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1. Onuc HaBYAJIBLHOI JUCHUILTIHA

XapakTepucTHKa JUCIUILTIHY 3a opMaMu
HaiiMenyBaHHS TOKa3HUKIB HaBYaHHs
JICHHA
By qucrmruniag BUOIpKOBa
MoBa BUKJIaIaHHS] HABUYAHHS Ta OIIHIOBAHHS AHTJIIChKA, YKpaiHChKa
3aranpHuil 00CAT KPeWTIB / TOTUH 2/60
Kypce II
Cemectp 3 | 4
KinbpKicTh 3MICTOBHX MOJTYITIB 3 PO3MOILIOM: 2
OO6c¢sT KpeauTiB 1 1
OOcsT ToIMH, B TOMY YHCITI: 30 30
AynuTopHi 18 18
Mo ynbHUI KOHTPOJIb 2 rog. 2 rog.
CemecTpoBHii KOHTPOJIb 5 5
CamocriitHa poboTa 5 5
dopma ceMecTpOBOTO KOHTPOJTIO 3aJTiK

2. MeTa Ta 3aBAaHHA HABYAJILHOI AMCIUILTIHA

Mera Kypcy — mnpuaOaHHS CTYACHTaMH TEOPETHYHUX 3HaHb 3 aHAIITHYHUX OCHOB
IHTEpHIpeTaIlii nepeKiIaaiB XyI0KHIX TEKCTIB MaIUX (POPM Ta KIHOTEKCTIB Ta IXHIM MPAKTUIHUM

BUKOPHUCTAHHSIM TI1/1 4aCc 0OpOOKHU TEKCTIB MEepeKIIaiiB 3 aHTJIIHCHKOT MOBU Ha YKPATHCHKY.
3aBaHHs TUCIUILIIHY:
CdopMyBaT y CTYJCHTIB HACTYITHI KOMIIETEHIIii:
KomyHikaTUBHI:
— BOJIOJIIHHS Ha BUCOKOMY PiBHI yCiMa BHJIaMH 1HITOMOBHOT MOBJICHHEBOT JISTTbHOCTI —
ayIiIOBaHHS, YATAHHS, TOBOPIHHSA, MUCHMO, Meialis (epeKian);
— 3JIaTHICTb BUIBHO 3IMCHIOBATH IHIIOMOBHY KOMYHIKAIIIIO Y KOJIi TOOYTOBOTO Ta
poeCciitHOTO CIUTKYBaHHS.
CamoocBiTHi:
—  3JaTHICTH JO MOTHMBOBAHOI CAMOOILIIHKH T4 HAJAIITOBAHICTh HA IIOCTIMHE
CaMOBJIOCKOHAJICHHSI,

— 3JaTHICTh HUISIXOM CAMOCTIMHOTO HaBYaHHS OCBOITH HOBI 00J1aCTi, BUKOPUCTOBYIOUH 37100YTi

JIHTBICTUYHI Ta JITepaTypO3HaBYl 3HAHHS;

— 3JaTHICTb aJanTyBaTHUCS 10 HOBUX CUTYyaIlliil (BMIHHS 3aCTOCOBYBATU HA0YyTi KOMIETEHIIIT B
HOBHUX YMOBaX);

— YMIHHA OTpUMAaTH pe3yjibTaT B YMOBAaX OOMEKEHOro d4acy 3 akUEHTOM Ha mnpodeciiiny

CYMIIIHHICTb Ta YHEMOJKJIMBJICHHS IUIariary.
MogHni:

— Jlexcuuna komnemenmuicms nepedbauac: BOJONIHHS JEKCUYHUMHU, TPAMaTHYHUMH,
¢donernuHnMH, opdorpadiyHIMU MOBHUMH 3HAHHSAMU 1 HABUYKAMM; 3HAHHS CEMaHTHUKHU,
CTUJIICTUYHOI XapaKTePUCTHKHU, CUCTEMH (POPM CIIOBa, CIIOBOTBOPYOi CTPYKTYPH 1
MOJKJIMBOCTI CIIOJTy4eHHs, GYHKIII B peYeHH1, CIIOCOOIB CIOBOTBOPY, JIEKCUYHOT MOJTICEMII,
JIEKCUYHO{ aHTOHIMI1, JEKCUKO-CEMaHTUYHOTO T10JIs, 0COOIMBOCTEN (hpazeoiorii TOMIO.

— Mo epamamuynoi komnemenyii BITHOCUMO: PO3BUTOK y CTYAEHTIB I'PaMaTUYHUX HAaBUYOK,
cucTeMaTH3allis Ta Morjau0IeHHs 3HaHb 3 HOPMAaTHUBHOT IPAMaTHKH 3 eIEMEHTaMH X
TEOPETUYHOTO OCMHCIICHHS, BUKJIaJaHHA Ta MPAKTUYHOTO 3aCTOCYBaHHS;



MoBgJieHHEBI:
3HAaHHS TEMAaTUYHOI JIEKCHKH, 3ac00iB BUPAXXEHHS CTPYKTYPHOI Oprasizamii TEKCTy Ta
JEKCUYHHUX 3ac00iB BUpPAXEHHA KOMYHIKQTHBHOI IHTEHLIi; YMIHHS BECTH Jiajor,
noOy0BaHUN Ha peajbHId a00 CUMYIbOBaHIN CUTYaIlii Ta BUIBHO BECTH PO3MOBY 3 HOCLIMH
MOBH; YMIHHSI CIIpUHMATH Ha CIyX PI3HOXKAHPOBI Ta PI3ZHONPEJIMETHI aBTEHTHYHI TEKCTH;
3ATHICTh BUKJIAJATH CBOIO JYyMKY BIJIOBIAHO IO MEBHUX THUMIB TEKCTY 3 JOTPUMAHHSIM
napaMeTpiB KOMYHIKATHBHO-CTHJTICTUYHOI JOMUILHOCTI Ta MOBHOI NMPaBUIBHOCTI; yMIHHS
CTBOPIOBAaTH TEKCT MEBHOTO TUNY (JHCT 4YWTada, OQIUiHHUI JHCT, pereHsis, KOMEHTap);
BOJIOAIHHS PI3HUMH BHJAMU MOBJIEHHEBOI [ISJIBHOCTI B CHTYalliiX MDKKYJIBTYPHOTO
CIUIKYBaHHS,
Iepexaananpki:

BOJIOJIHHS TEPMIHOJOIIYHUMH, JIEKCHYHUMH, CHHTAKCUMYHUMU Ta MOPQOJOTTYHUMHU
HOPMaMHU 1HO3€MHOi MOBHU Ta YMIHHS ii 3aCTOCOBYBaTH y IpOLEC] PI3HUX BUIB MEpEKIaay;
CYKYITHICTh KOMIIETEHIIIH, HEOOXTHUX (PaxiBIl0 JUIsl 31IMCHEHHS MOBHOTO TOCEPEIHHIITBA
SK B YCHIH, Tak 1 B MUCHbMOBII (OpMi; 3aTHICTh BU3HAYATH TEKCTyaJlbHI PUCH Yy PI3HUX
chepax KOMyHIKalii; OOI3HAHICTP 3 THUM, IPO IO HAEThCSA B KOHKPETHOMY TEKCTl, Y
KOHKpPETHIM CcHUTyalii MOBJIEHHS; 3HaHHS [P0 HAalllOHAJIBHO-KYJIBTYPHI OCOOJIMBOCTI
COITiaJIbHOT 1 MOBJIGHHEBOI TOBEIIHKH HOCIIB MOBH: iX 3BHYAiB, €THUKETY, COIaJIbHUX
CTEpEOTHIIB, ICTOPIl Ta KyJIbTYPH, a TAaKOXK CHOCOOIB BUKOPUCTAHHS LIMX 3HAHb B IMPOIIECI
CIUIKYBaHHS, KOMIICTEHIIIl, HEOOXITHI JUIS 3IIMCHEHHS TepeKIaNanbkol TISIbHOCTI
(cTpaterii mepekianmy, mepekiadanbki HOpuiiomMu Ta  TpaHcopmallii); BOJIOIIHHA
KOMIT'FOTEPHUMH TEXHOJOTIIMH, TOIyK 1HMopmMmalii B Mepexi IHTepHET, BOJIOIIHHS
€JICKTPOHHUMH CJIOBHUKAMH, BMIHHS KPHTHYHO OI[IHIOBAaTH 3HaWIEHY iH(opmMaIliro;
3MaTHICTH MOOUTI30BYBaTH KOMIETEHIll, OTpHMaHl 31 CBO€i OCHOBHOI CIHEIiaIbHOCTI 1
CYMDKHHMX AMCIMIUTIH, 1 YCHIITHO 3aCTOCOBYBaTH iX B TpoIleci mepekiany MpodeciiiHo
OPIEHTOBAHUX TEKCTIB.

3. Pe3yJbTaTH HABYAHHS 32 TUCIUILTIHOKO

3HaHHS TA PO3yMiHHSA:
OCHOBHUX JIEKCHYHUX, (Pa3€0IOTIYHNX, (POHETUYHHUX, CJIOBOTBOPHUX, MOP(OJIOTIIHUX Ta
CUHTAKCUYHUX HOPM CY4aCHO1 IHO3€MHOT MOBHU;
Cy4aCHHUX MIIXOIB IO aHAII3Yy TEKCTY 1 JUCKYPCY; BMIHHS aHAJII3yBaTH Ta MPOJIYKYyBaTH
TEKCTH PI13HOT CTUJIICTUYHOT CIIPSIMOBAHOCT1 OCHOBHOIO 1HO3E6MHOKO MOBOFO;\

YMiHHSA Ta 31aTHICTH:
HABYATHCS MPOTSITOM >KUTTS, YAOCKOHATIOBATH Ta PO3BUBATH CBill IHTEIEKTyaIbHUH 1
3arajlbHOKYJIBTYPHUN PIBEHB;
JOCATaTH MOPAJILHOTO YAOCKOHAIEHHS BIACHOI 0COOUCTOCTI;
TBOPYO 1 KPUTUYHO OCMUCITIOBATH (UIONOTIYHY 1HQOPMAILIO 715 BUPIMICHHS TPAKTHUYHUX
3aBlaHb y cepi mpodeciiiHoi NisIbHOCTI,

Ha0yTTs1 HABHYOK:
BUIBHOTO BOJIOJIIHHS IHO3EMHOIO MOBOIO ISl 3ilICHEHHSI mpodeciiHoT KOMYHIKaIIiT 1
MDKOCOOHMCTICHOTO CHUTKYBaHHS;
BOJIOZIIHHS MEJaroriyHo0 TEXHIKO0, MpUioMaMu MpodeciiiHo-eaaroriyHoro
CaMOBJIOCKOHAJIEHHS, KyJIbTYPOIO MEeIaroriyHOTO CITKYBaHHS.



4. CTpyKTypa HABYAJIBHOI IMCIUILIiHHA
TemMatnuHui 11aH

Posmostist TosiH MiXK BUIIAaMH po0iT
AynmuTopHa:
Ha3zBa 3MiCTOBUX MOJYJIIB, TEM s |z g ’% : ?E
2 = g = g 59 o
s |2 |5 |2 |8 |8g ¢
S 2|8 &2 288
3microBuii Moayas 1. Introduction into translation.
T.1. Text and discourse. 3 2 1
T.2 Cohesion and coherence. 2 2
T.3 Basic translation transformations. 4 2 2
T.4 Anthropomorphism in translation. 2 2
T.5 Film analysis: system of characters. 2 2
T.6 Domestication and foreignisation in film | 2 2
translation.
T.7 Fiction films’ analysis: G.Freytag’s formula. 2 2
T.8 Fiction films’ adaptation. 2 2
T.9 Case study of “Howl’s Moving Castle” anime 4 2 2
MopaynsHUN KOHTPOJIb 2
CemecTpoBHil KOHTPOJIb 5
Pazom | 28 18
Pa3zom y III cemectpi | 30 18
4 cemecTtp
3microBuii moxyan 2. Film stylistics in translation.
T.10 Introduction into film stylistics. 3 2 1
T.11 Business discourse: analysis and translation. 2 2
T.12 Medical discourse: analysis and translation. 2 2
T.13 Comics: analysis and translation. 2 2
T.14 Blogging: analysis and translation. 2 2
T.15 Subversion of racial stereotypes in modern 2 2
cinema.
T.16 Gender text analysis and its implications for 2 2
translators.
T.17 Cinematic discourse in the light of research. 4 2 2
T.18 Fandom texts in the focus of discourse analysis 4 2 2
and translation.
MonynbHUN KOHTPOJIb 2
CeMmecTpoBHI KOHTPOJIb 5
Pazom | 28 18 2 5
Pasom y IV cemectpi | 30 18 2 | 5




5. IIporpaMa HaBYAJIbHOI AUCHMILTIHH
3microBuii Moxyas 1. Introduction into translation.

Tema 1. Text and discourse. Case study: The House of Mirth.
Jonepekjananbkuii anaxiz Tekcry: definitions of text and discourse. The framework of film
analysis.

IncrpymenT(4) nepekJiaganbkoro anamisy tekery: Plot. Structure. Gustav Freytag’s formula.
3acTocyBaHHsI nepekyaianbkux Tpancopmauiii y mitoBomy tekcri: analysis of the period
drama “The House of Mirth”.

Tema 2. Cohesion and coherence. Case study: Mona Lisa Smile.
Jonepekanaubkuii aHasi3z Tekery: definitions of cohesion and coherence.
IncTpyMeHT(M) mepeKJIaganbKoro aHaizy Tekery: repetition links.
3acTocyBaHHsI nepexjaanbKkux Tpancopmaiuiii y nisibobomy tekcri: analysis of the period
drama “Mona Lisa Smile” for establishing repetition links.

Tema 3. Basic translation transformations. Case study: Avatar.
JonepekJagaubKuii aHaJi3 Tekery: S.Maksimov’s classification of translation transformations.
IncTpymenT(M) mepekjaianbKoro aHajiizy tekcry: Theme as a main meaning of text or the
wedding of content and form. Avatar as a text with multiple themes. Neologisms in Avatar.
3acTocyBaHHsI nepek/jajaubKuX TpaHcdopmauiii y misiboBomy tekcri: analysis of Cameron’s
“Avatar” and the Ukrainian subtitles.

Tema 4. Anthropomorphism in translation. Case study: Ratatouille.
JonepekanaubKuii aHaJi3 Tekery: Anthropomorphism in early forms: fable and tale.
IncrpyMeHT(H) nepeKkJIaganbKoOro aHamizy Tekcry: reader-response criticism. Target audience.
3acTocyBaHHsI mepekJaJanbKuX TpaHcdopmamiii y miiboBomy Tekcri: Anthropomorphism
and personification as animating forces of Ratatouille.

Tema 5. Film analysis: system of characters. Case study: Groundhog Day.
JonepekJagaubKuii aHaJi3z rekery: Major and minor fictional characters.
IncrpymenT(1) nepexaganbkoro anamisy rekery: Methods of characterization.
3acTocyBaHHsI MepeKkjIaanbKux Tpancopmaniii y uisiboBomy Tekcri: Analysis of protagonist
in “Groundhog day”.

Tema 6. Domestication and foreignisation in film translation. Case study: The Devil Wears Prada.
Jonepexyananbkuii anasi3 Tekcry: Definitions of domestication and foreignisation.
IncTpymenT(H) nmepexiiaganbkoro anaiizy tekery: Linguistic analysis of the film “The Devil
wears Prada”. Stylistic analysis of the film.
3acrocyBaHHsl nepekyiaanbKux TpaHcdopmaiiii y miiteoBomy tekcri: Domestication and
foreignisation in the Ukrainian dubbing of the film.

Tema 7. Fiction films’ analysis: G.Freytag’s formula.
Honepexianaubkuii anaui3 Texcry: definitions of plot. Gustav Freytag’s formula.
Incrpyment(n) nepekiaganbkoro anamizy Tekery: plot and structure.
3acrocyBaHHs MepeKJiagaubKuX TpancdopMmaniii y miiboBoMy Tekcri: comparative analysis
of plots and structures of the films The House of Mirth, Mona Lisa Smile, Avatar, Ratatouille,
Groundhog Day, The Devil Wears Prada.

Tema 8. Fiction films’adaptation.
Jlonepekjananbkuii aHami3 Ttekcry: Theoretical background of fiction films® adaptation



(J.Monaco, F.Cassetti).

IncTpyment(n) nepexsiaganbkoro anasizy tekery: Film adaptation as a form of translation.
3acrocyBaHHs mepekJaganbKux Tpanchopmaniii y miiboBoMmy TekcTi: comparative analysis
of an optional movie adapted from prose, poetry or drama.

Tema 9. Case study of Howl’s Moving Castle.
Jlonepekananbkuii anamiz Tekcry: Theoretical background of fiction films® adaptation
(J.Monaco, F.Cassetti).
IncrpymenT(u) nepekJiaganbKoro anamisy texkcery: Film and the novel.
3acTocyBaHHsI mepekJaganbKux TpaHcopmaniii y misiboBomy Tekcri: comparative analysis
of the anime “How!I’s Moving Castle” with the same title fantasy novel.

3microsuii moayan 2. Film stylistics in translation.

Tema 10. Introduction into film stylistics.
JonepekJaganbkuii aHaJi3z Tekery: Film as a polycode construct.
IncrpymenT(H) nepexyaaanbKoro aHasizy texkcery: Visual metaphor and metonymy. Symbols.
Rhythm in the fiction films.
3acTocyBaHHsI NepeKyIafalbKuX TpaHchopmaniii y niiboBomy Tekcri: textbook’s drills.
Outline of stylistics in the films The House of Mirth, Mona Lisa Smile, Avatar, Ratatouille,
Groundhog Day, The Devil Wears Prada.

Tema 11. Business discourse: analysis and translation. Case study: Stranger than fiction.
JonepekJiaganbKuii aHasi3z Tekery: Diegetic and mimetic theories of narration. The
representations of time in professional and private lives in “Stranger than fiction™.
IncrpymenT(H) mepekJiaganbkoro anamizy tekery. Narrative strategems in “Stranger than
Fiction”.
3acTocyBaHHsI nepekJaganbKux Tpanchopmaniii y uisiboBomy Ttekcri: Texts of legal,
administrative and business discourse: specific lexical and grammatical features relevant for
translation in “Stranger than fiction”.

Tema 12. Medical discourse in the fiction film. Case study: Wit.
JonepekJaganbkuii anasi3z Tekery: Interdisciplinarity. Identification of medical humanities.
IncrpyMeHT(H) nmepekaanbKoro aHamisy rekcery: academic terms in medical humanities.
3acrocyBaHHsl TepeKJaganbkux TpaHcopmaniii y minsoBomy Tekcri: Film stylistics of
“Wit” in the framework of medical humanities.

Tema 13. Comics: pretranslational analysis. Case study: The Smurfs.
Jonepexjananbkuii anasi3z Tekery: Comics. The origins. Defining webcomics.
IncTpymenT(1) nepexJiaganbkoro anasuizy rekery: Film stylistics of “The Smurfs”.
3acrocyBaHHs NepeKJafanbKuxX TpaHchopmaiii y ninsoBomy Tekeri: Comparative analysis
of English, French, Spanish and Ukrainian comics “The Purple Smurfs” / “Les Schtroumpfs
noirs”.

Tema 14. Mass Media discourse. Blogging: analysis and translation. Case study: Julie and Julia.
JonepekJananbkuii aHasi3 Tekery: Adaptation of prose to screenplay.
IncrpymenT(u) nepekJiaganbKoro anamisy rekcery: Blogs as virtual diaries.
3acTocyBaHHsI nepekiaganbkux Tpancopmaiii y miisoBomy tekcri: Analysis of blogging
in “Julie and Julia”.

Tema 15. Subversion of racial stereotypes in modern cinema. Case study: The Blind Side.


https://smurf.com/en/discover/comics/
https://smurf.com/en/discover/comics/

Jonepekaaganbkuii anati3 texery: definitions of racism.

IncTpymenT(u) mnepekjaganbKoro amaniizy Ttekcry: Artistic strategies to reduce racial
stereotypes.

3acrocyBaHHsl mepeKjIafanbKUX Tpancpopmaniii y nisiboBomy Tekcri: Cinema stylistics of
the film “The Blind Side”.

Tema 16. Gender text analysis and its implications for translators. Case study: The Young
Victoria.

Jonepexaanaubkuii anati3 Tekery: Gender bias in languages: linguistic and sociolinguistic
approaches.
IncrpymMenT(M) nepeksananbkoro amaiizy rtekcry. Ways of expressing the grammatical
category of gender in English and Ukrainian. Linguistic features of the "male" and "female"
languages.
3acTocyBaHHsI nepek/agaubKux Tpancopmainiii y mitopomy tekcri: Implications of gender
text analysis for translators. Non-sexist language (N. Gladush). Analysis of TT in Ukrainian
subtitles of “The Young Victoria”.

Tema 17. Cinematic discourse in the light of research.
Jonepexaananbkuii ananiz tekcry: definitions of cinematic discourse in the context of
contemporary research paradigms.
IncrpyMeHT(H) nmepek/iaganbKoro aHajiizy Tekcry: cinematic discourse, semiotics, collective
author, collective addressee, television discourse, cinematic text, cinematic dialogue.
3acTocyBaHHsI nepekjiaanbKux Tpanchopmaiiii y miioBomy tekcri: Analysis of cinematic
discourse in “Around the World in 80”.

Tema 18. Fandom texts in the focus of discourse analysis and translation.

JonepekJaganbkuii anasi3 Tekery: Geek culture. Defining fandoms.

IncrpymMenT(H) mepekjaganbLKoro aHajizy rekery. Fandom discourse vs. academia discourse.
Subgenre of the “stand-alone” texts.

3acTrocyBaHHsI mNepeKkJaganbKux Tpanchopmaniii y wmisiboBomy Tekcrti: analysis of
communicative intention of the fandom discourse.

6. KoHTpoJib HABYAJIBHUX 10CSATHEHD
6.1. Cucrema OLiHIOBAHHS HABYAJbHUX IOCATHEHb CTY/ICHTIB

HaBuanpHi J1OCATHEHHS CTyAeHTIB i3 aucuuInlinu «[IpakTHuHMil Kypc nepexiamgy»
OLIIHIOIOTHCS 32 MOAYJIBHO-PEHTHHTOBOIO CHCTEMOIO, B OCHOBY SIKOi MOKJIAJCHO NPHHIMII
MOOIepaIiifHol 3BITHOCTI, 000B’SI3KOBOCTI M1ICYMKOBOTO KOHTPOJIIO, HAKONINYYBAIbHOT CUCTEMU
OLIIHIOBAaHHS PIBHS 3HaHb, YMIHb Ta HABUYOK; PO3LIMPEHHS KUIBKOCTI M1ICYMKOBUX OalliB.

VY npotieci OLIHIOBaHHS HaBYAJIbHUX JIOCSTHEHb 3aCTOCOBYIOTHCS TaKi METOIH:

Memoou ycnozo konmponio: 1H11BiyanbHe ONUTYBAaHHS, (POHTAIbHE ONTUTYBaHHS,
criBOeciia, pob6oTa B mapax Ta MiHi-Tpymnax.

Memoou nucemo6020 KOHmMpPONIO: TICYMKOBE MUCbMOBE TECTYBaHHS.

Memoou camokonmponr: caMoCTiiiHa OIlIHKA CBOIX 3HAaHb, CAMOAHAI3.

KoHTpoJ1b YCHIIIHOCTI CTY/IEHTIB 3[1HCHIOETHCS BIIMOBITHO JI0 HABYAIBHO-METOIMYHOT KapTH, 1€
3a3HAueHO BUM M TepMIHU KOHTpoMO. CHCTeMy peWTHHIOBHX OaliB JUlsl PBHUX BUJIB KOHTPOJIO Ta
NOPSIOK iX TiepeBeNieHHs Yy HaiioHanbHy (4-OambHy) Ta eBponeiicbky (ECTS) mkany momaHo y
TaOIHULISAX.

Po3paxyHOK peHTHHroBUX 0ajiB 3a BUIAMHU MOTOYHOTO (MOJIYTBHOT0) KOHTPOJIIO:



" Cemectp 3 Cemectp 4
5 2
=
= 2 2
: : T E g 3 g 3
Bun aisnpHOCTI cTyIeHTa 5 o g © 4 O
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2o | 58| 25|68 25
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BinsimyBanss ek 1 - - - -
BinBimyBaHHsS ceMIHAPCHKUX 3aHATH 1 - - - -
BinBinyBaHHS MPaKTUYHUX 3aHSITH 1 9 9 9 9
PoGoTa Ha ceMiHapChbKOMY 3aHSTTI 10 - - - -
Po6oTa Ha mpakTHYHOMY 3aHSATTI 10 9 90 9 90
JlabopaTopHa po6oTa (B TOMY YHCI1 JOMYCK, 10 i i i i
BUKOHAHHS, 3aXHUCT)
BukoHaHHs 3aB1aHb Ui CaMOCTIHHOT poOOTH 10 1 10 1 10
BuxonanHs MoynbpHOT po6OTH 25 1 25 1 25
Pazom - 134 - 134

MakcumanibHa KUIbKiCTh OatiB: 268

Pospaxynok koedirienrta: 268/100=2,7

ooooo

CamocriifHa poboTa CTYIEHTIB mependavyae MIaHOBE BUKOHAHHS HUMHW HACTYITHHUX 3aBJIaHb:
HaNMCaHHS JOTIOB1II Ha TICBHY TEMY; HaFCAHHS aHTJIOMOBHOI aHOTAIIii 3 IPOYUTAHOTO.

3micToBuii MmoayJs 1.
[TinroryBaru momnoBiap Ha TeMy «ba30Bi IHCTPYMEHTH MEPEKIAIalIbKOTO aHATI3Y
TEKCTY.

4 cemecTp
3micToBHITI MOIYJIb 2.
[TinroryBaru nomnoBiap Ha TeMy «OCOOIMBOCTI MEPEKIAAANBKOTO aHAIIZY YKaHPY
KIHOCIICHAPI1IO».

Kpurepii oliHIOBaHHS CaMOCTIHHOI poOOTH:
CyTh MiIrOTOBKU CTYJCHTAMH CaMOCTIHHOTO TBOPYOTO 3aBJaHHS Iependadac MepeBipKy
BOJIOJIIHHS BIITIOBITHOIO JIGKCHKOIO Ta FPAMAaTUYHUMK CTPYKTYpaMH, JOTPUMAHHS CTHJIIO 3aBJIAHHS,
1110 BUKOHYETBCST; ICMOHCTPAIIiS SIKICHOTO BOJIOJIIHHS TMCEMHUM Ta YCHUM MOBJICHHSIM.

Kapra camocTiiiHol po0OTH CTy/ieHTa

Tepmin
3micToBHii MOYJIb Ta TEMH KypPCY AkaieMiYHHMii KOHTPOJIb bamm BHKOHAHHSA
(TrKHi)
3 cemecTp
Mogyns 1 [ToBimoMneHHs 3 TEMH, 10 I-Vi
PEKOMEHI0OBAHO1 BUKJIaJJaueM
Pazom 10 GaniB
4 cemecTp
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aHOTAIlil 3 MPOYUTAHOTO

Pazom 10 GaiB

6.3 ®opMu npoBeieHHSI MOAYJILHOI0 KOHTPOJIIO Ta KPUTePii OMiHIOBAaHHS

®opma NpoBEACHHS: MMCbMOBA

MakcuManbHa KUTbKICTh OattiB: 25 GaiB

Kputepii omiHioBaHHS: MOIyJlbHAa KOHTpPOJIbHA po0OOTa BKIIOYAE 5 3aBAaHb, IPABHIBHE
BHKOHAHHS SIKMX OIIHIOETHCS y 5 OaiB.

6.4 ®opMu npoBeleHHS ceMeCTPOBOr0 KOHTPOJIIO Ta KpUTepil OLiHIOBAHHA

®dopma NpoBEACHHS: 3aJIK

MakcumanbHa KiTbKicTh 6amiB: 100 6aniB

Kpurepii ormintoBanus: CeMecTpoBU KOHTPOJIb Y 4 ceMecTpl MPOBOAUTHCS Y (HopMi 3alliKy Ha
0a31 moTo4HOTO OIiHIOBaHHs Ta 2-X MKP (Ne 1, 2).

6.5 OpieHTOBHMIi MepeJTiK TeM /AJIs1 CEMeCTPOBOr0 KOHTPOJIIO
1. Define plot. What is narrative? Are the events in a story planned?

2. Draw a diagram first proposed by the nineteenth-century German critic Gustav Freytag.
Enumerate elements of plot. Do you agree with Freytag’s formula?

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

4. Define structure. What are its functions in fiction?

5. 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.

6. Explain examples of text cohesion and text coherence

7. Suggest arguments for distinguishing between cohesion and coherence.

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

9. Define the notion of discourse. Illustrate your answer.

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

with illustrations.

11. Define business discourse and its communicative intention as well as ways of
implementation of the communicative intention in texts of business discourse. Comment on
artistic strategies of reducing racial stereotypes in the film The Blind Side.

12. Comment on socio/linguistic approaches to gender bias in the English language.

13. Define cinematic stylistics of the film “The young Victoria”: comment on musical
accompaniment; kKinesthetic plan; symbols and metaphors; camera angles and cinematic
perspectives.

14. Define cinematic stylistics of the film “The Blind Side”: comment on musical
accompaniment; kKinesthetic plan; symbols and metaphors; camera angles and cinematic
perspectives.

15. Define film stylistics. Enumerate key principles of film stylistics. Explain why film is a
polycode construct.

16. Describe a pattern for movie analysis from a philological perspective (10-12 steps).

17. Enumerate colors and explain their meanings for film stylistics (10 positions).

18. Comment on camera shots. Which shots are frequent in 21% century films? How do camera
shots form camera techniques? Refer to either “The Blind Side” or “The Young Victoria” as
an example.

6.6 IlIkaJua BinnmoBigHOCTI OLIHOK

Orrigka KinbkicTs OaiiB

Bigmiazo 100-90




Hyxe nobpe 82-89
JHo6pe 75-81
3a/10BUILHO 69-74
JlocTaTHBO 60-68
HesanoBinbHO 0-59

7. Hap4yaJIbHO-METOAMYHA KAPTKA AUCHMILIIHA
3 cemecTp
Pa3om: 30 roa., mpaktuyni 3aHATTS — 18 TO1., cCamocTiitHa po6oTa — 5 ro.,
CEMECTPOBUI KOHTPOJIb — 5 TOJ1., MOJTyIbHUI KOHTPOJIb — 2 TOJ
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Camocriiiaa 10 GaniB
pobota (BCboro
10 GautiB)
Buau nmorounoro MK 25 Gamis
KOHTPOJTIO
[lincymkoBuit MakcruManbHa KiTbKiCTh OaniB — 134 GamiB
KOHTPOJIb
4 cemecTp

Pa3om: 30 roa., nmpaktuyHi 3aHATTs — 18 TO1., camocTiitHa po6oTa — 5 rox.,
CEeMECTPOBUI KOHTPOJIb — 5 TOJI., MOJYJIbHUN KOHTPOJIb — 2 TOA



Mopyinb 3MicTOBHIA MOTYIH 2

Hazsa momyns Film stylistics in translation.
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CamocriitHa poboTa 10 Ganis
(Bcroro 10 6GaiB)
Buau noroysoro MK 25 Ganis
KOHTPOJTIO
[TincymkxoBuit MakcuMabHa KUIbKicTh Oajie — 134 Gais
KOHTPOITh

8. PekomeH10BaHi JuKepesia

1. MakcimoB C. €. IlpakTuunnii Kypc nepeknany (aHriiicbka Ta ykpaincbka MOBH): Teopis Ta
MPAaKTUKA MEPEKIalallbKOro aHalli3y TEKCTY ISl CTYACHTIB (aKyabTeTy INMepeKiajadiB. —
K.: JIensir, 2012. — 203 c.

2. Move Ahead through Movies! nagu. noci6. mis ctyn. BH3/ A.B. Taiinam, F0.B. Knumuyk. —
K. : KuiB. Yu-T iM. b. ['pinuenka, 2013. — 76 c.

3. Move Ahead through Movies! Part 2: waBu. moci6. mus cryn. BH3/ H.I1. besnanosa, A.B.
laiinam, }0.B. Kiiumuyk, [LA. Penpka. — K. : Kuis. YH-T im. b. I'pinuenka, 2014. — 120 c.

4. Monaco J. How to Read a Film: Movies, Media, and Beyond. — N.Y.: Oxford UP, 2000.

JlonatkoBi pecypcu

1. Bbpeyc E.B. Kypc nepeBoja ¢ aHrimiickoro s3blka Ha pycckuil. YueO6Hoe nocobue. — M.:
P.Banent, 2007. — 320 c. 93-102.
2. Tkauenko A. CymixkHi 3mictrodopmu / Anatoniii Tkadenko // Mucrentso cinoBa (Beryn no
nireparypo3HaBcTBa). — K.: «IIpaBna Spocnasuuisy, 1998. — C. 132-136.



	Змістовий модуль 1. Introduction into translation.

