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Abstract. Language can’t be taught and learned separately from culture. Art, in turn, is a
significant part of the culture and a means for its comprehension by foreign students. Film
adaptations represent a fair combination of technologies and art. However, the application of the
full potential of film adaptations in Russian language lessons demands sufficient methodological
research. Thus, this article aims to reveal the available methodological potential of film adaptations
in Russian language teaching and to show that this topic opens up wide possibilities for research
in terms of methodological developments.

The object of the article is the process of linguistic education of students in higher education
institutions. The subject of the study is authentic materials as a means of foreign language teaching.

This study is based on a narrative analysis of current theoretical materials of post-Soviet
republics’, Russian and foreign scholars on the issue of the film adaptations as a tool in teaching
RLF (Russian language as foreign). The authors held to the research principles of consistency,
historicism and cultural appropriateness.

The analysis of the publications on the issue indicated that film adaptations are an as
effective tool for teaching RLF. The conducted literature review revealed that film adaptations
usually are used in the lessons of Russian literature as supplementary material. However, film
adaptations prove themselves to be an effective tool for teaching RLF on an even basis with literary
works. The combination of the two materials is suitable for the development of all four language
skills: reading, writing, speaking and listening.

The scientific value refers to analysis of existing data on film adaptations which contributes
to further researches on the problem. The practical value of this study is that it provides a
methodological base for the lessons of Russian language with application of film adaptations of
literary works.

Keywords: art, teaching, foreign language, film, literature, adaptation, Russian language,
multimedia

Basic provisions

This article presents an attempt to systematize the present scientific data on the
use of film adaptations in language teaching. The material presented in the article
reflects the advantages and issues in the use of authentic film material when studying
a language. Based on scientific sources, the authors make a detailed analysis of such
experiences and describe several methodological approaches to film adaptations as
a pedagogical tool: the first approach proposes to use film adaptations as an
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independent authentic material, the second one examines film adaptations as
additional material in literature classes, and the third approach suggests to use film
adaptations and its literature source in an integrated way. The results of the work are
complemented by a discussion and logical conclusions.

The analysis of scientific publications has highlighted the following advantages
in using film adaptations in foreign language teaching: representation of emotional
states, development of non-verbal communication, visual immersion in the historical
context, representation of geographical locations — all these contribute to a better
understanding of the text through film. On the other hand, a literary work reveals to
students the psychology of characters, makes the director’s and author’s intent more
understandable, which contributes to teaching students view and analyze film as a
work of art.

Thus, this article aims to reveal the available methodological potential of film
adaptations in Russian language teaching and to show that this topic opens up wide
possibilities for research in terms of methodological developments.

The object of the article is the process of linguistic education of students in
higher education institutions. The subject of the study is authentic materials as a
means of foreign language teaching.

Introduction

The modern world is developing rapidly, and this is especially true in the field
of technology. With the development of technology, there is a need for Russian
language teachers to think about new and effective ways of creating a better
environment for teaching and learning Russian as a foreign language. As a result,
the use of multimedia as a learning tool is becoming increasingly popular in the field
of foreign language teaching. And one of the most promising multimedia teaching
tools, combining technology and art, is the cinematic adaptations of literary works.

Literature and film are of great cognitive value. The most important historical
events are reflected not only in documents and in scientific research but also in works
of art, be it literature, film, theatre, architecture, painting, music, or dance.
Consequently, works of art are not only “channels of reflection and accumulation of
information about reality”, but some of them “are a significant phenomenon of
national culture” themselves [1, p. 189]. Whereas lectures and seminars on history,
geography, and culture engage mainly the logical-conceptual way of teaching
students, works of art “show” life and reproduce it in concrete pictures and images.
N. Chernyshevsky called art “the textbook of life”: “Art achieves its goal more
faithfully than a simple story, much less a scholarly one: under the form of life we
are much more easily acquainted with a subject, much more quickly become
interested in it than when we find a dry indication of the subject” [cit. 1, p. 190].
However, one should remember that art, bearing in itself the features of the author’s
personality, does not just copy reality but transforms it, endowing it with new
meanings. “Creativity is an activity that gives rise to something new that has never
existed before” [1, p. 190]. This reality transformed by the author is often referred
to as second reality. “If a work of art becomes widespread and a fact of mass
consciousness, then the ‘second reality’ that exists in it becomes as objective an



immutable element of life as life itself. Thus, Onegin is more real to us than many
of our true acquaintances: although it is a collective image” [1, p. 190]. Therefore,
through literary works, students can learn about the culture and mentality of Russian-
speaking people. At the same time, it is a twofold process. Any work of art also has
a communicative function — conveying the author’s intention to the addressee.
Nevertheless, understanding a work of art entirely depends on the addressee’s ability
to perceive the information correctly. Therefore, it is principal to teach foreign
students an adequate perception of Russian literature and cinematography — not only
to introduce students to the peculiarities of vocabulary but also to the historical,
social, and cultural context.

Methodology and materials

This study is based on a narrative analysis of current theoretical materials of
post-Soviet republics’, Russian and foreign scholars on the issue of the film
adaptations as a tool in teaching RLF (Russian language as foreign).

Researchers’ approaches to film adaptations for educational purposes depend
on different perspectives on the very nature of the relationship between film and text.
Olga Burenina distinguishes three approaches to cinema from the perspective of its
relationship with literature. The first approach sets off literature and cinema,
differentiating the depicted and the imagined, thereby postulating the impossibility
of intermedial transfer [2, p. 213]. Such views on film adaptations refer to the ideas
of Roman Jakobson, Gilles Deleuze, Friedrich Knilli, Knut Hickethier.

The textual approach to the study of cinema, developed by representatives of
the formal school and continued by Moscow-Tartu structuralism, can also be found
in contemporary film aesthetics. Under this approach, cinema imitates literature and
thus depends on it. A variant of this viewpoint is expressed in the assertion that
“literature and cinema, being in a complementary distributional relationship, feed
off each other and make mutual transitions, while maintaining their discursive
independence” [2, p. 213].

Proponent of the third approach, Oleg Aronson, characterizes cinema as a
borderland phenomenon that combines the traditions of representation and
imagination [3]. O. Burenina also notes that compared to Western and American
cinematography, which initially focused more on the art of theatre and dance
plastique, Russian cinema focused more on literature and its genres, actively
referring to literary sources and emphasizing its invariable involvement in literature
[2]. Thus, the literary-centric orientation of Russian culture has raised the interest in
film adaptation to a certain degree.

Based on these approaches to film adaptation, it is possible to distinguish three
groups of scientific works on the use of film adaptations in RLF lessons. The first
group of publications includes general researches on the use of various feature films
in RLF lessons. This group represents a rather large body of researches. In order to
systemize all the publications in this article, the following limitations were applied:
the selection was made using databases Google Scholar, eLibrary, and
CyberLeninka; the selection contained publication for the period of 2017-2022;
articles on educational films, scientific films, documentaries, short fiction and social



videos, news releases, commercials, talk shows, interviews, blogger videos, videos
from YouTube, animated films, television multi-part series were excluded. The
remaining articles were grouped according to the issues they address: the advantages
of using feature films in the RLF lessons; feature films as an educational tool (this
group included studies indicating objectives and aims of using feature films in the
RLF lessons); the problem of selecting films for the lessons.

The second group included publications concerning the use of film adaptations
as a supplementary tool for teaching Russian literature to students.

The third group of works contains quiet a small number of studies, and includes
studies in which a literary work and its film adaptation are used in the classroom
together and evenly. In particular, this group covers an article by Claudia Olivieri
“‘Moscow cinematic text’ in the process of teaching RLF” [4] in which the she
proposes the use of the film “Moscow” (2000), directed by A. Zeldovich, based on
a script by A. Sorokin, for educational purposes.

In the study authors held to the principles of consistency, historicism and
cultural appropriateness. Research methods — analysis, synthesis, deductive and
inductive generalizations — were applied.

Results and discussion

From the publications included in the first group of works, we identified the
advantages, methodology, and challenges in the use of feature films in the RLF
lessons.

Researchers identify three main benefits of using feature films in the teaching
RLF:

First, due to its artistic nature, cinema as a teaching medium effectively
synthesizes rational and artistic methods of presenting the information. Using a
variety of artistic media (such as music, sounds, costumes, camera movement,
actors’ facial expressions, movements, dialogue, and narration), a film evokes an
emotional response in the viewer and arouses interest. Consequently, as a teaching
tool, a feature film combines emotional, logical, and figurative components, which,
in turn, contributes to enhancing the cognitive activity of students and creates
favorable conditions for creative comprehension of the material [5].

Secondly, a feature film can be an effective tool for shaping students’ linguistic
and cultural competencies. By analyzing the film, students acquire background
knowledge of history, geography, ethnography, and country studies. They get
acquainted with social reality, traditions, colloquial vocabulary, peculiarities of
speech etiquette, and mentality [6]. In this aspect, researchers often note the use of
allusions and quotations from feature films in Russian speech, which can cause
difficulties in understanding and application by foreign students. A good example is
given by O. Abrosimova and L. Voronova: “It should be noted that while foreigners
successfully learn quoting phrases, allusions and reminiscences are usually difficult
for them to perceive. A hint of fact, a reference to a text, is almost beyond their
comprehension. Russian-speaking people can say: ‘I need at least a cup of coffee,
and there is no need for me to take a bath’. People who watched the film ‘The
Diamond Arm’ swiftly understand the associations. A Russian person immediately



‘tries the situation on himself’. And although the quotation was changed, it is easy
to draw an analogy. Foreigners cannot understand why in this case the response
phrase would be: ‘There will be a bath for you and a coffee and cacao and tea’ [6,
p. 53].

Thirdly, the use of feature films in teaching helps to increase students’
motivation. The use of feature films in the learning process allows for reducing the
load on arbitrary memory, relieving psycho-emotional stress, as well as diversifying
exercises and creating a comfortable environment in the class, which is principal for
increasing the level of motivation of students [5].

Methodology of the work with feature films usually implies three stages: 1)
work before the presentation of the film; 2) work during presenting the film; 3) work
after watching a film. The first stage is preparatory, when the teacher introduces the
students to the plot of the film, provides them with the necessary vocabulary, and
explains the historical and social context of the film. The second stage usually
includes vocabulary tasks. Finally, the third stage is creative: writing essays,
presentations, discussions, debates, acting out or dubbing scenes from the film, etc.
Additionally, T. Kashpireva suggests a fourth stage of work — independent study of
the film by students, implying reading and writing reviews, listening to film
soundtracks, etc. [7]. The tasks at each stage may vary, depending on the goals and
objectives pursued by the teacher in a lesson. For example, Yu. Kostyushina and Zh.
Shishkanova distinguish the following goals: learn to listen and understand spoken
Russian in a real-life situation; show the variety of ways to use language
constructions and grammatical patterns in live speech; teach how to use language to
convey information in professional sphere of communication; test the extent and
quality of assimilation of certain grammatical material; identify errors and
ambiguities in the studied grammatical material; consolidate what has been learned;
develop speaking skills, including argumentation and creative speech during the
discussion of the film’s plot twist; introduce country-specific information related to
the way of life, way of thinking, value systems and relationships of Russian-speaking
people; create a strong motivational base for further learning of the language [8, p.
305-306].

The problem of selection film for presenting to students still remains a main
issue for teachers and researchers. Therefore, O. Khurmuz proposed the following
criteria for selecting films:

1) A film as a work of art should obtain an emotional and aesthetic impact on
the audience, and form a positive attitude towards Russian cinema and Russian
culture in general;

2) The lexical and grammatical material in the film should correspond to the
basic, first certification and second certification levels (A2, B1 and B2);

3) The film should obtain a country-specific value, introducing students to the
Russian mentality, way of life, and culture;

4) The film must not violate historical and country-specific authenticity;

5) The issues raised in the film must be relevant to the audience, namely the
age, national, cultural, and psychological characteristics of the audience should be
taken into account when choosing a film;



6) The plot of the film should imply a conflict that encourages different
opinions during the discussion of the film and thus stimulates the students’ speech
activity;

7) The actors’ speech in the film should not be too fast; the words should be
pronounced clearly and distinctly;

8) The speech in the film should be grammatically correct and accessible to the
recipient, and must not contain a large amount of professional, emotionally
expressive, as well as out-of-use vocabulary [9, p. 9].

Considering the above-mentioned criteria teachers and researchers tend to
choose Soviet films for presentation in the class. Because modern films often
demonstrate explicit scenes of violence or sexuality, drug addiction, excessive use
of jargon and foul language, etc. However, modern films raise more interest at
students.

Film adaptations make the problem of film selection easier. Since film
adaptations have a literary work as a source, mostly a classic literary work, they meet
all the necessary criteria suggested by O. Khurmuz. Besides, film adaptations by
different directors (Soviet, modern Russian or modern American) are interesting for
comparison and open up new possibilities for comparative analysis. For example, O.
Chalova in the article “Semantics of the communicative level of the Russian
language in sound realizations of a literary text” [10] compares two screen
adaptations of F. Dostoevsky’s novel “Idiot” by directors 1. Pyryaev (1958) and V.
Bortko (2003). The researcher concludes that both adaptations are relevant, both
reflect Dostoevsky and reveal an understanding of Dostoevsky by Russian-speaking
people in different historical periods, which may be useful for those, interested in
Russian culture and history [10, p. 302].

The second group of works mainly includes studies on the use of film
adaptations as supplementary material in literature lessons for foreign students. For
example, the publication by E. Halpunkova is devoted to the necessity of including
an elective course ‘“Literature on the Screen” for foreign students [11]. The
researcher notes that the main advantage of this course lies in the fact that while the
process of reading a literary work is usually intermittent and this affects the
emotional perception of the book, the film has a continuous impact on the viewer.
Therefore, referring to a film should aesthetically enrich the reader-viewer and
expand their circle of associations [11].

According to E. Lobanova, the main advantage of film adaptation in literature
lessons is the visualization of linguistic expressions: the character of a hero, his
emotions, and emotional states. What is described by word in the literary work can
be visually represented in film. As an example, the author compares Dostoevsky’s
novel “Crime and Punishment” with its film adaptation directed by L. Kulidzhanov
(1958) [12].

The use of film adaptations in teaching foreign languages is also considered in
English scientific publications. For example, Hu Caixia stresses the importance of
demonstrating non-verbal language in films [13]. Non-verbal language is as eloquent
as spoken language. Therefore, in language teaching, the use of visual media in the
film creates an opportunity for students to learn how to decipher non-verbal



language, which contributes to the development of students’ communicative
abilities. Aida Dziho-Sator points out that when working with film adaptations, and
combining written text with visual and auditory media, we contribute to the
development of all four language skills: reading, writing, speaking, and listening. In
addition, this method offers various options for teaching and learning styles:
individual work, group work, critical analysis, use of technology, discussion, etc.
[14].

The third group included those works whose authors propose equivalent work
with a literary text and a film in RLF lessons. Thus, O. Chalova, based on the
methodology of M. Bezyaeva, considers the film adaptation of F. Dostoevsky’s
novel “The Idiot” as a director’s interpretation of the novel. The author believes that
by comparing the text with the film, as well as two film adaptations of the same
novel with each other, foreign students will be able not only to better understand the
literary work but also to see how it is understood by Russian-speaking people and
how historical time affects this understanding [10].

Another example of this approach to film adaptation is C. Olivieri’s
publication, in which the author analyses the film “Moscow” as a teaching material
for students studying Russian as a foreign language [4]. According to C. Olivieri, as
the film is saturated with frames depicting tourist places, students are given an
opportunity to conduct a virtual excursion around the city. At the same time, through
the comparison with the literary text another Moscow is revealed to the students:
“sinister and magical”, with its “poetics of turbulent era”, which demonstrates the
attitude to “the reality existing at the moment and allows a comprehensive
introduction to the ‘other’ Russian life” [4, p. 25].

As noted by T. A. Tarabanova, “it is important not only to introduce foreign
students to Russian history, culture and literature but also to try to reflect on
contemporary issues and give a ‘Russian’ understanding of these problems” [cit. 4,
p 25]. Therefore, the film, although not “suitable for normal watching” [cit. 4, p. 25],
it can serve as an educational tool for future Slavists. On the whole, C. Olivieri
suggests a method of working with film in which the literary work and the film
complement each other: film creates a transition from the abstract literary work to
its concrete embodiment, “gives an imaginative and deeper insight into the script”,
and “the contextualization of Sorokin’s ‘Moscow’ enables, in turn, a better
understanding of film” [4, p. 27].

The story “The Long Farewell” by Yu. Trifonov and its film adaptation by
director S. Ursulyak (2004) can be valuable as teaching material in this context.

The story is about the unhappy love of the young playwright Grigory Rebrov
and the actress Lyalya. The characters are in a relationship, but Rebrov’s material
insecurity constantly displeases Lyalya’s mother, so she prevents them from
marrying. Lyalya meets a successful playwright Smolyanov at the theatre and starts
a relationship with him, which Rebrov discovers. Eventually the characters part
ways, Rebrov leaves Moscow, his home, and his love, and leaves for a geological
expedition. Lyalya finishes her acting career and marries a military man, changing
her social circle. Many years later she meets Masha, her former friend from the
theatre, who tells her about Rebrov who became a successful scriptwriter. However,



even though their lives seem to have worked out well, they both feel that they have
lost something important to both of them.

Trifonov’s prose is advantageous for study in many ways. Primarily because of
its psychologism, raise questions of morality. Through the example of ordinary
everyday situations, Trifonov poses crucial questions of spirituality that could
become the subject of discussion or even an essay: about envy, success, conscience,
love, life, and death. In this story, the author portrays complex, multi-faceted
characters in the complex circumstances of life. The writer describes characters’
different behavior and sentiments at work, in the family, with friends and parents;
as well as their attitude towards money, women, life and death. Moreover, the plot
of “The Long Farewell” is set in the mid-20th century, in the Soviet realities, so
working with this short novel will require knowledge of the historical context, as
well as the specificities of life of Soviet people.

The adaptation of the story “The Long Farewell” is also of value. The opening
scene of the film shows black and white documentary footage of the old post-war
Moscow, which contrasts with the subsequent color picture of Moscow in the 1970s.
Already at the beginning of the film teacher can draw the student's attention to the
changes in the city and the author's attitude to these changes — whether they are
positive or negative. The film is almost entirely black and white, with the exception
of a few episodes. For example, in the episode when Lyalya is playing on stage in
the theatre when she is given the lead role in the play for the first time and she is
happy. Colorful scenes in the film indicate moments of real happiness, love, and
sincerity, but at the same time deeply personal moments of characters; it conveys
the very impression of the subjective [15]. Playing on the contrast of these moments,
Sergei Ursulyak strikingly illustrates the recurring leitmotif of the phrase that
Rebrov recalls from Dostoevsky’s novel “Demons”: a man needs as much happiness
as he needs unhappiness for happiness.

The film also facilitates students’ immersion in Soviet reality through visual
images: the characters’ clothes, transport, the appearance of flats, etc. In this way,
the story “The Long Farewell” and the film adaptation converge and complement
each other in meaning: the film becomes more understandable through the literary
text, but at the same time, the text can also become more understandable and
accessible to students after watching the film. The tasks for the story and its
adaptation could be discussion, essay writing, comparing scenes from the book with
their representations in the film, acting out scenes from the film, and voice-over
narration.

The discussion should be guided by the teacher and may include different
questions: about the place (where the action takes place and how it develops, which
significant places are found in the film); about the actors (how many of them there
are and what they look like, which social category they belong to, their behavior,
their relationships with each other, their character traits and motives for their
behavior, their facial expressions, manner of speaking and choice of words); about
the story and film proper (which scenes are the most important for the development
of the action, what is the motivation behind their behavior) [4].



However, such work with film requires an appropriate level of language
proficiency, and “the perception of screen information must be accompanied and
guided by a multi-stage set of activities that facilitate an understanding of the logic,
language, and subtext of the film. After all, a mere demonstration will never give the
results that can be obtained with prior training” [4, p. 28]. According to E.
Vereshchagin and V. Kostomarov, “we have seen that an artistic image is an
indissoluble, interpenetrating unity of the abstract and the concrete, the general and
the individual, the essential and the accidental, the internal (regular) and the external,
the whole and the part, the essence and the phenomena. The adequate perception of
an image presupposes its understanding in this unity” [1, p. 193]. Such a holistic
understanding — and it is usually what the author intended — rests on an important
condition: the addressee must be ready to perceive the information. The
communicative function of art is often only partially and incompletely realized
because this condition is by no means always fulfilled. If the reader, viewer, or
listener is not prepared, the artistic information either is not retained at all, settles as
dead weight unnecessary, or, worst of all, provokes active protest and rejection [1].

Overall, the results of the study show that while the use of authentic films in
foreign language teaching is widespread, the use of film adaptations has received
relatively little attention in the educational field. It might be concluded that the use
of film adaptations in RLF lessons opens up wide possibilities for research in terms
of methodological developments.

Conclusion

The analysis of the publications on the issue indicated that film adaptations are
an as effective tool for teaching RLF as other feature films. The use of the
adaptations of literary work shares the same advantages, goals, and methodology as
other feature films. The conducted literature review revealed that film adaptations
usually are used in the lessons of Russian literature as supplementary material.
However, film adaptations prove themselves to be an effective tool for teaching RLF
on an even basis with literary works. The combination of the two materials is suitable
for the development of all four language skills: reading, writing, speaking and
listening. There are plenty of activities and ways of using literary works and their
adaptations in the lessons of RLF: quizzes, role-playing, acting, translation, essay
writing, etc. The combination of literary work with film adaptation in lessons
contributes to a better understanding of the material by the students and may lead
them to further analysis of the interrelationship between arts.
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Anpnarna. Tinai MmoneHueTTeH 0eJieK OKBITY )KOHE 3epTTeY MYMKIH eMec. OHep 03 Ke3erinje
MOJICHUETTIH MaHBI3IbI OOJIIT )KOHE OHBI IIETENIIK CTYICHTTEPAIH TYCIHYIHIH Kypayibl OOJIBII
TaObUIaAbl. KHHOMOTIHAEPIH JKOHE MaTepUaJIapblH ananTanusuiay — Oyl TEXHOJOTUS MEH
OHEpIIH CoTTI Yyiuecimi. JlerenMeH, opbIc TUIl cabakKTapblHAa KHHOMOTIHJEPIH JKOHE
MaTepHalIapblH aJanTanusiiay OapibIK MYMKIHIIKTEpiH MaifaiaHy >KeTKUIIKTI o/icTEeMeNiK
eHzeyni kKaxker erefi. CoHbIMeH, Oy MakKalaHbIH MAakKcaThl — OpPBIC TUIIH OKBITYJa
KHHOMOTIH/ICPIH KOHE MaTepHAIApPbIH aJanTalHUsIIayIbIH 0ap MYMKIHIIKTEpIH alry >KoHE Oy
TaKBIPBIITHIH 9MIICTEMEINIK d3ipieMeNep TYPFBIChIHAH 3€pTTeyre KeH MYMKIHIIKTEp allaTbIHbIH
KOepcery.

MakananblH 00BEKTICI — JKOFaphl OKY OpbIHIAPbIHIA CTYACHTTEPre JMHTBUCTUKAJIBIK O171iM
Oepy mporieci. 3epTTey NMoHI — MIET TIJIH OKBITY KYpajibl pEeTiH/Ie ayTeHTTIK MaTepraiaap.

byn 3eprrey mocTkeHecTiK pecrnyOiauKaiap FalbIMIAPbIHBIH, PECEUIIIK JKOHE IIETENIIK
raneiMaapasiH OLLT (opeic Tisi WeT Tii peTiHe) OKBITY KYpallbl pETiHe KHHOMATIHACPIH KOHE
MaTepuaiapblH aJanTanusiay Moceneci OONBbIHINIA 3aMaHayd TEOPHUSUIBIK MaTepUasiJapbiH
HApPAaTUBTIK TalJayblHAa HETi3/IeNreH. ABTOpIAp JKYHENUIK, TapUXIIbULABIK XOHE MOJICHU
COMKECTIKTIH 3epTTey NPUHLIUIITEPIH YCTaH/IbI.

Ocpl Macere O0MBIHIIA JKapHsITAaHBIMAAPIBI TAJIAY KHHOMOTIH/IEPiH jKOHE MaTepUaJapbIH
aJanTanusaiaaya OpbIC TUTIH IIET TUTl PETIHAE OKBITYIbIH THUIMII Kypajbl €KEeHIH KOpPCEeTTI.
OJe0MeTKe KYPri3uUireH Moy, oJETTe, Opbic onedueTri cabakTapblHIa KOCBIMINIA MaTepHall
peTiHe KWHOMOTIHJEPIH XKOHE MaTepUaNapblH aJanTalusuiay KOJJIAaHBUIATBIHBIH KOPCETTI.
JlereHMeH, KHHOMOTIH/IEPIH KOHE MaTepUalAapblH aJanTanusiay 9e0u mbiFapMaiapMeH Karap
OpBIC TUTIH HIET TN PETIHE OKBITYABIH THIM/II Kypasbl eKeHiH gonenaesi. Ockl eki MaTepHalIbiH
yinecimi 6apiabIK TOPT TULAIK JaFIbUIAP/Ibl TaMbITyFa KOJAMIIBL: OKY, JKa3y, COMIIeY JKOHE ThIH/AY.

FripiMu KYHABUTBIFBI OCBI MOCENIEHI OflaH opi 3epTTeyre bIKMaN eTeTiH KHHOMOTIHAEPIH
JKOHE MaTepuajiapblH ajanTtanusiay OoMblHIIA Oap JepeKkTepAl Tanjayaa >katelp. by
3epTTEY/iH MPAKTUKAIBIK KYHJBUIBIFBI OHBIH o/€0M MIbIFapMalap/blH KHHOMOTIHACPIH >KOHE
MaTepualapblH aJanTalMsulaypl MaijJanaHa OTBIPBIN, OpBIC Tl cabaKTapblH OTKI3YIiH
olicTeMeNiK Heri3iH KaMTaMachl3 eTyiHe.

Tipek ce3aep: eHep, OKbITY, IWIET TUI, KHHO, OJeOHMET, KHWHOMOTIHJEPIH >KOHE
MaTepuaiapblH aAanTalusiay, OpbIC Tili, MyJIbTUMEIUA
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AHHOTaNUA. S3bIK HEIB3s NPENnosaBaTh U U3y4aTh OTAEIBHO OT KyNbTypbl. McKkyccTBO, B
CBOIO 0YEpE/Ib, SIBISIETCS BAXKHON YaCThIO KYJIbTYPBI U CPECTBOM €€ NOCTUKEHUS NHOCTPAHHBIMU
cryaeHTamu. KuHoajzanranuu MpencTaBiIsOT CcOOOH yAayHOe COYeTaHHE TEXHOJOTui u
uckyccrBa. OJIHaKO HCIOJIb30BAHHUE BCEro IMOTEHIMAa KMHOAJANTAlUNd Ha ypOKaxX pPYCCKOro
A3bIKa TPEOYeT JOCTaTOUYHOW METOJMUECKON nMpopaboTku. Takum o0pazoMm, Lielb JaHHOU CTaTbu
— PACKPBITh UMEIOIIMIACS MOTEHI[MANI KHHOAIANTalluii B 00Y4eHUN PYCCKOMY SI3BIKY U MOKAa3aTh,
YTO JaHHasl TEMA OTKPBIBAECT LIMPOKNE BO3ZMOKHOCTH JIJIsl UCCIIEAOBAHNS B IUIAHE METOJUYECKUX
pa3paboOTOK.

OOBeKTOM CTaThbu SBISAETCS NPOLECC JUHTBUCTHUECKOrOo OOpa30BaHMs CTYACHTOB B
BBICHIMX Y4EOHBIX 3aBefeHUsX. [IpeMeToM rccae1oBaHus SBIAIOTCS ayTEeHTUYHbBIE MaTepHUaIbl
KaK CpPeJCTBO O0Y4YEeHUsI HHOCTPAHHOMY SI3bIKY.

JlanHOE Hccrie10BaHUE OCHOBAHO HAa HappaTUBHOM aHAJIM3€ COBPEMEHHBIX TEOPETHUECKUX
MaTepHaIOB YYEHBIX IOCTCOBETCKUX PECIYOIUK, POCCUMCKUX U 3apYOEKHBIX YUEHBIX IO BOIIPOCY
KAHOAmanTanuii kak cpencrBa oOyuenuss PKU (pycckuii s3pIK Kak MHOCTPAHHBIN). ABTOPBI
IPUIEPKUBAIOTCSL  UCCIENOBATEIbCKUX ~ NPUHUUIIOB  CUCTEMHOCTH,  HCTOpU3MA U
KYJIBTypOCOOOpPa3HOCTH.

Ananu3 nyOnukanuil mo gaHHOW mpoOieMe MoKasald, YTO KHWHOAJaNTaluH SIBIISIOTCS
s pexTHBHBIM HHCTpYMeHTOM npenogaBanus PKU. TIpoBenennslil 0030p auTepaTypsl MoKas3al,
YTO KHMHOAJANTAalMU OOBIYHO HCHOJB3YIOTCS HAa YPOKAX PYCCKOH JUTEpaTypbl B KauyecTBe
JOTIONIHUTENbHOrO  Marepuana. (OJHAaKO KHHOAJANTallMd 3apeKOMEHJOoBallu ceds  Kak
s¢¢extuBHOe cpenctBo mnpenoaasanuss PKM HapaBHe c JMTepaTypHBIMH IPOM3BEACHUSMHU.
Coueranue 3TUX ABYX MaTepHalioB MOAXOIUT JUISl Pa3BUTHUS BCEX YETHIPEX SI3bIKOBBIX HABBIKOB!
YTEHHUs, IUCbMa, TOBOPEHUS U aAyIUPOBAHMSL.

HayuHasi 1eHHOCTh 3aKJIIOYAeTCsl B aHAIM3€E CYLIECTBYIOUIMX JAHHBIX O KMHOAJANTaIMIX,
YTO CIIOCOOCTBYET JAJIbHEHIIEMY HCCIIEOBAHUIO JaHHOM mpobisiemsl. [IpakTuyeckas LeHHOCTh
JAHHOTO MCCJIEI0BaHUS COCTOMT B TOM, YTO OHO MPENOCTaBISIET METOAMYECKYIO0 0a3y ans
IIPOBEJEHUS YPOKOB PYCCKOTO $3bIKa C IPUMEHEHUEM KHHOAJaNTalUi JMTepaTypHBIX
IIPOU3BEICHUN.
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