIUMU
MOATOTOBKY Oymymux mpernonaBareneit PKU, u cnemmanucramu-
npakTukamMy, Benymumu 3aHatuss no PKHM  co crynentamu-
nHocTtpannamu. [lomaraem, uto pa3paboTKa JMHTBOAUAAKTUYECKOU
IIPOrPaMMBbI B PaMKaXxX AAHHOI'O MPOEKTA CO34ACT METOLOJIOTUUECKYIO
U METOAMYECKYI0 0a3y Uil Takod COBMECTHOM [JESTENbHOCTH; €€
JIOBEJICHHE JI0 CBEJICHUS HAy4YHON OOIIECTBEHHOCTHU U TMOCIEAYIOIIee
IIPUBJICYCHUE CICLHUAINCTOB, 3aUHTEPECOBAHHBIX B IIOMCKE U
peanu3anuu  COBPEMEHHBIX A()PEKTHUBHBIX CHOCOOOB OOyYECHUS
WHOCTPAHHOMY S$3bIKY, MO3BOJUT OCYILIECTBJISITh IMPOEKT HA HOBOM,
6osee cucTeMHOM ypoBHe. [Ipruem, cunTaeM MI0A0TBOPHBIM y4yacTHe
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B MPOEKTE KaK MpodhecCUOHATBHBIX CTEIHAIUCTOB, TAK U CTY/ICHTOB
Y MarucTPaHTOB, CHCHHAIU3UPYIOIUXCS B O0YUEHUU HHOCTPAHHOMY
SI3BIKY.

UYro kacaeTcst opraHu3aluy paboThl CTYAEHTOB — YYACTHUKOB OHJIANH-
MEepenucKy, TO, Ha Hall B3MJILA, B IENsAx Oonee 3(PQPEeKTUBHOIO
MPUMEHEHHSI HOBBIX 00pa30BaTEIbHBIX TEXHOJIOTUH IIeJ1ecO00pa3Ho
pacuupenue cocraBa rpynmnbl. C 0JHOH CTOPOHBI, B COCTAB I'PYIIIIbI
M0 OHJAMH-OOIIEHUI0 Ha MHOCTPAHHOM S3bIKE MOTYT BXOJUTH BCE
KeTaroIne N3yv4aTh H30paHHBI HHOCTPAHHBIN S3BIK (B HAIIIEM CITydae
PKMN u KKMW), Haxoxsmuecss Ha pa3HbIX CTaAUsAX M3YUCHHS: a) Ha
CTa/IN1 Oy IIEHUS KEJTaHHs, TOTPEOHOCTH B M3y YUeHHUH HHOCTPAHHOT'O
s3bIKa; O) Ha HAYaJbHOM JTale HW3y4YeHUS WHOCTPAHHOTO S3BIKA;
B) Ha IPOABMHYTOM 3Tale HU3y4YEHUs MHOCTPAHHOIO sI3blKa; I') Ha
CTaJiMM OKOHYAHUsS OOyYeHHUs, NMPU COXPAHEHHH >KEJIaHHUS U Jajee
MPAKTUKOBATHCS B MHOCTPAHHOM SI3bIKE. TeXHHYECKHE BO3MOKHOCTH
FB (B uacTHOCTH, HaJIMYUE PYHKIIMH IEPEBO/IA) IO3BOJISIIOT CTYICHTaM
pasHBIX YPOBHEH BIAIEHHS S3BIKOM OCYIIECTBIISATH OOIIEHHE Ha
MHOCTPAaHHOM fI3bIKE, OBJIa1eBasi UM Oosiee ObICTPO 1 00JIee UHTEHCUBHO.

Conep:xxaTeIbHO-TEMATHYECKOE. [Ipenmonaraercs
MPEUMYIIECTBEHHO CBOOOTHBIN PEXUM OOIICHUS: YIACTHUKH TPYIIITBI
caM¥ ONPECIISIOT HHTEPECYIOUINE UX TEMbl, aKTyaJIbHbIC POOJIEMBI,
0003HauYast MX OCPEICTBOM CBOMX ITOCTOB HJIH CCBHIJIOK HA MHTEPECHBIE
MaTtepuaibl. CauTaeM BO3MOXHBIM TaK)Ke Y BRITIOJTHEHUE CIICITUATBHBIX
(cornmacoBaHHBIX TOH M JPYTroOil CTOPOHOI) 3aJlaHWM, MpeniaraeMbix
CTyJIEHTaM TPENOoJaBaTeIsIMU, U UX MOCIEAYIOMYIO MyOIUKAIU0 U
o0cy K ieHre B TPpyTIIE.

Texnoaorudeckoe. Crioco® oOLICHUS ONPEeNIeTCs ITANlOM U3y4eHUs
CTYyIEHTOM MHOCTpaHHOro s3bika. Ha »srtame cdopmupoBaHHOR
MOTHBALIMM K U3YUYEHHUIO HHOCTPAHHOTO 53bIKa (HO OIBIT €r0 U3y4eHus
MOKa OTCYTCTBYET) M Ha HaYaJIbHOM dTalle CUUTAEM IeJIecO00pa3HbIM
U TUIOJOTBOPHBIM OCYULIECTBJICHHE OHJIAWH-OOLIEHUS Ha OCHOBE
METOAMKU C MCIOJIb30BAaHMEM OOpaTHOrO MAIIMHHOIO IIepeBOAa
(OMII), cyThp KOTOpPOW COCTOMT B COCTaBICHUHM COOOIICHUS Ha
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POIHOM SI3BIKE, €r0 MEPEBO/IC HA MHOCTPAHHBIN S3bIK U MOCIEAY FOIIEH
TpaHchopMaIUU HCXOAHOTO COOOIIEHHS 10 TeX MOop, MOKa OHO He
CTaHeT aJICKBaTHBIM KOMMYHHUKAaTHBHOMY HamepeHuio.” B codepe
JUHTBOAUJAKTUKY JAHHASI WJes sIBISIETCS a0CONIOTHO HOBAaTOPCKOM;
Ha Hall B3IV, €€ NPEUMYILECTBa 3aKJIOYalTCs B yTBEPKICHUU
MPUHITUIIOB  ONEPEKAMEro OoOydYeHUsl, B TIOBBIIICHUHU JOIU
CaMOCTOSATEIbHOCTH, aKTUBHOCTH, LI€JIEYCTPEMIIEHHOCTH CTYJACHTOB B
M3yYEHHH MHOCTPAaHHOrO si3blKa. [lonaraem, uyto peanuzauus 1aHHOU
WJIEH B TPOEKTE OHJIANH-NIEPENUCKH [TO3BOJIUT 3aJI0KUTH OCHOBBI HOBOM
METOAMKH, pPa3padoTaTh OCHOBHBIC HAMpPABJICHUS €€ peaju3alliu,
chopMupoBaTh OaHK CIIEIUATBHBIX YUeOHBIX 3aJaHUN.

CrynenTsl 6051€€ MPOABUHYTHIX ATANIOB 00y YEeHHS BCTYTAIOT B OHJIAHH-
MEPENHCKy C LEJbI0 COBEPIICHCTBOBAHHS CBOMX KOMMYHHUKATHBHO-
peueBbIX HaBbIKOB. HocuTenu u3ydaeMoro s3blka, Cpeiyd KOTOPBIX
MOTYT OBITh KaK CTY/AE€HTbI, CIELIMAIU3UPYIOLIUECS IO POIHOMY SI3bIKY
KaK MHOCTPaHHOMY, TaK U MPENoAaBaTeliy, OKa3blBalOT UM BCSYECKOE
COZICHCTBHE, TPEAOCTABIISS HEOOXONUMYI0 HH(POPMALINIO, UCTIPABISS
JONyUICHHbIE HEZI0UYETHI, 00bsICHss uX. [lonaraem, uTo naHHas rpymnmna
CTYJIEHTOB TaK>Ke€ MOXKET BOCIIOJIb30BaThcs TexHoorueit OMII B nemnsix
KOPPEKTHOTO BBIPAKEHUS CIIOKHBIX CMBICIIOB.

Takum oOpazom, peann3zanus NPOeKTa Ha HOBOM 3Talle IO3BOJIUT
paCLIUpPUTB Er0 TOPU30HTHI 38 CUET CKOOPAUHUPOBAHHOM IEATEIIBHOCTU
MIpEeNoaBaresiel — KyparopoB IMpPOEKTA, NPUBICYEHUS YYACTHUKOB,
HaxXOISIIIMXCS HA Pa3HbIX CTaAUsAX W3Y4YEHUs MHOCTPAHHOIO SI3bIKa
— OT CTaguU IOATOTOBKM K H3YYEHHUIO HHOCTPAHHOIO s3bIKa 10
CTaJuu COBEPILIEHCTBOBAHUS MPUOOPETEHHBIX KOMMYHUKATUBHO-
pEeUeBbIX HABBIKOB. TakoW COCTaB YYaCTHUKOB TIpYyIIIbl OHJIANH-
OOIIEeHNUsT TIO3BOJIMT MPUMEHSATh M Jlajiee pa3BUBAaTh WHHOBAIIMOHHBIE
JMHTBOAUJAKTUYECKHE TEXHOJIOIMHU, HANPABJICHHBIE Ha IOBBIIICHUE
CaMOCTOSITEIBHOCTU B U3y4YEHUHN HMHOCTPAHHOI'O S3bIKA.

2 Wpes WCHONB30BAaHUS MAIIMHHOIO M OOpPaTHOrO MANIMHHOTO IlepeBoja B HaydHO-
HCCIIeI0BATEIBCKOM 1 IMHIBOMIAKTHYECKOH (PUIIONIOrMYECKOM eI TeIbHOCTH 3asBlIeHa Tpodeccopom
Kemeposckoro ynusepcurera H.JI. ['oieBbim.



CO/I0ryE
3. BeiBoabI

Ha ocHOBaHUM M3JI0KEHHOI'O0 MOXKHO 3aKJIIOYUTh, UYTO HCIIOJIb30BaHUC
FB B JIUHTBOAUJAKTUYCCKUX HCJIAX OJOBOJIBHO IMPOAYKTUBHO II0
OeJIoOMY pAaAny 00CTOSITENIBLCTB.

1. Texuuueckmii mapamerp. FB oOmanaer ynoGHoit mmardopmoii,
YTO MO3BOJIET OCYLIECTBIIATH OOIIEHUE B pa3sHOOOpa3HbIX (hopmax:
nyTeM BepOajbHOW KOMMYHHUKaluu (B BHJE IOCTOB-MOHOJIOTOB MU
KOMMEHTApUEB JIHAJOTHYECKOTO / TIOJIUJIOTUYECKOTO XapakTepa),
SMOTUKOHOB, HH(pOrpaduky, HIIOCTPALUNA, BHICOCIOKETOB U
(GUIBMOB, MY3bIKAJBHBIX TMpou3BeneHU u mp. [laHHBIE pecype
MO3BOJISIET  CO3JaBaTh  COOOIIECTBA, OOBEIUHEHHBICE  OOIHMH
UHTEpEeCaMU, pPEeryjJnpoBaTb MX KAYECTBEHHBIM M KOJIMYECTBEHHBIN
COCTAaB M OCYLIECTBIISTH IeJCHANpaBiieHHOe obmenne. Hamuune
xe QyHkuuu Messenger Mo3BOJISIET OCYIIECTBIATh B HEOOXOAMMBIX
CllydasX M JIMYHbIE KOHTAKTHI. BONBIIMM NPEUMMYIIECTBOM JIaHHOIO
OHJIAliH-pecypca SBIAETCA TO, UYTO OH SIBJISAETCS MEXIAYHApOIHBIM
1o cepe cBOEro oxBara, U 3TO JaeT BO3MOXKHOCTh YCTaHABIUBATh U
MO JECPKUBATH MEXAYHAPOJHbIE KOHTAKTBHI.

2. KomMmyHHKaTHBHO-peYeBoit napamMerp. TexHnueckue
npeumyuiectsa FB mpenocTaBisioT IMMPOKUE BO3MOXKHOCTH s
BCECTOPOHHETO DPAa3BUTHUSI KOMMYHHKAaTHBHO-PEYEBONH KOMIETEHIUU
CTYZIEHTOB KakK I10 JIMHUH PACUIMPEHUS, TAK U 0 JUHUU OCJIOKHEHUS.
IlepBoe peanuzyeTcs NOCPEACTBOM MIPSIMOTO BBOZIA COOTBETCTBYIOLIEH
uHpOpMALMKM TIPENOAaBaTeNeM WM CTYACHTAaMU (TeMaTHYECKUX,
JIEKCUKO-CEMAaHTUUECKUX TPYII CJIOB, (Ppa3eosoru3MoB, STUKETHBIX
bopmy, HOBOT'O JIEKCUKO-IPAMMAaTHYECKOT 0 MaTepuana,
MH(POPMALIMOHHBIX COOOIIEHUH IO aKTyalbHBIM TeMaM M IIO.),
a TaKk)Ke IyTeM CaMOCTOSITEJIBHOIO H3BJICUEHHUS CTYAECHTAaMH U3
CJIOBapel M CIPAaBOYHUKOB KOMMYHUKATHBHO-PEUEBBIX CPEACTB,
HEOOXOAMMBIX ISl Y4acTUsI B OOCYXKJIEHUM KaKOM-THOO MpoOIeMbl,
I O3HAKOMJIGHHMS C aKTyaJdbHOW wWH(popManue. YrioyoneHue
KOMMYHHMKAaTHUBHO-PEUYEBOI0 Marepuajia OCYIIECTBISACTCS IyTeM
BBOJIa B HEOOXOAMMBIX CIy4asX JOMOJHUTEIbHBIX KOMMEHTApHUEB,
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MPUMEPOB, TyTEM KOMMEHTApUEB-O0BSICHEHUN TMperofaBaTessi Wiu
CTYACHTOB — HOCUTEJIEH S3bIKa; MIOPOW CHELMaIbHO OTBOIMUTCS BPEMS
1151 OOBSICHEHU S KAaKOW-THOO0 BayKHOUM TEMBI BO BpeMsi 3aHsTHs. Kpome
TOTO, TEXHUYECKHE BO3MOKHOCTH FB M03BOMISII0OT CTyIGCHTaM pa3BUBaTh
BCE OCHOBHBIC PEUYEBBbICE YMEHHS M HABBIKU: UYT€HHE / MOHHWMaHWE,
ayJMpOBaHKe, pPa3roBop / MUChbMO.’ BKIIFOUCHHE CTYICHTOB B IIPOIIECCHI
COBPEMECHHOW OHJIAWH-KOMMYHHKaIIMU (OCOOCHHO C HOCUTEISIMU
SI3bIKA) TIO3BOJISIET UM (DOPMHUPOBATH TPEACTABICHHS O XapaKTepe TaKou
KOMMYHUKAIUH, IPOU3BOUTH OTOOP COOTBETCTBYOIINUX AKTYaTbHBIX
KOMMYHUKATUBHO-PEUEBBIX CPEICTB.

3. CrpaHoBequeckuii mapameTp. Takke TEXHUUYECKUE NPEUMYILECTBA
FB npenocTaBisiioT IMHUPOKHE BO3MOKHOCTH [JIsI BCECTOPOHHETO
pa3BUTHS CTPAHOBENYECKOM KOMIIETCHIIMM CTyAEHTOB. [laHHas
uHpOpMALIMST MOXET pa3MeIaThCsl IpernogaBaTesieM, CTYICHTaMU
— HOCHUTEJISIMU sI3bIKa, @ TAKXKE CaMHMHU CTYJIECHTaMH, U3y4arOlIUMHU
WHOCTPAHHBIN A3bIK. J[aHHBIN TapaMETP TECHO CBA3aH C IIPEABIAYILIUM.

4. MoTHBaIMOHHO-TICUX0JIOTHYecKuii mapamerp. [Ipeanonaraemerii
B FB cBOOOIHBIN pexuM OOIIeHUs, HE OrpaHMYMBAEMbII paMKaMu
y4eOHO [IPOrpaMMBl, KOHTPOJIMPYIOLIEH JEeATEIIbHOCTBIO
IpenojaBares, H03BOJISIET CTYI€HTaM CaMOCTOSITEIbHO (JOPMHUPOBATH
CBOM mpennouyteHuss u uHTepecsl B mzyueHuun PKU. V otnensHbIX
CTYACHTOB MOTHBALlMOHHBIC YCTAHOBKH CTAHOBATCSA JIOBOJIBHO
CHJIBHBIMH, OHHU TPOSIBISAIOT OOJBIIYI0 aKTUBHOCTH B OCMBICICHUU
aKTyaJIbHOTO KOMMYHHMKAaTHBHO-PEYEBOrO MaTepuaja, cHaOxas ero
JOTIOJTHUTEIIBHBIMA KOMMEHTApUsIMHM, BBOIAT HOBBIM AaKTYyaJIbHBIM,
WHTEPECHBI ~ KOMMYHHUKATUBHO-PEYEBOM W CTPAHOBEIAYECKUU
MaTepuall, aKTUBHO BbIPa)kat0T CBOE MHEHHUE T10 TOBOJLY 00CY K IaeMbIX
B TpyTIIIE BOIPOCOB TMOO CaMM PeIaraloT BOMPOCHI 11 00CY K ICHHSL.
Takas akTUBHOCTB «3apsi’KaeT» IPyTrux CTyACHTOB. B urore B rpynmne
¢dopmupyercss  OnaronpusATHbIH MOTHUBALMOHHBIM  MHKPOKJIMMAT,
BBIpAXAIOIUKC B (OPMUPOBAHUU TO3UTUBHOIO OTHOIIEHHUS K
N3y4aeMOMY SI3bIKY, B 3aMHTEPECOBAHHOCTH K KOMMYHHKATHBHO-

3 IInceMeHHO-peueBast JSSTEIBHOCTh B OHJIAWH-OOIICHMH TPAaKTYyeTCsl HAMU KaK pa3roBOpHAst
(hopMa NHCEMEHHOM pedH.
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pe4eBOMY MaTepurally, BCTPEMIIEHUN PA3BUBATh CBOM KOMMYHHUKAaTHBHO-
peueBble criocoOHOCTH. MOTHBALIMS CTYIEHTOB ellle 00JIee MOBBIILACTCS
IIpU BCTYILICHUU B IIEPEIUCKY C HOCUTENSIMU SI3bIKA, B XOJE KOTOPOU
OHM TOJY4YaroT OOraTblii KOMMYHHUKAaTHUBHO-PEUYEBON MaTepHas s
YCBOCHM S, HOBBIE CTUMYJIBI JJIs1 Pa3BUTU KOMMYHUKATUBHO-PEUYEBBIX
HAaBBIKOB, JOCTUIAEMBIX C IOMOILBI CBOMX aApECaTOB — HOCHUTEINIEH
A3BIKA.

5. Mcuxosornueckuii mapamerp. OxxuBieHHoe obmenue B FB mexny
MPENnoAaBaTeNeM U CTYACHTAMU, a TAKKE MEXYy CAMUMU CTYJAECHTAMU
CHOCOOCTBYET YCTAHOBJIICGHHIO 0o0jiee TECHBIX, JOBEPUTEIBHBIX
OTHOIIICHUH. B yCIIOBUSIX OTCYTCTBUS HEMMOCPEACTBEHHOI O KOHTPOJIS U
OILICHKH, MTOBBIIEHHOTO BHUMAaHHSI OJHOKYPCHUKOB BO BpEMSI 3aHSTUS
CTYZIEHTHI OIylatoT ceds Oosnee cBOOOTHBIMHU, PACKPEHOIIEHHBIMU.
Kpome Toro, oHu UMEIOT BO3MOXKHOCTH MOJIyMaTh, BOCIOJIb30BaThCS
CIPaBOYHBIMU MaTepuajlaMH, [UJIsi TOTO YTOOBI BBIPA3UTH CBOE
MHEHUE MO0 Kakomy-nu0o moBoay. CBOOOAHBIM pPEXHUM OOIIECHUS
MO3BOJISIET UM TIOJIHEE PACKPBITH CeOsl, 3aBOEBATh JIOBEPHUE, YBAKCHHE
JIpYTHX CTYIACHTOB W mpernonasatens. CTyAeHTHl W TpernofaBaTeib
AKTHBHO TOJB3YIOTCS SMOTUKOHAMH, BepOaIbHBIMH 3MOLIMOHAIBHO-
IKCIPECCUBHBIMH, OIICHOUYHBIMU CPEICTBAMH, YTOOBI BBIPAXKATh
CBO€ TMO3UTHUBHOE OTHOIIEHWE K JPYTMM YYAaCTHHKAM TpYIIIbL
[IpenonaBarens HEPEAKO MPUBOAUT CBOU IMOJOKUTEIbHBIC OT3bIBBI, &
OO U OT3BIBBI CBOMX KOJLIIET 00 Y4eOHOI NesITENHHOCTH CTYICHTOB,
YTO TMOBBIIIAET CAMOOLEHKY MOCIEAHUX, YCHJIIMBAET HX >KEJIaHUE
MOBBIIIATH CBOM YPOBEHb BIAJEHUS SI3bIKOM. B cilyuae mepernucku ¢
HOCHUTEIISIMH sI3bIKa OOJBIIOE 3HAYCHHE UMEET JPYKECKOE ydacTHe
MapTHEpa MO TMEPENHCKE, €ro KeJaHWe W TOTOBHOCTh IMOMOYb. Y
CTYJIEHTA CKJIaIbIBA€TCSI YyBCTBO YBEPEHHOCTH B TOM, UTO OH CIIOCOOEH
OCYUIECTBJISAITh KOHTAaKThl HE TOJIBKO CO CBOMMH TOBAPUILAMU 10
TpyIIIE, HO U C TPEACTABUTEISIMHU IPYTOMl KYJIBTYPHI.

6. Opranusaumnonnsiii napamerp. O0menue B FB no3BosnseT BHITOTHATD
CTyJEHTaM W MpPEernojaBaTeyl0 U YUCTO MPUKIAJHbIE (QYHKLIHUH I10
OpraHu3aluy KU3HU IpyIIbl. OCOOEHHO 9TO KacaeTcsl BHEAYAUTOPHBIX
MEpPOIPUATHN: OpraHU3allUM TEMaTHYECKUX BEYEPOB, KOHKYPCOB,
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COBMCECTHBIX BbIXO/I0B Ha KYJIBTYPHO-3PCIINIIHBIC MCPOIIPUATHA U I1IOA.

7. Opranu3anHoOHHO-MeTOINYeCKHii mapameTp. JIMHrBOAUIaKTUYECKU I
noteHuuasn FB mo3BoisieT nmpoaomkaTe 3aHATHE BO BHEAYJIUTOPHOM
peXMMe, KOTJa B CHIIY KaKUX-TMOO NMPUYMH (HE XBAaTHUJIO BPEMEHH,
He ObUIO B TOT MOMEHT aKTyaJbHOTO KOMMYHHKATHBHO-PEUEBOI'O
Marepuala, He OIIYIIAJIOCh HEAONOHUMAHHME CTYJIEHTaMH TOrO WU
MHOIO MaTepuajla M Ip.) He YAAJIOoCh PAacCMOTPETh TOT WM HMHOU
MaTepuan Ha 3aHATHM B ayJUTOpUH. BBenenne HeoOX0IuMOro
Matepuasia B FB no3BosisieT onepaTuBHO BOCIIOIHUTH 00pa30BaBIIyIOCS
JaKyHY.

8. lpodeccuonaIbHO-KOMIIETEHTHOCTHBII MapaMeTp. J[aHHBI POEKT
BakeH M s (OpMUPOBaHUS MNPOPECCHOHATBHON KOMMIETEHIIUU
CTyIEHTOB, CIEIIUATH3UPY FOIIUXCSI BOOJIACTH 00y YCHUSI HHOCTPAHHOMY
S3bIKY, TOCKOJIBKY CTHMYJIHUPYET WX K TPpodheCCHOHATEHOMY
OTHOIICHUIO K MHCbMEHHO-PEYEBOIl JAEATENLHOCTH CBOUX aJ[Pecaros,
K TIONCKY TyTeH yCTpaHEHUs OMYCKAaeMbIX TMOCICIHUMHU OIIHOOK
M HEIOYETOB, K OCMBICJICHHIO WHHOBAIIMOHHBIX 00pa30BaTEIbHBIX
texHonoruil. [IpenogaBaTenu ke MHOCTPaAHHOTO SI3bIKA, OMUPAIOIIHECs
B CBOEH MpaKTHKE HA JaHHbIC HHHOBAIIMOHHBIC TEXHOJIOTHH, TIOTydYaT
HEOOXOIMMBI KOMMYHUKATHBHO-PEUEBOM MarepHal, ¢ TEM YTOOBI
chopmupoBarh dhPekTuBHbIE ydeOHbIE HAMPABICHHUS MO H3YyYECHHUIO
WHOCTPAHHOTO S$I3bIKa, OOECIEYMB HTOT MPOIECC KaueCTBEHHBIMU
COBPEMEHHBIMH ITIOCOOUSIMHU M MaTEPHAJIAMH.

Bwmecre ¢ TeM, BO3HUKILINE TPYAHOCTH, IIPEK/IE BCETO PU OPraHU3aLUN
MEPEeNUCKH MEXJy HOCHUTEISIMHU pa3HbIX S3BIKOB, IOOYXIAarOT
OpPraHu3aTopoB IpPOEKTa K Oojiee NeTalbHOMY €ro OOOCHOBAaHHUIO
B BHJIE€ JIMHTBOAMAAKTUYECKOW NPOrpamMMbl U MOCIEAYIOLIEMY €€
JIOBEICHUIO JI0 CBENICHUSI HAy4YHOW OOIECTBEHHOCTH, C TEM YTOOBI
IpUIaTh MHHOBALIMOHHOM JIMHI'BOJMAAKTHUECKOH A€ TeIbHOCTH Ooee
CUCTEMHBIH, LIEJICHAIPABICHHBIN, CKOOPIUHUPOBAHHBIN XapaKTep.
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«Et si ¢’était vrai» est le premier roman de Marc Levy, écrivain francais
trés connu, publié¢ en 2000. Ce roman a gagné non seulement le prix
Goya du premier roman, mais aussi le regard de Steven Spielberg, qui
a vers¢ des millions dollars pour faire sortir ce roman sur les grands
écrans. Apres 33 langues de traduction, ce roman sera retraduit en
chinois et balayera les esprits des lecteurs ...

Et si ¢’était vrai

Si un jour, quand vous ouvrez votre placard, une belle jeune femme
souriante cache dedans, mais vous ne la connaissez pas du tout ?
Comment réagissez-vous ? Que fait-elle dans ce placard ? En plus, vous
étes la seule personne a voir ...

Une histoire se déroule...
En 1996, une jeune médecin, Lauren Kline, a tombé dans le coma a cause

d’un grand accident de voiture. Pendant son coma, un jeune architecte,
Arthur, emménage dans sa maison ou son esprit reste toujours. Un jour,
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Arthur trouve cette femme dans le placard de salle de bains, dans la
cuisine, dans le salon, n’importe ou dans cette maison, en croyant c’est
lui qui a tombé malade. Faut-il lui faire consulter un psychiatre ? Apres
I’explication, ce jeune homme comprend qu’elle ne peut pas se déplacer
que si elle y pense trés fort. Cependant, comment pourrait-il croire a son
absence, car elle apparait tellement élégante, souriante, brillante, et avec
plein d’énergie, en un mot, tellement réelle.

Une histoire d’amour fermente...

Arthur ne sait plus quoi croire. Son esprit est toujours 13, il pourrait
la sentir partout. Ils se communiquent, se sourient, se connectent,
et ils prennent les repas, regardent la télé ensemble. Elle est 1a, mais
pas vraiment 1a. En fait, son esprit est dans le coma et son corps reste
toujours au cinquiéme ¢tage de I’hopital de San Francisco. La mere
de Lauren accepte le conseil des médecins de choisir I’euthanasie,
cependant pour réaliser le voeu de Lauren, Arthur et son meilleur ami
décident de voler le corps. Aprées 'arrivée a I’hopital, ’architecte fait une
intervention d’urgence sur un diabétique, en emmenant le corps a bord
d’une ambulance vieille. Sans doute, la police découvre cette histoire
et fait une enquéte, malgré des indices épars, un inspecteur retrouve la
maison ou se trouve le corps. Pour protéger Arthur, Lauren essaie de
convaincre l’architecte de rendre son corps a I’hdpital, afin qu’il puisse
retrouver une vie normale, sans avoir une peine de cinq ans de prison.
Avec plein de luttes en moral, Arthur rend le corps a I’hopital, et apres
quelques jours, ’esprit de Lauren disparait petit a petit, ce qui provoque
le désespoir et le décu de I'architecte.

Si c’était vrai...

Au fur et a mesure, la jeune femme sort de son coma, elle commence
a marcher faiblement. Mais Lauren ne souvient pas d’Arthur, pour
elle, cet architecte est un inconnu, elle ne veut que nouer leur relation
de confiance. Immergeant dans le décu, Arthur ne peut ni manger, ni
dormir, ni travailler. Combien il voudrait, ¢’était vrai...
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