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1. Onuc HaBYAJIBLHOI JUCHUILTIHA

XapakTeprCTHKA JUCIUILTIHY 32 opMaMu
HaiimenyBaHHS TOKa3HUKIB HaBYaHHS
JICHHA
Bun mucuumning 000B’s13k0Ba
MoBa BUKIIaIaHHS HABUAHHS Ta OIIHIOBAHHS AHTJIICHKA, YKpaiHChKa
3arajnpHUN 00CAT KPEIUTIB / TOIMH 41120
Kypc II
Cemectp 3 4
KinbKicTh 3MICTOBHX MOJTYITIB 3 PO3MOILUIOM: 4
OO6csr KpeauTiB 2 2
OOcsr ToIMH, B TOMY YHCITI: 60 60
AynuTopHi 28 28
MoynbHuUI KOHTPOJIb 4 ron. 4 ron.
CemecTpoBHil KOHTPOJIb
CamocriiiHa po6oTa 28 28
dopma ceMecTpoBOTO KOHTPOJTIO 3aITiK

2. Mera T 3aBAAHHA HABYAJIBLHOI JUCHHUILTIHA

Mera kypcy — mnpuabaHHs CTyJEHTaMH TEOPETHYHHUX 3HaHb 3 aHaJITUYHUX OCHOB
IHTEepHIpeTalii nepekyaaaiB Xya0KHIX TEKCTIB MaauxX (HOpM Ta KIHOTEKCTIB Ta iXHIM MPaKTUYHUM
BUKOPHUCTAHHSIM TI1/1 4aC 0OpOOKHU TEKCTIB MEepeKIIaiiB 3 aHTJIIHCHKOT MOBU Ha YKPATHCHKY.

3aBiaHHs TUCIUILIIHY:

CdopMyBaTH y CTYJCHTIB MepeKIaJalbKy KOMIETeHIil0:

—  BOJIOJIHHS 3HaHHSMU 3 (axy;
— 3HAHHA CHeNU(IYHUX TepeKIagalbkuX TpaHcpopmamid, yMIiHHS 3aCTOCOBYBATH IX Yy
nepeKilaaalubKii JIAJIBHOCTI, 3AaTHICTh PO3III3HABATH OCHOBHI IIEPCKIIAJO3HABY1 ITOHATTA.

Jlo aHaNITUYHUX KOMIETCHIIM BiAHOCSITHCS BMIHHS PO3MI3HABAaTH 3aCOOM BUPAKCHHS
CTPYKTYPHO1 Oprasizaiii TEKCTy Ta JEKCHMYHHUX 3acO0iB BHpaXKCHHS KOMYHIKaTHBHOI IHTEHIIIT,
3MaTHICTh aHAJI3yBaTH TI€BHI THIIM TEKCTY BIAMOBIAHO JI0 IapaMeTpiB KOMYHIKaTHBHO-
CTHJIICTUYHOI JIOUUILHOCTI Ta MOBHOI NPAaBHIBHOCTL. PO3YMIHHS OCHOBHHX IHCTPYMEHTIB
MePeKIaallbKOTO aHaNi3Y; JIHTBICTUYHO OOIPYHTOBAHY IHTEPHIPETAIII0 PI3HOKAHPOBUX TEKCTIB;
BU3HAUYEHHS METH 1 3MICTy NepeKiaaiB, oOyMOBIEHUX NpodeciiHUMU Ta KOMYHIKAaTUBHUMU
noTpebamu MaiOyTHIX (axiBIliB; OBOJIOAIHHS aHAJITHYHUMU HAaBUYKaMHU, HEOOXiqHI ¢uiogoram-
nepeksiajayaM Juist X moJaibioro npoQeciiHoro 3pocTaHHsl.

Cropusti pOopMyBaHHIO MPOTPAMHUX 3arajlbHUX KOMIIETEHIIH 3aco0amMu 1HO3eMHOI MOBH,
BHU3HAYEHUX BIIMOBITHUMHU OCBITHIMH IPOTpamMaMH, 30Kpema:

CaMo00CBITHSI KOMIIETEHIIis

3MaTHICTP 10 CaMOCTIMHOI Ti3HaBaJdbHOI JISUIBHOCTI, CaMOaHAI3y Ta CaMOPO3BHTKY.
CropsIMOBaHICTP Ha PO3KPUTTS OCOOMCTICHOTO TMOTEHILialy Ta caMmopeanizauito. [IparHeHHs 10
0coOHUCTICHO-TIPO(ECIHOTO JiAepCTBA Ta YCIIXY.

KomynikaTuBHa npodeciiiHO-Opi€HTOBaHA KOMITETEHLiA

3aTHICTh 3aCTOCOBYBAaTH B Mpo(eciiHiil TiSUIbHOCTI HOPMATHBHI aHAIITHYHI 3aco0M MiJ 4ac
nepekyany 3 ypaxyBaHHIM 3MICTOBOI'O HAIlOBHEHHS, COLIAIbHUX OCOOJIMBOCTEN TEKCTY, CIICIU(IKH
nepekyafabKol CUTyallil Ta KOHTEKCTY.

31aTHICTh BUIBHO M €(eKTHMBHO BUKOPUCTOBYBATH AHAIITHYHI IHCTPYMEHTH Ul KOMYHIKaTUBHUX
3aBJlaHb.



3. Pe3yJbTaTH HABYAHHS 32 JUCIHUILTIHOKO
PO3YMIHHSI yCiX MOBHUX, MOBJICHHEBHUX Ta KOMYHIKATUBHHX SIBUII aHTJIIHACHKOI MOBH Ta CHOCOOIB
IXHBOT'O NIEPEKIIALY;
MPaKTUK MUCHMOBOTO i YCHOrO IMepekiany, MepeKialalbKoro aHalli3 TEKCTY, YCHOTO MOCIHiJOBHOIO
nepeKIay, HOBITHIX MepeKiialo3HaBYMX Teopii Ta 1X IHTephpeTamii;
OCHOBHUX JIEKCHYHUX, (pa3eonoriunux, (OHETHYHHX, CIOBOTBOPHUX, MOPQOIOTIYHUX Ta
CHHTAaKCUYHUX HOPM CY4aCHOI aHTJIIHCHKOI Ta YKpaiHCHKOT MOB;
pealli3oByBaTH OCHOBHI yIpaBIiHCBKI (DYHKIIT aHaji3y, opraHi3aiii, KOHTPOJO, CaMOKOHTPOJIO B
MPOIIECi MepeKIIaaaIbKol JisUTbHOCT,
BUOY/ZIOBYBAaTH MPOTHOCTHYHI CIIEHapii i MOAeNi PO3BUTKY KOMYHIKATHBHHX 1 COLIOKYJIBTYPHHX
CUTyalliid; 3HaHHS Teopii 1 BONOJIHHS NPAKTUYHUMH HAaBUYKAMH TPOCKTYBaHHS, KOHCTPYIOBaHHSI,

MO/IENTIOBAaHHS MPOLIECY TepeKady.

4. CTpyKTypa HABYAJIBHOI IMCHUITiHHA

TemaTnuaUM 1aH

Po3monia rogiuH Mix BHIaMH POOIT
AynuTopHa:
Ha3sga 3micTOBUX MOJyJIIB, TEM . |z g )E ) E
e = § E § E\ é 5
5 E |2 |2 )¢ | 54¢
> = |o |2 |8 | =§0
3micToBuii moayJn 1. Introduction into text analysis: prose.
T.1. Reading stories. 4 2 2
T.2 Plot and Structure. 4 2 2
T.3 Point of view. 4 2 2
T.4 Theme in fiction. 4 2 2
T.5 Setting in fiction. 4 2 2
T.6 Irony and symbol. 4 2 2
T.7 Character/s in fiction. 4 2 2
MoaynbHUN KOHTPOJIb
Pazom | 30 14 14
3micToBuii moayasn 2. Introduction into text analysis: drama and poetry.

T.8 Reading Plays. 4 2 2
T.9 Types of Drama. 4 2 2
T.10 Elements of drama. 4 2 2
T.11 Anthropomorphism in fiction. 4 2 2
T.12 Reading Poems. 4 2 2
T.13 Types and elements of poetry. 4 2 2
T.14 Translation Transformations in fiction. 4 2 2

MopynpHUN KOHTPOJIb 2
Pazom | 30 14 2 |14
Pazom y I1II cemecTpi | 60 28 4 | 28

4 cemecTp




3micTroBuii moayanb 3. Text analysis: theoretical framework.

T.15. Text analysis: text and discourse. 4 2 2

T.16 The discourse of the fiction film. 4 2 2

T.17 Lexical and semantic means of cohesion in a 4 2 2

text/film.

T.18 The poetics of the fiction film. 4 2 2

T.19 Identification of repetition links in a text/film. 4 2 2

T.20 Symbolism in the fiction films. 4 2 2

T.21 Texts of official and business documents in the | 4 2 2

focus of discourse analysis and translation.

MonynbHUN KOHTPOJIb 2
Pazom | 30 14 2 | 14

3micToBuii moay.an 4. Film analysis: stylistics.
T.22 Narration and intertextuality in the fiction film. 4 2 2
T.23 Scientific and medical texts in the focus of | 4 2 2

discourse analysis and translation.

T.24 Medical discourse in the fiction film. 4 2 2
T.25 English academic writing. 4 2 2
T.26 Comics: pretranslational analysis. 4 2 2
T.27 Fandom texts in the focus of discourse analysis 4 2 2
and translation.
T.28 Metaphors we live by. 4 2 2
MopaynsHUN KOHTPOJIb 2
Pazom | 30 14 2 | 14
Pazom y IV cemectpi | 60 28 4 | 28

5. IIporpaMa HaBYAJIbHOI TUCHMILTIHH
3microBuii moayas 1. Understanding prose.

Tema 1. Reading stories
JonepekJanaubkuii anasi3z Tekery: 1.The experience of fiction.
IncrpymenT(dM) mepekiaganbkoro anafiizy Ttekcry. 2.The interpretation of fiction. 3.The
evaluation of fiction.
3acrocyBaHHs nepekjaganbKux Tpancdopmaiiii y mimsoomy Tekcri: analysis of Kate Chopin’s
“The Story of an Hour” in original and in Ukrainian translation («Icropis oamiei roauau» Keiit
[omen).

Tema 2. The elements of fiction
JlonepexyiaganbKuii anasi3 rekery: Plot. Structure.
Incrpyment(n) nepekiaaganbKoro anamizy Tekery: Gustav Freytag’s formula.
3acrocyBaHHs NepeKyaJanbKux Tpancdopmamiii y uminboBomy Tekcri: analysis of William
Faulkner’s “A Rose for Emily” in original and in Ukrainian translation («Tposiaaa mist Emini»).

Tema 3. Point of view.
JonepekJananbKuii anami3 Tekery: The narrator: third-person point of view; first-person point of
view; (limited) omniscient point of view.
IncTpymMeHT(M) nepekyiaganbKoro anasisy rekery: focus.
3acrocyBaHHsl mepekJaJanbKux TpaHcdopMmamiii y miiboBomy Tekcti: analysis of Jamaica
Kincaid’s “Girl” and its Ukrainian translation («/lisunnaka»). Compare Kincaid’s narrative strategy
with those of Chopin’s “The Story of an Hour” and Faulkner’s “A Rose for Emily”.



Tema 4. Theme
JlonepekJiaganbKuii aHa i3 Tekery: Theme as a main meaning of text or the wedding of content
and form. Avatar as a text with multiple themes.
IncTpymenT(M) nepekyiaganbKoro anaizy rekery: Film as a text.
3acrocyBaHHs mepekjaganbKux TpaHcopMmamiii y misiboBomy Tekcti: analysis of Cameron’s
“Avatar” and the Ukrainian subtitles.

Tema 5. Setting
Jonepekianaubkuii anaui3z Texkery: Time and place in fiction.
IncTpyMeHT(M) mepeKJIaganbKoro aHaJi3y Tekery: chronotope.
3acrocyBaHHsl nepekjiaganbkux TpaHcopmaniii y nisiboBomy tekcri: analysis of Hawthorne’s
“Young Goodman Brown” in original and in Ukrainian translation («Mosoauii I'yamen Bpaym»).
Compare setting in Hawthorne’s story with those in Faulkner’s and Chopin’s ones.

Tema 6. Symbolism
JonepekJananbkuii aHaJi3z Tekery: Symbolism: etymology and definition.
IncTpymenT(u) mepekJaganbkoro aHamiizy texcry: Symbols in fiction. Analysis of symbols in
Hawthorne’s story.
3acTocyBaHHsI nepeKJajanbKuX Tpanchopmamiii y miiboomy Texcri: Analysis of Hawthorne’s
“Young Goodman Brown” in original and in Ukrainian translation («Mosoauii I'yamen Bpaymy).

Tema 7. Character

JonepekJagaubKuii aHaJi3z Tekery: Major and minor fictional characters.

IncrpymenT(1) nepekaganbKoro anamisy rexery: Methods of characterization.

3acTocyBaHHsI epeKiIaganbKux Tpanchopmaiii y miziboBomy Tekcti: Analysis of protagonist in
“Groundhog day”.

3microBuii moayJs 2. Understanding drama and poetry.

Tema 8. Reading Plays.

JonepekJaganbKuii aHasi3 Tekery: The experience of drama.

IncrpyMenT(H) nepekyIaaanbKoro anasizy texkcry: The interpretation of drama. The evaluation of
drama.

3acrocyBaHHs NepeKjiajanbkKux TpaHcopmaiii y niiboBomy tekcri: Textual analysis of Mary
Louise Wilson’s play “Lost”. Translation transformations.

Tema 9. Types of Drama
Jonepexnaganbkuii aHadi3 Tekery: Drama terms.
IHcTpymMenT(n) NepekiIaanbKoro anamizy Tekery: Forms of drama. The theatre critic.
3acrocyBaHHs nepeKiaJanbKux TpaHchopmaiii y ninboBomy tekcri: Textual analysis of Via’s
comedy “The Show Must Go On”.

Tema 10. Elements of drama
JlonepexyiananbKuii anasi3 Tekery: Theatrical nature of drama.
IncrpymenT(u) nepekiaganbkoro anamisy tekcery: Dialogue. Monologue. Soliloquy. Polylogue.
Theatrical techniques: improvisation.
3acrocyBaHHs nmepekJaganbKuxX Tpanchopmaniii y minsoBomy Tekceri: Analysis of translation of
Via’s comedy into Ukrainian.

Tema 11. Anthropomorphism



Jlonepekiaganbkuii anaui3 Tekery: Anthropomorphism in early forms: fable and tale.
IncTpyMeHT(M) mepeKkIaganbKoro aHai3y TekceTy: reader-response criticism. Target audience.
3acrocyBaHHsl mepekjafanbKUX Tpancpopmaniii y minsoBomy Tekcri: Personification as an
animating force of Ratatouille.

Tema 12. Reading Poems
JlonepekJiaganbKuii aHaJi3 Tekery: The experience of poetry.
IncrpyMeHT(H) nepekiaianbKoro aHajizy Tekcry: The interpretation of poetry. The evaluation of
poetry.
3acTocyBaHHsI NepekjaianbKux TpaHchopmaniii y misiboBomy Tekcri: Analysis of Robert
Hayden’s poem “Those Winter Sundays” in original and in Ukrainian translations.

Tema 13. Types and elements of poetry.
JlonepekyianaubKkuii aHasi3 Tekcry: types of poetry.
IncTpymenT(u) nepexyaganbkoro anastizy Tekery: Narrative poetry. Lyric poetry.
3acTocyBaHHsI mepekJaJanbKuX TpaHcdopmamiii y miiboBomy Tekcri: Analysis of Adrienne
Rich’s poems in original and in Ukrainian translations.

Tema 14. Linguistic analysis of film
JonepekJjanaubKkuii aHaJi3 Tekery: Introduction into film analysis.
IncrpymenT(4) mepekJsiaaanbKoro aHajizy tekcry: Linguistic analysis of the film “The Devil
wears Prada”. Stylistic analysis of the film.
3acTocyBaHHsl mepekJaaanbkux TpaHcopmauiii 'y miboBomy Tekcti:  Translation
transformations in the Ukrainian dubbing of the film.

CEMECTP IV
3microBuii moayan 3. Text analysis: theoretical framework.

Tema 15. Text analysis: text and discourse.
Jonepekaanaubkuii aHasi3z Tekery: Levels of linguistic structure. Text and discourse.
IncrpymenT(d) mepekjaaanbkoro anajizy tekcry. Cohesion and text organisation: 3 ways of
viewing the problem. Artefact and mentafact texts.
3acrocyBaHHA NepekaganbKux Tpancdopmaniii y miiboBomy TekcTi: textbook’s drills.

Tema 16. The discourse of the fiction film.
Jonepexjiaganbkuii aHasi3 Tekery: Introduction to film stylistics.
IncTpymenT(u) nepexJaaanbkoro anamiizy Tekery: Key principles of film stylistics. From genres
to functions.
3acrocyBaHHsI nepekjagaubKux TpaHcdopmairiii y misiboBomy Texcri: Script as a mentafact text.
Textbook’s drills.

Tema 17. Lexical and semantic means of cohesion in text.
JlonepexyanaubKuii anaJi3 Tekery: Repetition as lexical and semantic means of cohesion in text.
IncTpymenT(n) nepexaganbkoro anauizy rekery: Main types of lexical repetition links in texts.
3acrocyBaHHs nepek/afanbKux TpaHchopmariii y minsoBomy Tekceri: textbook’s drills.

Tema 18.The poetics of the fiction film.

JonepekJaganbkuii anasi3 Tekery: Film as a polycode construct.

IncrpymenT(u) mepekiaganbkoro anaimidy rekcry: Visual metaphor and metonymy. Symbols.
Rhythm in the fiction films.

3acrocyBaHHS nepekiIaanbKuX Tpancopmaniii y miisoBomy Tekcri: textbook’s drills.



Tema 19. Identification of repetition links in text.
JonepekJananbkuii anamis Tekcery: Principles of construction of a repetition pattern. An example
of text analysis.
IncTpymenT(n) nmepekJiaganbKoro aHajiizy Tekcry: Interpretation of repetition patterning: central
and marginal sentences.
3acrocyBaHHsl mepekjajanbKuX Tpancdopmaniii y miiboBomy tekcri: Making summary of a
text.

Tema 20. Symbolism in the fiction films.

JonepekJaganbKuii aHaJi3 Tekery: The representations of time in professional and private lives
in “Stranger than fiction”.

IncrpymMenT(M) mepekJiaganbKoro aHajizy tekcry: The repetitive occurrence of symbols in
“Stranger than fiction” (2006).

3acTocyBaHHsI nepekJjaganbKux Tpancopmauiii y uizibobomy Tekcri: The role of metaphors in
“Stranger than fiction”.

Tema 21. Texts of official and business documents in the focus of discourse analysis and
translation.

Jonepekjagaubkuii anaai3z tekery: Discourse analysis and functional styles. The notion of the
functional style as viewed by traditional stylistics. Major functional styles and substyles as viewed
by traditional stylistics. Discourse analysis and text types.

IncrpymMenT(H) mepekiazanbKoro anajizy tekery: Texts of legal, administrative and business
discourse: specific lexical and grammatical features relevant for translation. Diplomatic texts in the
focus of discourse analysis and translation.

3acTocyBaHHsI nepekJagaunbKux Tpancopmaniii y niiboBomy tekcri: a.First Person Note / The
Official Letter in the First Person. b.Third Person Note / The Official Note in the Third Person.
c.Memorial / Memorandum. d.Personal letter.

3microBuii moayas 4. Film analysis: stylistics.

Tema 22. Narration and intertextuality in the fiction film.

Jonepexananbkuii aHasi3 Tekery: Diegetic and mimetic theories of narration.

IncTpymenT(u) mepekJjaxanbkoro amamizy rtekcry. Narrative strategems in “Stranger than
Fiction”.

3acrocyBaHHsI nmepekjajanbKux TpaHchopmaiiii y mimsosomy Tekcri: Defining intertexuality.
Looking for hypotexts in “Stranger then Ficiton” intertextuality.

Tema 23. Scientific and medical texts in the focus of discourse analysis and translation.

Jonepexmanaubkuii anamiz Tekery: General features of the language of scientific and technical
texts.

Incrpyment(n) nepekiananbkoro aHamisy tekery: Scientific and technical terms as a challenge
for translators.

3acrocyBaHHs nepekiIaanbKuX Tpancopmaniii y ninsoBomy Tekcri: textbook’s drills.

Tema 24. Medical discourse in the fiction film.
Jonepekjananbkuii anaui3z Tekery: Interdisciplinarity. Identification of medical humanities.
IncTpymenT(1) nepexkyiaganbKoro anasmizy tekery: academic terms in medical humanities.
3acrocyBaHHs nepeKaaganbKux Tpancopmaiii y misiboBomy tekceri: Film stylistics of “Wit” in



the framework of medical humanities.

Tema 25. English academic writing.
Jonepekaaganbkuii anati3 Texkery: English academic style and language.
IncTpymenT(n) mepekJjiaganbKoro aHaJgizy Tekcery: Important features and elements of academic
texts.
3acrocyBaHHsI mepeKJaganbKuxX TpaHcopmaiii y ninsoBomy Tekcri: analysis of major English
academic texts (summaries, research papers, research paper abstracts, conference abstracts,
reviews) and subsidiary English academic genres (research projects, CVs and bio-data, letters).

Tema 26. Comics: pretranslational analysis
JonepekJaganbKuii aHasiz Tekery: Comics. The origins. Defining webcomics.
IncTpymenT(n) nepexsiaganbkoro anasuizy tekery: Film stylistics of “The Smurfs”.
3acTocyBaHHsI nepeKagalbKuX TpaHchopmaniii y mitboBomy Tekcri: Comparative analysis of
English, French and Ukrainian comics “The Purple Smurfs” / “Les Schtroumpfs noirs”.

Tema 27. Fandom texts in the focus of discourse analysis and translation.
JonepekJaganbkuii anasi3 Tekery: Geek culture. Defining fandoms.
IncrpymenT(4) mepekiaganbkoro aHajizy tekery: Fandom discourse vs academia discourse.
Subgenre of the “stand-alone” texts.
3acTocyBaHHsI mnepekJiaanbKux Tpanchopmauiii 'y mimsoBomy Tekcri: analysis  of
communicative intention of the fandom discourse.

Tema 28. Metaphors we live by.
JonepekJagaubKuii aHaJi3 Tekery: Concepts we live by.
IncrpymMenT(H) mepekjaaganbkoro anafiizy tekcry: The systematicity of metaphorical concepts.
Orientational metaphors.
3acTocyBaHHsI NepeKjaganbKuX TpaHcdopmamiii y misiboBomy Tekcri: Metaphor and cultural
coherence. Textbook’s drills.

6. KoHTpoJib HABYAJIBHHUX 10CSATHEHb
6.1. Cucrema OLiHIOBAHHS HABYAJIbHUX JOCATHEHb CTY/JACHTIB

HaBuanbHi JocsrHeHHs CTyAeHTiB 13 aucuuruiinn  «llepexmamanpkuii aHamiz TEKCTY»
OLIIHIOIOTHCS 33 MOJYJIbHO-PEHTHHTOBOIO CHCTEMOIO, B OCHOBY SKOI TOKJIAJCHO IPHUHIIMII
MOOIEepaliifHoi 3BITHOCTI, 000B’SI3KOBOCTI MiZCYMKOBOTO KOHTPOJIIO, HAKOMHYYBAJIbHOI CHCTEMHU
OLIIHIOBAaHHS PIBHS 3HaHb, YMIHb Ta HABUYOK; PO3IMIHUPEHHS KUTBKOCT1 MiICYMKOBHX OaliB.

V npotieci OLIHIOBaHHS HAaBYAJIbHUX JIOCSTHEHb 3aCTOCOBYIOTHCS TaKi METOIH:

Memoou ycnozo konmponio: 1H11BiTyaibHe ONUTYBaHHS, ()POHTAIBHE ONUTYBaHHs, ciBOeCia,
poOoTa B mapax Ta MiHi-rpynax.

Memoou nucemo6020 KOHmMPONIO: MiICYMKOBE MUCbMOBE TECTYBAHHS.

Memoou camokonmponr: caMocCTiiiHa OIlIHKa CBOIX 3HaHb, CAMOAHAI3.

KoHTpoJsb yCHIITHOCTI CTY/AEHTIB 3/iHCHIOETHCS BIANOBIIHO J0 HABYAIbHO-METOJMYHOI KapTH, /i€
3a3HAUYeHO BHIM M TepMiHM KOHTpoyo. CucteMy peMTHHroBHMX OajiB Ay PI3HMX BHIIB KOHTPOJIO Ta
NOPSIIOK X TIepeBeieHHsl y HamioHalbHy (4-OanmbHy) Ta eBporelickky (ECTS) mkany momanHo y
TaOIHULISAX.

Po3paxyHOK peTHHroBUX 0ajiB 3a BUJIAMHU MIOTOYHOTO (MOJIyTBHOT0) KOHTPOJIIO:

Bun pisneHOCTI cTyneHTa | =l ‘ Cemectp 3 ‘ Cemectp 4
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BinBimyBaHHSs KT 1 - - - -
BinBinmyBaHHS ceMIHAPCHKUX 3aHATh 1 - - - -
BinBinyBaHHS MpakKTUYHUX 3aHSITH 1 14 14 14 14
Po6oTa Ha ceMiHapChbKOMY 3aHSTTI 10 - - - -
Po6oTa Ha npakTHYHOMY 3aHSTTI 10 14 140 14 140
JlabopaTopHa po6oTa (B TOMY YHCI1 JOMYCK, 10
BUKOHAHHS, 3aXKCT)
BuxoHaHHs 3aBaHb Ui CaMOCTIHHOT poOOTH 5 2 10 2 10
BukonaHHs MOy TbHOT pOOOTH 25 2 50 2 50
Pazom - 214 - 214
MaxkcuManbHa KUTbKICTh OaiiB: 428
Pospaxynok koeoimienra: 428/100=4,3
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CamocriifHa poOOTa CTYICHTIB Iepeadavae TUIaHOBE BUKOHAHHS HMMH HACTYITHUX 3aBJIaHb:
HaNMCaHHS JOTIOB1II Ha TICBHY TEMY; HaIFCAaHHS aHTJIOMOBHOI aHOTAIii 3 POYUTAHOTO.

3micToBuii MmoxyJs 1.
[TinroryBaru momnoBiap Ha TeMy «ba30Bi IHCTpYMEHTH MEPEKIIAIAILKOTO aHAII3Y TEKCTY».
3MmicToBuHii MOTYJIb 2.
Hamnmcatu aHrmoMOBHY aHOTAITIIO 3 MPOYUTAHOTO MaTepiany mo TemMi «OcoOIMBOCTI
MepeKIaalibKOTO aHali3y ApaMaTypriyHoro TeKCTy».

4 cemecTp
3micToBuii MmoayJb 3.
Hammcatu aHrmoMOBHY aHOTAITIO 3 MPOYUTAHOTO MaTepiany 1o Temi «[IoHSITTs Kore3ii Ta
KOTE€PEHTHOCT».

3MmicToBuii MOaYJIb 4.
[TigroryBatu nomnoBiap Ha TeMy «OCcOOIMBOCTI IEPEKIAABKOTO aHATI3Y KaHPY
KIHOCIICHAPIIO».

Kpurepii oliHIOBaHHS caMOCTIHHOT poOOTH:
CyTh TIArOTOBKM CTYIEHTAMHU CAMOCTIMHOTO TBOPYOTO 3aBIaHHsS TIepeadadae TMepeBipKy
BOJIOJIIHHSI BIITOBITHOIO JIEKCUKOIO Ta TPAMaTUYHUMHU CTPYKTYpaMH, JOTPUMAHHS CTUITIO 3aBIaHHS, 1110
BUKOHYETHCSI; IEMOHCTpAIis SIKICHOTO BOJIOAIHHS MTMCEMHHUM Ta YCHUM MOBIICHHSIM.

Kapra camocTiiiHoi po00oTH CTy/ieHTa

Tepmin
3micToBuii MOYJIb Ta TeMH KypCY AxaieMi4YHMii KOHTPOJIb bamm BHKOHAHHSA
(TroKHi)

3 cemecTp

Mogyns 1 [ToBinoMneHHs 3 TEMH, 5 ‘ I-VI




PEKOMEHI0BAHOT BUKJIAIa4uEM

Mopyns 2 Hanucaunus AHIJIOMOBHO1 5 VII-XIT
aHOTAIlil 3 TPOYUTAHOTO
Pazom 10 GaniB
4 cemecTp
Monyns 3 Hanucanns AHTJIOMOBHOT 5 v

aHOTAIlil 3 TPOYUTAHOTO

Mopyns 4 [ToBinoMneHHsS 3 TEMH, 5 VI- VIII
PEKOMEHIOBAHO1 BUKIIAAAYEM

Pazom 10 OamtiB

6.3 ®opmu npoBeeHHSI MOY/JIbHOT0 KOHTPOJIIO TA KPUTeEPii OLiHIOBAHHSA

®opma NpoBEJAECHHS: MMCbMOBA

MakcumanbHa KUTbKICTh 0aiiB: 25 6anis

Kpurepii o1iHroBaHHs: MOJIyJIbHa KOHTPOJIbHA poOOTa BKIIOYAE 5 3aBaHb, MPAaBUJIbHE BUKOHAHHS
SIKUX OIIHIOETHCS Y 5 OaiB.

6.4 ®opmMu npoBeICHHS CEMECTPOBOI0 KOHTPOJIIO TA KPUTEPii OLIHIOBAHHSA

dopma MpoBEACHHS: 3aITIK

MaxkcumanbHa KutbkicTh Oanis: 100 6ainis

Kpurepii oninroBanHs: CeMeCTpOBHIl KOHTPOJIb Y 4 ceMecTpl MPOBOAUTHCS Y (popMi 3amiky Ha 0asi
noToyHoro oiiHoBaHHs Ta 4-x MKP (Ne 1, 2, 314).

6.5 OpieHTOBHUII MepeJTiK TeM JJIs1 CEMECTPOBOIr0 KOHTPOJIIO

1. Describe three steps of the experience of reading fiction. Explain why readers respond to stories
in different ways.

2. What is meant by interpretation of fiction? Which four acts does interpretation of fiction

involve?

Describe two approaches of evaluating a story.

Define plot. What is narrative? Are the events in a story planned?

Draw a diagram first proposed by the nineteenth-century German critic Gustav Freytag.

Enumerate elements of plot. Do you agree with Freytag’s formula?

6. Define conflict. What types of conflict are there in fiction?

Define structure. What are its functions in fiction?

8. Define the role of narrator in fiction. What is point of view in fiction? Explain third-person
point of view; first-person point of view; (limited) omniscient point of view.

9. Explain the role of setting in fiction. How does setting function in “Avatar”, “Girl”, “The Story
of an Hour”, “Young Goodman Brown” and “A Rose for Emily”?

10. Define symbol. Explain its role in fiction. Provide etymology of symbol. Explain the work of
symbolism in Kate Chopin’s “The Story of an Hour” or Nathaniel Hawthorne’s “Young
Goodman Brown”.

11. Define the notion of theme. Develop your understanding of “Avatar” theme in a paragraph. To
support your views bring details of plot, character, setting, and language.

12. Give the definitions of the notion of a text. Illustrate your answer.

13. Explain examples of text cohesion and text coherence

14. Enumerate the reasons for singling out fictional (aesthetic) discourse. Prove your choice.

15. Give the definition of a functional style as it was traditionally accepted by stylistics.

16. Suggest arguments for distinguishing between cohesion and coherence.

17. What are major functional styles and substyles traditionally singled out in languages by various
scholars?

18. Describe specific lexical and grammatical features of legal and business discourse.

19. Comment upon distinguishing “strong” and “weak” positions in texts suggested by I.V. Arnold.
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20.
21.

22.

23.

24,

25.
26.
27.
28.
29.
30.
31.

32.

Define the notion of discourse. Illustrate your answer.

Give the outline of the levels of the language structure. Give reasons why text is regarded as the
unit of the highest level of verbal communication.

Define business discourse and its communicative intention as well as ways of implementation of
the communicative intention in texts of business discourse. What is its referential type and
temporal deixis?

Put down factors of development of new vocabulary in scientific and technical discourse with
illustrations.

Define legal discourse and its communicative intention as well as ways of implementation of the
communicative intention in texts of legal discourse. What is its referential type and temporal
deixis?

Put down examples of loans and analogies in scientific and technical discourse in translation
practice of today.

Put down samples of "binding" words in official documents.

What are the main linguistic features of scientific (academic) documents?

Define political discourse and its communicative intention as well as ways of implementation of
the communicative intention in texts of political discourse. What is its referential type and
temporal deixis?

Which sentences in the text are central and which are marginal? Comment upon the criteria of
separation central sentences from marginal.

Comment upon the method of constructing a summary of the text based on the principle of
lexically bonded sentences.

What ways of rendering scientific and technical subject field terms are most commonly used
nowadays.

Comment upon the notion of the "semantic nucleus” of text.

6.6 Il kaJsa BinnoBimHoCTi OLIHOK

OriHka KinekicTs OaniB
BiagMiaaO 100-90
Hyxe nobpe 82-89
Jlobpe 75-81
3a10BUILHO 69-74
JlocTaTHBO 60-68
He3anoBuisHO 0-59

7. HaB4aJibHO-MeTOUYHA KAPTKA JUCIUILTIHH

(mmB.nomaTox 1)

8. PexomenoBaHi qxepesna

MakcimoB C. €. IIpakTuunuil Kypc nepekiany (aHriiceka Ta ykpaiHcbka MOBH): Teopis Ta
MPAaKTHUKa MEPeKIaJalbKoTo aHalli3y TeKCTYy sl CTYAEHTIB (akynpTeTy nepekianavis. — K.
Jlensit, 2012. — 203 c.

Move Ahead through Movies! Part 2: naBu. moci6. mis cryn. BH3/ H.IL. Besnanosa, A.B.
laiigam, FO.B. Knumuyk, [.A. Penpka. — K. : KuiB. YH-T im. b. I'pinuenka, 2014. — 120 c.
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