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MeToaunueckas 3alMcKa

[Ipemmmaraemoe yuebHOE mocoOue mpepHa3zHAueHO JJISl CTY/IEHTOB [—
[T xypcoB o0y4aromuxcs 1o HanpasJIeHnIo «Pexxnccypa KHHO ¥ TeJIeBUACHUS
(Pexxuccep MynbTHMEnna)» B paMKax AMCHUIIMHBI «VHOCTpaHHBIN
(aHTNWICKUIT) SA3BIK» W CTaBHT CBOEH IENbI0 JNajbHeimee yriayOieHne
U PACHIMPEHUE S3bIKOBOM KOMIETEHIMH O0ydaeMbIX, OOOTaIleHHE HX
CJIOBapHOTO 3araca, MPUOOPETEeHHE HABBIKOB MPABWJIBHOTO ITOHHUMAaHUS
OoraToro JEKCHUKON aHTIHICKOro s3bIKa. [Ipm oTGOpe TEKCTOB aBTOPHI
CTPEMHJIUCh K TOMY, 4YTOOBI MpPEIOCTaBUTh CTYJCHTAM BO3MOXKHOCTh
pacImpUTh CBOM 3HAHUS 110 CIICIUATBLHOCTH.

CTpyKTypHOE TOCTPOCHHE KaXKJOH TEeMbl MaKCUMAaJbHO CIOCOOCTBYET
AKTHBH3AIMN PA3IMYHBIX BHJIOB PEYH B Pa3HOOOPA3HBIX KOMMYHHKATHBHBIX
YCIIOBUSIX.

Bce TekceThl, BKIIIOYEHHBIE B TOCOOHME, MPEICTABIISIOT COO0H ayTEHTHYIHBIC
00pa3Ibl HAYIHBIX CTATEH B3ATHIX M3 PA3IMYHBIX HCTOUHHKOB. OpUTrHHAIBHBIC
TEKCThl HE3HAUUTEIBHO COKPAIICHBI B METOJMUYECKHUX IIEJIIX, HO TPH 3TOM
CTPYKTypa BCEX 4acTeH, a Tarkke BHEIIHEe O(GOPMIICHHE MOIHOCTHIO
COXpaHEHbI, 4YTO JIa€T BO3MOJKHOCTH IO3HAKOMHUTHCS C OCHOBHBIMH
crocobamMu U CpeAcTBaMH O(GOPMIICHUS JIOTHMKO-CMBICIOBOH CTPYKTYpPbI
cTaTei mo OyayIiei crenuarbHOCTH.

[Tocobue mpomuio ycnemHy anpobamuo Ha 1 1 2 Kypcax (akysbrera
«Pexuccypa kuHo u TeneBuaeHus (Pexuccep myabTuMeana)» MoCKOBCKOTO
roCy/1TapCTBEHHOI'0 IICUXOJIOT0-I1€arOrMUECKOT0 YHUBEPCUTETA.

ABTOpBI  BBIp@KAIOT INIYOOKYIO IPHU3HATEIBHOCTH  PELEH3EHTaM,
BBICKA3aBIIUM I[ICHHBIE 3aMEYaHusl, KOTOPHIE CIIOCOOCTBOBAIIN OKOHYATEILHOM
JIOpabOTKe TAHHOTO M3JaHusl.
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1.

NEW TECHNOLOGY
UNITI

Practice the pronunciation of the new words and memorize

them.

Nl I Y N O

. access [ akses] mocTyt, T0MYCK, BBIXO/

. alongside [olon 'said] Hapsmy, psimoM, HETIOAIEKY, OTHOBPEMEHHO
. archives [ 'a:karvz] apxuB, XpaHuiie

. authentic [o: Bentik] moMMHHBIN, HATOSAIIMNA, TIPaBAUBLIA

. authenticity [0:0en tisitr] moATHHHOCTH

. authorize [ '0:09raiz] aBTOpU30BaTh, pa3perIaTh

. backup [ 'bakap] pe3epBHast komust

. catchup [keet| Ap] nOrHaTh, MOIXBATUTH, HABEPCTATh, OCBOUTH

cinematographer [sinimo tografa] pexuccep-noCTaHOBILHUK,

KHUHOOTIEpaTop

10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.

consume [kon'sju:m] moTpedIIATh, pacX00BaTh
crew [kru:] komaH1a, SKUMaK, CheMOYHAsI TPYIIIa
crumble — KpOIUIUTh, OCHINATHCS, PYHIUTHCS
decline — cHmXaTh, OTKA3aThCs, OTKIOHUTH
dig [dig] xomaTp, UCKaTh
distribution [distr1 bju;fn] pacnpocTpanenue
dwarf [dwo:f] 3aTmMeBaTh, TuIIaTh
editing [ 'editi] MoHTaX, aBTOpCKasi MpaBKa, pelakTHPOBAHNE
ensure [’ [uo] rapaHTHPOBATh, 00ECIICUNBATH
extra ['ekstra] 1OMOIHUTENBHBIN, JOMOJIHUTEIBHOE 000PYyI0BaHHE
film — muienka
flammable ['flamobl] nerkoBocIIAMEHSIOMIMIACS, BO3TOPACMBIi,

OTHEONACHBIN

22
23
24

25.

qamie

26.
27.
28.
29.
30.
31.
32.
33.

. footage [ 'fotidz] orcHsTEII MaTepuan

. foregoing [fo:" gou| BEIIIEYOMSHYTBIN, TPEAIISCTBYFOTITHI

. gaffe [geef] omnomHOCTE, OMIMOKA, JISIIT

increasingly [m'kri:sigli] gpe3BbruaitHo, B OoJbIIEl CTENEHH, BCE

lens [lenz] nuH3a, 00BEKTHB

pace [peis] putwM, 1miar, TeMIt

practicality [pracktr keaeliti] mpakTHYHOCTb, TIOJIE3HOCTD
rehearsal [r1'h3:sal] moBTOp, peneruiys

release [r1'li:S] BBITyCTUTH

retake — MOBTOpP CHEMKH, IIEpeCheMKa

scrap — OTMEHHTb, 3a0paKoBaTh, OTKA3aThCs
shooting ['fu:ti] cremka

~ re-shooting — mepecbemMKa, IyOIsmK



34. shot [fot] BRICTpEN, Yaap, paccTpel; CheMKa, Kap

35. software ['spftwea] mporpammHoe oOecrieucHIe

36. tap [tep] MOCTYKHBaTh, OCBOUTD, IEPEXBATUTH

37. threat [Oret] omacHOCTB, yrpo3a

38. outlive [aut'l1v] mepexuTh, HIKUTH; BBRIATH U3 00MX01a (311.)

39. trump [tramp] KO3BIPSATH, TPEBOCXOTUTH

40. vintage feel [ vintidz] omrymienne K1acCHKN; 9yBCTBO HOCTAIBI U

2. Practice the pronunciation of the following word- combinations and
memorize them:
1. backup system — cucrema pe3epBHOIO KOITUPOBAHUS
. blend seamlessly — opranuuHo coueTaTbcs
. film consumption — pacxo, noTpe0ieHe IIeHKN
. film making — co3nanue puIBEMOB, CheMKa
. intimate shot — uHTHMHAs cheMKa
. painstaking process — KpOMOTIHBEIH IIpoIiecce
. precise art — HCKyCCTBO, TpeOyIOIIee TOUHOCTH
. re-mastered copies — OOHOBIICHHBIE, TIEpeCTIaHHbIC KOTIHH
. set design — nn3aifH neKoparwii, crueHorpadus
10. shoot schedules — rpaguk cremox
11. steadycam equipment — cTabunusupyomiee 000pya0BaHuE
12. take in more of the amazing work — no3HakomMbTech MOOIIIKE C ITON
YAUBUTEIHLHON paboToii
13. set atmosphere — co3znaBatb armMmochepy

O 03N L bW

3. Read and translate the text.
Text 1
HOW TECH HAS SHAPED FILM MAKING:
DIGITAL DEBATE IS PUT TO REST

Technology’s greatest impact is perhaps felt in new cameras that allow
cinematographers to shoot in a higher definition, letting viewers take in more
of the amazing work in set design. Technology also drives entire segments
of film now, enabling movies that were not possible before. Here are some
examples where technology has driven film making.

Costs

Film is the preferred medium of old school film makers, but it’s usually
too costly for a studio to authorize. Film carries several disadvantages,
that dwarf the authenticity that the film maker is going for. Aside from
the expense, film is impossible to reuse. That means a day of shooting
must have footage the crew can use, or else every resource consumed that
day was a waste. The costs of film don’t end the day of shooting either.
Cinematographers who use film must develop it, and then there is the costly
process of editing the film.
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Going digital largely means foregoing the large canisters of film that used
to be synonymous with film making. It also means production companies
complete their shoot schedules with less waste, keeping the entire project
under or close to budget.

Editing

Post production is another area where digital trumps the usage of film.
Adding visual effects to film was often a precise art, where the effect had to
blend seamlessly with what was being shot. This was a painstaking process
that editors no longer go through. Digital effects are created and added to the
shot within the same program or family of programs. This software also allows
editors to work on entire sections of a film, easily piecing scenes together after
the post production effects are added in. That includes audio, which now has a
high definition digital file that ensures the audience will hear every word and
action that they see.

The end result is a piece of film that looks cleaner, with effects that blend
seamlessly with the movie. The audience usually can’t tell when CGI has
been used, but it’s a powerful tool film makers have increasingly used to set
atmosphere.

Shooting

Shooting in digital is much easier because you can do more in less time.
Multiple cameras can run on the same shot, so you always get the angle
you want without having to waste time on retakes. I like shooting digitally
because it makes it easy to shoot multiple takes, and to get multiple angles
more economically. A director’s bread and butter is pace and performance.
I love being able to shoot everything. Even, with the actors’ permission,
the rehearsals. You never know what pieces you’ll be able to use later in
editing.

Coupled with the new steady cam equipment that film has taken a liking
to, the end result is a more intimate shot. The audience feels present in the
moment because the lens we are allowed to look through feels authentic.
Film makers also spend less time re-shooting the same scene to get the
right angle.

Distribution

The process of distributing film in digital has not quite hit the apex
of what it is capable of, but the indie film maker especially stands to
gain. Distribution through YouTube has been the most common form of
marketing for quite some time. Studios have released big-budget trailers,
while indie film makers have sought funding and interested eyes posting
content through various YouTube channels. Of course, the adverse affect
is that quality has significantly declined, but that’s more a function of
volume. YouTube users also crowd source what is popular with a thumbs
up, helping others to find new and interesting content without spending too
much time digging for it.



Rights to films are already distributed to consumers digitally, but this
market has not been fully tapped. There is much debate as to the future of film
consumption, but companies seem willing to distribute films online. The 2011
film Tower Heist with Ben Stiller was almost released to Comcast customers
alongside the theatrical release, but the idea was scrapped after several theaters
threatened not to show the film in protest. Although digital promises an exciting
new world of distribution, the business of film has yet to catch up with this idea.

Preservation

The preservation of film isn’t something we think about as consumers, but
it’s the very reason we still have re-mastered copies of Ben Hurr and the Star
Wars trilogy. Film will crumble and damage over time, and it’s extremely
flammable too. There are simply too many methods for film to outlive its
usefulness. Digital films can be stored on company servers, without taking up
too much space. The costs to maintain this infrastructure are also lower than
the costs to store and re-master film.

Digital archives are also easy to backup and restore. Pixar had a now
famous incident when creating Toy Story 2, where one of the animators lost
almost the entire film working on it at home thanks to a bad backup. Aside
from this small gaffe, the backup system has allowed production companies
access to earlier versions of a film, as well as a source to store shots used for
dailies and extras.

Without technology, it would be nearly impossible for Hollywood to
produce the volume of films that it does. Film might be a nice thought for that
vintage feel, but the practicalities of digital have largely put the film versus
digital debate to rest.

4. Read the text once again. Connect the questions with the answers
given below and translate them.

1. How has technology impacted the cost of film making compared to
using traditional film methods?

2. In what ways has digital technology revolutionized the editing process
in film making?

3. How does shooting in digital format improve the efficiency and quality
of film making?

4. What impact has digital distribution had on the film industry, especially
for independent filmmakers?

5. How has technology influenced the preservation of films in the industry?

6. What are some advantages of shooting with digital cameras over
traditional film cameras?

7. How has digital technology changed the distribution of films in the
modern era?

8. What role does digital technology play in the editing process of
films?
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9. How has digital technology impacted the quality and efficiency of film
production?

10. What are some benefits of preserving films digitally as opposed to
using traditional film reels?

A) Digital technology has improved the quality and efficiency of film
production by allowing for easier shooting, editing, and distribution processes.
The use of digital cameras, editing software, and online distribution platforms
has revolutionized the film industry.

B) Shooting digitally allows for multiple camera angles and takes to be
captured easily, increasing the chances of getting the perfect shot without
wasting time on retakes. Directors can shoot rehearsals as well, providing
more material for editing.

C) Technology has improved the preservation of films by allowing digital
storage on company servers, reducing physical space requirements and the
risks associated with film deterioration. Digital archives are easier to backup
and restore, ensuring the preservation of film content.

D) Digital technology simplifies the editing process by enabling seamless
integration of visual effects, audio enhancements, and overall post-production
work. Editors can work on entire sections of a film and easily piece scenes
together for a polished final product.

E) Technology has significantly reduced costs in film making by
eliminating the need for expensive film canisters, development, and editing
processes. Digital filming allows for more efficient use of resources and keeps
projects under budget.

F) Preserving films digitally offers advantages such as reduced physical
storage space, lower maintenance costs, easier backup and restoration processes,
and increased longevity of film content. Digital archives provide a secure and
efficient way to store, access, and protect film assets for future generations.

G) Digital technology has made the editing process more efficient by
enabling seamless integration of visual effects, easier piecing together of
scenes, and high-definition audio files for better viewer experience

H) Digital distribution has provided a platform for filmmakers, both big
studios and indie creators, to reach audiences worldwide. Platforms like
YouTube have democratized content creation and marketing, making it easier
for films to gain exposure.

1) Digital distribution, particularly through platforms like YouTube,
has provided indie filmmakers with a way to market their films and reach a
wider audience. While quality may vary due to volume, the accessibility and
visibility have increased opportunities for independent creators.

J) Shooting with digital cameras allows for easier multiple takes and
angles, efficient use of resources, and a more streamlined editing process.
Digital filming also offers high-definition quality and easier integration of
visual effects.




5. Match the equivalents to the word combinations given in the left column

a)

1. |tech has shaped film making 1. | mo3BoJIsist 3pUTENsiM OOJIbINE
HacJIaaAuTbCA yI[I/IBI/ITeJ'H)H()ﬁ
paboToii cuieHorpada

2. |technology’s greatest impactis |2. |B IEHb CbEMOK JIOJDKEH OBITH

perhaps felt in new cameras OTCHSATBIN MaTepua

3. |allow cinematographers to shoot |3. |mO/IHHHOCTH, K KOTOPOit
in a higher definition CTPEMHUTCS PEIKUCCED

4. |take in more of the amazing 4. |IOMHMO JOPOTOBU3HBI

work in set design.

5. |enabling movies that were not |5. |uHaue Bce pecypchl,

possible before M3pacX0/I0OBaHHbIC B TOT JICHb,
OBUIM IIOTPaYCHbI BIIYCTYIO
6. |old school film makers 6. | Uit cTyquu OOBIYHO 3TO
CJIMIIIKOM JIOPOTO OOXOUTCS
7. |it’s usually too costly for a 7. |ecTh HECKOIBKO HEIOCTATKOB,
studio to authorize KOTOPBIE 3aTMEBAIOT
HOJIMHHOCTb
8. |carries several disadvantages, 8. | TEXHOJIOTUH MOBJIHSIN HA
that dwarf the authenticity cozjanue GuiIbMoB
9. |authenticity that the film maker |9. |mo3BosstoT
is going for KuHeMaTorpaducraMm CHUMAaTh
B 60J1ee BBICOKOM pa3penIeHuu
10. | Aside from the expense 10. | kuaemarorpaducTsl cTapon
IIKOJIBI
11.|a day of shooting must have 11. | moxxainyii, HauOoJIbIIee
footage BIIMSIHUE TEXHOJOTHH

OHIyHacTCs B HOBBIX KaMepax

12. | else every resource consumed 12. | m03BOJISISI CHUMATE (HITBMBI,

that day was a waste KOTOpBIE paHblIe ObUTH
HEBO3MOJKHBI
b)
1. |The costs of film don’tend the |[1. |caddexramu, KoTOpHIe
day of shooting either OPraHUYHO COYETAFOTCS C
(dhubMoM
2. |must develop it, and then there |2. |muppPOBBIC TEXHOIOTUH
is the costly process of editing MIPEBOCXOIAT HCITOB30BAHIE
the film TUICHKH
3. | Going digital largely means 3. |Bce yalle UCIOIB3YOT IS
foregoing co3J1aHus aTMOC(epbl
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4. |complete their shoot schedules 4. | KpOIOTIMBBIN MpoIECC, Yepe3
with less waste, keeping the entire KOTOPBIN pelaKTOphI OOJIbIIE
project under or close to budget HE TPOXOJIAT

5. |digital trumps the usage of film. |5. |mo06aBmsFOTCS K Kaapy B

paMKax OJHOH U TOM ke
MPOrPaMMBbl UITH CEMEHHBIX
IporpaMm

6. |aprecise art, where the effect 6. |mdpoBoii (aiia BEICOKOH
had to blend seamlessly with YETKOCTH, TapaHTUPYIOIHHA,
what was being shot YTO AYJMUTOPHS YCIBIIIHT

Ka)KJI0€ CJI0BO U JICHCTBUE

7. |apainstaking process that 7. |uenble pparMeHTH GUIIEMA,

editors no longer go through JIETKO COCTMHSS CIICHBI
BOEIMHO TTOCIIE JOOABIEHNS
3¢ PEKTOB MOCTIPOIAKIITHA

8. | Are added to the shot within 8. | OBILJIO HCKYCCTBOM,
the same program or family of TpeOyIOINM TOYHOCTH, B
programs KOTOpOM 3((eKT 1o/KeH OBl

OpPraHUYHO COYETATHCS C TEM,
YTO CHUMAJIOCh

9. |easily piecing scenes together 9. |pacxojbl Ha IJICHKY TaKXKe HE
after the post production effects 3aKaHYUBAIOTCS B JICHb CHEMOK
are added in

10. | digital file that ensures the 10. | BBITTOHSIOT CBOM TrpaduKu
audience will hear every word CBEMOK C MEHBIIUMHU
and action 3aTpaTaMu, COXPaHss BECh

MPOEKT B paMKax OFOJDKETa I
OJIM3KO K HEMY.

11. | with effects that blend 11. | HOIDKHEI IPOSIBUTE €€, a 3aTeM

seamlessly with the movie TIPOUCXOIUT JOPOTOCTOSIIIIIA
TIPOLIECC PETAKTUPOBAHMS (PUITEMA

12. | have increasingly used to set 12. | mepexon Ha udpoBbIe

atmosphere TEXHOJIOTUH B 3HAYUTENIBHOM
CTEIICHH 03HAYaeT OTKAa3

<)

1. |you always get the angle you 1. |uHAN-KHMHEMATOrpauCTHI
want without having to waste UCcKany (GUHAHCUPOBAHUE U
time on retakes 3aMHTEPECOBAHHBIX JIFOJCH

2. |it makes it easy to shoot multiple |2. |He TpatTs CIMIIKOM MHOTO

takes, and to get multiple angles
more economically

BPEMCHH Ha €T0 MMOUCK
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3. |pace and performance 3. |B coYeTaHHU C HOBBIM
obopynoBaHueM steadycam
4. |being able to shoot everything |4. |moss3oBarenu YouTube
TakXke MyOIUKYIOT TO, UTO
TI0JIb3YETCS MOMYJISIPHOCTBIO
5. |pieces you’ll be able to use later |5. |emie He ZOCTHUT BEpIIUHBI
in editing CBOMX BO3MOJKHOCTEH
6. |coupled with the new steady 6. | BBI Bceryia rnoyryyaere Hy KHbIA
cam equipment pakypc, He TpaTs BpeMs Ha
MOBTOPHBIC ChEMKH
7. |the lens we are allowed to look |7. |HeOmaronpusiTHEIM
through feels authentic MOCJICACTBHEM SIBIISICTCS
3HAUYUTCIIbHOC CHU)XXCHUC
KauecTBa, HO 3TO OOJbIIe
3aBUCHUT OT 00beMa
8. | has not quite hit the apex of 8. |T03BONAET IETKO CHUMATh
what it is capable of HECKOJIBKO IyOieit u 6omee
HKOHOMHUYHO HCIIOIb30BATh
HECKOJIBKO PaKypcoB
9. |indie film makers have sought |9. |dparmenTsi, KOTOpbIE BBl
funding and interested eyes CMOXKETE UCIIOJIE30BaTh MO3KE
IpH PEAAKTHPOBAHHI
10. | the adverse affect is that quality |10. | 00ObexTHB, Yepe3 KOTOpPBIN
has significantly declined, but MBI MOYKEM CMOTPETh, 1aeT
that’s more a function of volume OIYIICHUE PCATTbHOCTH
11. | YouTube users also crowd 11. | TemIT 1 IPOU3BOAUTENEHOCTH
source what is popular with a
thumbs up
12. | without spending too much time | 12. | iMeTh BO3MOXHOCTh CHUIMATh
digging for it BCE MOAPSIA
d)
1. | market has not been fully tapped | 1. |mosyuurs noctyn k 6omee
paHHUM BepcHsM PuiIbMa,
a TaKoKe K XPaHWITUILY
KaJIpOB, HCIIOJIB3YEMBIX IS
©)KEeJTHEBHBIX BBIITYCKOB H
MAaCCOBKH
2. |alongside the theatrical release, |2. |co BpemMeHeM KpOIIUTCS U

but the idea was scrapped

MOBPEIKAACTCS, K TOMY KE
OHa IIpeBBBI‘IaI‘/‘IHO JICTKO
BOCINIaMCHACTCA
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3. |theaters threatened not to show |3. |Takke Jierko co3maBaTh
the film in protest pe3epBHBIE KOIMU U
BOCCTaHABIIBATh
4. |butit’s the very reason we still |4. |xoporas umes I oIy ICHHSI
have re-mastered copies of Ben KJIACCHUKH
Hurr
5. |crumble and damage over time, |5. |mpaKTHYHOCTH MH(POBBIX
and it’s extremely flammable TEXHOJIOTHH B 3HAYUTEIHHOMN
too CTEIICHH M0JIOKHUJIA KOHEI]
CIIOpaM O COOTHOUICHHH
(utbMa U IUpPOBBIX
TEXHOJIOTUI
6. |to outlive its usefulness 6. |m3-3a II0XO0H pe3epBHOM
KOITUH
7. |are also easy to backup and 7. | BBITyCKATh TAKOE KOJHMYECTBO
restore (pMIIBMOB, KaK OH 3TO JeJaeT
8. |thanks to a bad backup 8. | BBIATH N3 0OMXOdA
9. |access to earlier versions of a 9. | pBIHOK elle He TOJHOCTHIO
film, as well as a source to store OCBOCH
shots used for dailies and extras
10. |to produce the volume of films | 10. | HO IMEHHO 110 3TOI MPUUUHE
that it does y Hac JI0 CUX HOp eCcTh
nepeesiaHable Konun «bexa
Kypa»
11. |a nice thought for that vintage 11. | kuHOTEATPHI IPUTPO3ILITH HE
feel MTOKa3bIBaTh (PHIIBM B 3HAK
IpoTecTa
12. | the practicalities of digital 12. | 0THOBPEMEHHO C TeaTpalbHBIM

have largely put the film versus
digital debate to rest

peiIn30M, HO OT UACH
OTKa3aJIuCh

. Complete the sentences using information in the right column

a)

1. |technology’s greatest impactis |1. |dwarf the authenticity that the
perhaps felt in new cameras that film maker is going for
allow cinematographers

2. |technology also drives entire 2. |then there is the costly process
segments of film now, enabling of editing the film

3. |film is the preferred medium of |3. |keeping the entire project

old school film makers, but

under or close to budget
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4. |film carries several 4. |digital trumps the usage of film
disadvantages, that

5. |aside from the expense, 5. |had to blend seamlessly with

what was being shot

6. |that means a day of shooting 6. |movies that were not possible
must have footage the crew can before
use, or

7. |the costs of film don’t end 7. |used to be synonymous with

film making

8. |cinematographers who use film |8. |editors no longer go through
must develop it, and

9. |going digital largely means 9. |to shoot in a higher definition,
foregoing the large canisters of letting viewers take in more of
film that the amazing work in set design

10. | it also means production 10. | else every resource consumed
companies complete their shoot that day was a waste
schedules with less waste,

11. | post production is another area | 11. |the day of shooting either
where

12. | adding visual effects to film was |12. |film is impossible to reuse
often a precise art, where the
effect

13. | this was a painstaking process | 13. |it’s usually too costly for a
that studio to authorize

b)

1. |digital effects are created and 1. |blend seamlessly with the
added to the shot within movie

2. |this software also allows editors |2. |[having to waste time on retakes
to work on entire sections of a
film, easily

3. |that includes audio, which now |3. |the end resultis a more
has a high definition digital file intimate shot
that

4. |the end result is a piece of film 4. |we are allowed to look through
that looks cleaner, with effects that feels authentic

5. |shooting in digital is much 5. |pace and performance
easier because

6. |multiple cameras can run on the |6. |the same scene to get the right

same shot, so you always get the
angle you want without

angle
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7. |adirector’s bread and butter is |7. |piecing scenes together after
the post production effects are
added in

8. |coupled with the new steady 8. |the same program or family of

cam equipment that film has programs
taken a liking to,

9. |the audience feels present in the |9. |you can do more in less time

moment because the lens

10. | film makers also spend less time | 10. | ensures the audience will hear

re-shooting every word and action that they
see

<)

1. |the process of distributing film |1. |taking up too much space

in digital has not quite hit the
apex of what it is capable of, but

2. |distribution through YouTube |2. |to backup and restore

has been
3. |studios have released big- 3. |to produce the volume of films
budget trailers, while indie film that it does
makers have sought funding and
interested eyes

4. |of course, the adverse affectis |4. |lower than the costs to store
that quality has significantly and re-master film
declined, but

5. | YouTube users also crowd 5. | the most common form of

source what is popular with a marketing for quite some time
thumbs up, helping others to
find new and

6. |there is much debate as to the 6. |the indie film maker especially

future of film consumption, but stands to gain

7. |although digital promises 7. | posting content through

an exciting new world of various YouTube channels
distribution,

8. |film will crumble and damage |8. |interesting content without

over time, and spending too much time
digging for it

9. |digital films can be stored on 9. |the practicalities of digital

company servers, without have largely put the film versus
digital debate to rest

10. | the costs to maintain this 10. | that’s more a function of

infrastructure are also

volume
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11. | digital archives are also easy 11. | companies seem willing to
distribute films online
12. | without technology, it would 12. |it’s extremely flammable too
be nearly impossible for
Hollywood
13. | film might be a nice thought for |13. |the business of film has yet to
that vintage feel, but catch up with this idea

7. Read the questions and choose the correct answers.

1. What is one advantage of shooting in digital format compared to
using film in cinematography?

a) Limited availability of shooting multiple angles

b) Difficulty in creating visual effects that blend seamlessly with the movie

¢) Inability to use CGI effects

d) The ability to reuse the footage and reduce waste

2. How does the use of digital technology impact the distribution of
films, especially for indie filmmakers?

a) It has provided a platform for marketing through big-budget trailers

b) Filmmakers have lost control over their content

¢) It has led to a decrease in the quality of content distributed

d) It has allowed for distribution through platforms like YouTube,
facilitating wider reach

3. In terms of preservation, why are digital films considered more
advantageous compared to traditional film?

a) Digital archives are easy to backup and restore, reducing the risk of
loss

b) Storing and re-mastering traditional film is cheaper than maintaining
digital archives

c) Digital films are more prone to damage over time

d) Traditional film is stored on company servers, reducing space usage

4. How has technology impacted the process of post-production in
filmmaking?

a) Editing software does not support the addition of audio files

b) Editing software allows for easy piecing together of scenes after adding
effects

c¢) Post-production effects are added to the shot using separate programs

d) Editors no longer need to ensure that effects blend seamlessly with the
movie, as they are now irrelevant

5. What benefit does shooting in digital format provide in terms of
cinematography?

a) Increased costs due to the use of digital equipment

b) Capability to shoot multiple angles more economically and efficiently
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c) Inability to shoot multiple takes with different angles

d) Limited camera angles which restrict creative choices

6. How does digital technology impact the final product of a film in
terms of its appearance to the audience?

a) It makes it easier for the audience to identify when CGI effects are used

b) It generally results in a cleaner appearance with seamlessly blended
effects

c) It makes the film look less authentic and unprofessional

d) Effects added in post-production do not blend seamlessly with the movie

7. What role does digital distribution play in the future of film
consumption according to the provided text?

a) Distribution through YouTube has declined in popularity

b) It has been fully tapped and utilized by major production companies

c¢) Consumers have shown reluctance in accepting digital distribution

d) It remains a debated topic with companies showing willingness to
distribute films online

8. How does the process of shooting in digital format impact the
efficiency of filmmaking, particularly in regards to retakes?

a) Digital shooting complicates the process of getting the right angles

b) It imposes restrictions on the number of cameras that can be used
simultaneously

c) It restricts shooting rehearsals with the actors

d) It allows for shooting multiple takes and angles more efficiently

9. What technology-driven factor has largely settled the debate
between film and digital in the field of cinematography?

a) The availability of steady cam equipment

b) The high cost associated with using digital technology

c¢) The ease of shooting multiple angles with digital technology

d) The ability to shoot on film for a vintage feel

10. How has digital technology influenced the perception of authenticity
and intimacy in cinematography?

a) It has increased the time spent in re-shooting the same scene

b) It has made the audience more aware of the use of special effects

¢) has decreased the use of steady cam equipment in filmmaking

d) The audience is able to feel more present in the moment due to the
authentic lens

8. Give the summary of the text.
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ADVANCED TECHNOLOGY
UNIT 11

. Practice the pronunciation of the new words and memorize them.
. alternatively [0:1't3:natrvl] kpome Toro, ¢ 1pyroi CTOPOHBI

. battleship [ 'baetl[ip] BoeHHBIIT KOpabb, OpOHESHOCET]

. collaboration [koleebo 're1fn] corpynanyecTBo, coBmecTHas pabora

. customizable [ 'kastomaizobl] HacTpanBaeMsbIii

. disruptive [d1s'rAptIv] pa3pyIIHUTeNbHBINA, TPOPHIBHOM (311.)

. dive in — morpy3urhcsi, pazoopaTbes

. enable [1'nerbl] BK/IFOUATH, TO3BOJISTH

. exponentially [ekspa(v) nenfali] B reoMeTprUeCKO IPOTPECCUU

. facet [ 'feesit] rpanb, cTOpoOHa, aceKT

10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.

forego [fo:'gou] oTka3aThes, MPEAIECTBOBATD (311.)
guesswork out — CTPOUTH JOTaIK1, HAyTaz

hardcore [ ha:dko:] y>xacHblii, 3aKopeHembIit

incorporate [1n’ko:p(o)reit] oObeAMHATH

interconnection [mntoko 'nekn] coeauHeHne, B3aNMOCBS3b, TIEPECECUCHIE
intertwined [1nto'twaind] mepernieTeHHBIi, TECHO CBSI3aH
introduction [mtra'dak(n] BBeieHUE, BCTYIUICHUE, TTOSABIICHHE
keep an eye — npucmarpuBath, 0OpaTUTh BHUMAaHUE
leveraged ['li:vorids] ¢ npuBieueHreM, UCTIONB3YETCS

match [matf] moaxoauTh, COOTBETCTBOBATH

performer [pa’'fo:mo] akrep, apTUCT, HCITOJHUTEb

. proof [pru:f] moaTBepkaACHUE, TOKA3aTEIBCTBO
22.
23.
24,
25.
26.
27.
28.
29.
30.
31.
32.

propel [pra'pel] moarankuBaTh, NIPUBOANTH B JIBUKECHHE
pursue [pa'sju:] mpeciieoBaTh, NPOI0JIKATh, TPUAEPIKUBATHCS
quietly [ 'kwaratlr] Tx0, cMUpHO

rigidity [r1 dzidit1] TBepmOCTB, INIOTHOCTB, )KECTKOCTh
schematic [sk1'meetik] cxemaTnaeckuit

sequential [s1'kwen[sl] ogepenHOA, TOCIEOBATENEHBIN

track — oTcnexuBaTh

enlist [In'list] 3armmcaThbes, 3a4UCIIATE, HCITOTB30BATh (311.)
inclusion [ 'klu:3on] npucoeanHenue, BKIIOYCHUE

popup [pop Ap] BBICKAKHBATh, MOSIBIISTHCS

wide-ranging [ward 'remd3im] mupokuii, OOMHMpPHBIA, pa3HOOOPa3HBIN

2. Practice the pronunciation of the following word-combinations and
memorize them:

1. begin its journey to reality — HayaTh BOIUIOIIATHCS B PEAIbHOCTD

2. as a simultaneous means of saving time — SBJISSICH OHOBPEMEHHO
CpPEICTBOM SKOHOMUH BPEMEHH
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3. conjuring fully immersive — 3exT nmosHoro norpyxeHus

4. live-action production — CbeMKH B peaIbHOM BPEMEHH

5. on their own clock and without incurring unnecessary expenses — Io
CBOEMY YCMOTPEHHIO M OC3JIUIIHUX 3aTpar.

6. open-ended software solutions — mporpaMMHBIEC PEIIICHHUS C OTKPBITHIM
UCXO/HBIM KOJIOM

7. emerging set of practices — pa3BUBaIOIINIACI HAOOP MPAKTUK

8. to be made near-instantaneously — q0IKHO OBITE CIIETAHO MTPAKTUICCKH
MTHOBEHHO

9. without the tediously long render times — ©0e3 yTOMHTEIBHO
JUINTEJIBHOTO BPEMEHH PEH/ICpPUHTa

10. cramp workflow — orpanuuuTs pabouuii mporecc

11. still fresh out of the creative oven — TOABLKO-TOJILKO BBIIIIA U3 MOIBI

12. that goes for filmmaking — 3T0 KacaeTcst 1 KHHOITPOM3BOACTBA

13. inliteral real time — OyKkBaibHO B peKMME pPEalbHOIO BpEMEHN

14. directly connects the production context — HampsSMYH CBSI3BIBAIOT
NPOU3BOICTBEHHBIN KOHTEKCT

15. home-brewed hobbyists — mro0uTENH JOMAIIHETO IPUTOTOBICHHS

16. the palm of anyone’s hand — nr000if mosp30BaTENH

17. except on digital steroids — 3a HCKIIOUYEHHEM HCIIOIb30BAHU
U(PPOBBIX TEXHOJIOTHIT

18. without any of the major drawbacks — 0e3 KaKuX-I100 CEPHE3HBIX
HEJIOCTAaTKOB

19. push the once-simple device beyond its pre-conceived limitations —
BBIBOJIUTH HEKOTJa MPOCTOE YCTPOMCTBO 3a paMKH €ro H3HaYalbHO
3aJI0)KEHHBIX OTPaHUYCHHH.

20. refers to the usage of massive LED walls — mnonpa3ymeBaer
UCIIOJIb30BaHUE MACCHBHBIX CBETOIMOIHBIX CTCH

21. the typical tedium of on boarding, paying, and insuring cast and
Crew — THITUYHAs CKyKa, CBS3aHHAs ¢ MOJ00OPOM, OIUIATOM U CTPaXOBaHUEM
aKTEPOB ¥ CbEMOYHOMU T'PYIIIIBI

22. foreseeable horizon [fo:'si:obl] 0003puMBIii TOPHU30HT

3. Read and translate the text.
Text I
New Film Technology Disrupting Entertainment Technology

How has technology changed the film industry? From the earliest days
of sequential photography to the introductions of sound and color to the
birth of CGI, the intersection of tech and film innovations has propelled the
moving picture from non-existent to existing everywhere all the time in less
than 200 years.

We’ll take you on a quick tour of the future of filmmaking technology.
We’ll point out some new film technology to keep an eye on and explore
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how the latest cinema technology could change the face of filmmaking, as we
break down 7 new film technologies disrupting the entertainment industry.

Let’s dive in.

1. Algorithmic Video Editing

While most new technology in the film industry is disruptive by nature,
the future of post-production is yet intimately linked to its past. Like many
advances in film editing technology before it, algorithmic editing represents a
marriage between modern science and historical principles.

At its core, algorithmic editing simply refers to the process of editing
according to a set of well-defined rules. It’s like cutting your movie with
math, not entirely unlike the practice famously pursued by Sergei Eisenstein-
hardcore formalist and certified O.G. of Soviet montage- all the way back in
1925. Though most movies forego the formal rigidity of Battleship Potemkin,
you would be hard-pressed to find a modern film that doesn’t incorporate at
least a few of its schematic editing principles.

In other words, elements of algorithmic editing are already standard in
post-production.

Due to the increasingly digital nature of new film technology, computer
programming languages are increasingly integrated into the future of
filmmaking technology itself. If computer programs are essentially complex
sets of simple instructions, their applications in the world of editing are
practically endless.

Algorithmic video editing can be used to automatically cut footage to
match a particular style. It can be used to organize the mountain of materials
shot during documentary production by visual identifiers, like faces or
landscapes. In some cases, it can even be used to change the dialogue spoken
by a performer after it’s been recorded.

While the future of post-production won’t likely fall to the robots anytime
soon, the applications for algorithmic film technology in entertainment
industry circles are becoming more and more practical. Algorithmic video
editing is yet another tool that tech-savvy editors can use to optimize their
post-production workflow.

2. 3D Printing

The adaptation of 3D printing for movies is proof that new technology in
the film industry rarely starts in the film industry.

Once a dream of science fiction, 3D printing began its journey to reality
back in the 80’s as a potential manufacturing and prototyping solution.
Today, we use this technology to print everything from action figures to
organ tissues.

As a new technology in the film industry, 3D printing is being leveraged
to push the limits of pop building, costume design and more. This new tech’s
unique strengths enable artists to design three-dimensional objects with an
intense level of detail that would require countless hours of human labor to
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be replicated by hand'. What’s more, 3D printing allows these objects to be
altered and iterated with relatively little effort.

By bridging the gap between digital imagination and physical reality, 3D
printing joins cinema history’s most critical film innovations as a simultaneous
means of saving time, reducing costs, and increasing creative freedom.

3D printing is a simple but critical tool in the emerging future of filmmaking
technology.

3. 3D Previsualization

If 3D printing is a means of transforming digital ideas into tangible
realities, the new film technology of 3D previsualization is the exact opposite.

3D previs (or pre-viz) revolutionizes the pre-production process by
conjuring fully immersive, digital replicas of the physical sets or locations to
be used on a live-action production long before actual cameras begin to roll.

The digital playgrounds of 3D pre-viz gift filmmakers the time and space to
explore and experiment on their own clock and without incurring unnecessary
expenses. Through the film technology of 3D previsualization, directors can
better refine visual designs, production designers can increase construction
precision, directors of photography can take the guesswork out of technical
solutions, and producers can optimize the logistical flow of entire productions.

As it works its way into the mainstream, its open-ended software solutions
are bound to carve out increasingly creative and efficient uses in the future of
filmmaking technology.

4. Real-Time Rendering

Real-time rendering is a critical example of the new film technology
associated with virtual production, an emerging set of practices through which
filmmakers combine virtual and physical elements into one seamless whole.
Real-time rendering is a powerhouse technical solution that allows changes to
a digital environment to be made near-instantaneously, without the tediously
long render times that once cramped the cinema CGI workflow.

Real-time rendering opens the door on an endless parade of film innovations
that could exponentially increase a crew’s capacities for collaboration and
experimentation. By being able to both see and alter the interactions between
physical and digital components in literal real time, filmmakers can work
faster with more precision and more options than ever before.

While real-time rendering is intertwined with the most exciting examples
of the latest cinema technology, this new film technology was birthed by the
technical necessities of the video gaming industry.

! VHuKalbHbIE BO3MOXHOCTH STON HOBOM TEXHOJIOIMH TO3BOJSIOT XYI0KHUKAM
C03/1aBaTh TPEXMEPHBIE 00BEKTHI C BHICOKUM YPOBHEM JICTAIN3AIMH, [IVISI BOCITPOU3BEICHUS
KOTOPBIX BPYYHYIO HOTPeOOBaIOCh OBl OECUNCIICHHOE KOJIMYECTBO YaCOB YEIIOBEYECKOTO

TpYy/a.
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From traditional animation to green screen to hybrid filmmaking forms
that are just now emerging, real-time rendering is changing the conversation
for the ‘tech in entertainment’ circles everywhere.

5. The Internet of Things

The term “Internet of Things” (IoT) is used broadly to refer to the
interconnection of various physical objects through sensors and software over
a communication network. From smartphones to semi-intelligent doorbells, the
Internet of Things weaves its way through most facets of our digitally-enabled
lives.

And that goes for filmmaking too.

Wireless connectivity has been quietly revolutionizing the average film
set for many years. Mobile video villages, focus rigs, and even camera control
systems are now the norm in all but the lowest-budgeted of productions.
However, these tools and many more have only recently become smart.

While IoT solutions are not exactly considered “new” tech in the film
industry, their potential applications are becoming increasingly wide-ranging
and complex.

Alternatively, IoT solutions can help efficiently track the movement of
equipment.

Some studies even suggest that the Internet of Things could collect rich
metadata that directly connects the production context to its final product to
“deliver compelling new consumption experiences which are personalized,
location-aware, interactive, and multi-screen’?.:

6. Volume Technology

The Volume might be the most exciting new technology in the film
industry today. This latest cinema technology is still fresh out of the creative
oven, having been featured primarily in high-budget, high-profile projects like
The Mandalorian and The Batman.

Volume technology refers to the usage of massive LED walls to display
pre-recorded images in the background of a shot while live-action elements
are filmed in the foreground — a process designed to achieve a seamless, in-
camera composition of physical and digital components. It works on the same
basic principle as the old-school film technology that is rear projection, except
on digital steroids and without any of the major drawbacks.

With the aid of real-time rendering, the Internet of Things, virtual production
tools, and the latest advances in camera technology, the Volume’s LED wall

2 B HEKOTOPBIX MCCICIOBAHUSX JAXKe MPEAMonaraeTcs, 9to VHTepHeT Bemeil MoKeT
coOuparth OOIIMpPHBIE METAaIaHHbIC, KOTOPbIE HANPSIMYIO CBS3BIBAIOT IPOM3BOICTBEHHbIN
KOHTEKCT C KOHEYHBIM HPOJYKTOM, YTOOBI “00ECHEeYMTh HOBBIH 3aXBaThIBAIOIINIT
OIBIT TOTPEOJCHHs, KOTOPBIA SIBISETCS MEPCOHATN3UPOBAHHBIM, YUUTHIBAIOIIHM
MECTOIOJI0KEHHE, UHTEPAKTUBHBIM U MHOT'O3KPAHHBIM .
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technology offers an easily customizable and highly immersive digital filmmaking
solution, speeding up production times and amplifying the reality of VFX.

7. The Camera

The camera may literally be the oldest technology in movie history, but
it’s also the most dynamic. Advances in camera technology are constantly
pushing the once-simple device beyond its pre-conceived limitations.

Just consider this: like computers, cameras were once the size of a room,
immobile and ultra-limited. Now, entire movies are filmed on iPhones, and
cameras placed on flying robots are so common that you may need to buy
drone insurance.

As a reminder, that’s the film industry of today, not tomorrow.

Designers, manufacturers, and home-brewed hobbyists alike are at this
very second dabbling in the alchemy of photo science to achieve new and
surprising results.

Cameras are combining features and capabilities in ways that many would
have once thought impossible, placing the power of a Steadicam in the palm
of anyone’s hand and enlisting Al to intricately pull focus.

And this is still the beginning. Revolutions in machine vision lenses and
extreme micro-cameras are but a few examples of new film technology on the
foreseeable horizon.

The inclusion of the camera on this list demonstrates an oddly compelling
truth:

Sometimes old technology in the film industry turns out to be the best new
technology in the film industry.

Wrapping Up

The future of technology in the film industry is today brighter and
more expansive than ever before. This list contains only a few examples
of the technological innovations popping up in every corner of the visual
entertainment industry.

Let us not forget advancements made behind the camera. Innovation
doesn’t start and end with virtual production and the latest camera tech, ---the
processes by which productions function have needed an update for decades.
The typical tedium of onboarding, paying, and insuring cast and crew also
deserve an upgrade.

4. Give answers to the following questions on the basis of the text.

1. How has technology changed the film industry over the past 200 years?

2. What is algorithmic video editing and how is it changing the post-
production process in filmmaking?

3. How is computer programming language being integrated into the

future of filmmaking technology?

4. What role does 3D printing play in the film industry and how is it being
used to push the limits of production design?
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5. What is 3D revisualization and how does it revolutionize the pre-
production process in filmmaking?

6. How does real-time rendering impact virtual production in the film
industry?

7. What are some examples of how real-time rendering allows filmmakers
to work faster and with more precision?

8. How has the integration of real-time rendering in filmmaking been
influenced by the video gaming industry?

9. What are some potential future uses of 3D previsualization in the film
industry?

10. How do advancements in technology, such as algorithmic editing and
3D printing, contribute to the creative freedom and efficiency of filmmakers
in the industry?

11. What is the Internet of Things (IoT) and how is it being used in the
film industry?

12. How has wireless connectivity revolutionized film sets in recent years?

13. What are some examples of IoT solutions being used in the film
industry?

14. What are the potential benefits of using IoT solutions in filmmaking,
according to some studies?

15. What is Volume technology and how is it being utilized in the film
industry?

16. How does Volume technology differ from traditional rear projection
methods?

17. How does the Volume technology utilize real-time rendering, Internet
of Things, and virtual production tools?

18. How has camera technology evolved over the years in the film
industry?

19. What are some examples of new and upcoming advancements in
camera technology in the film industry?

5. Match the equivalents to the word combinations given in the left
column

a)

1. | quick tour of the future 1. |BU3yaJbHBIC IPU3HAKH

2. |face of filmmaking 2. | oOpe3ka OTCHATOTO MaTepHaia

3. | disrupt the entertainment 3. |mpexacraBisieT cOOOM coueTaHue

industry

4. |intimately linked 4. | TEXHUYECKH ITOIKOBAHHBIE
PEIAKTOPEI

S. |represents a marriage 5. |MoHTHpOBaTH HHUIBEM C
TIOMOIIIBIO MaTEMaTHKH
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6. |atits core 6. |Bam ObLIO OBI TPYTHO

7. | set of well-defined rules 7. | OrpOMHOE KOJIMYECTBO
MaTepuaIoB

8. |cutmoviewithmath 8. |paspylaTs HHIYCTPHIO
Ppa3BIICUCHHIA.

9. | you would be hard-pressed 9. |mo cBoeii cyTH

10. | cut footage 10. | 001K KHHOIPOU3BOJICTBA

11. | the mountain of materials 11. | TeCHO CBsI3aHHBIN

12. | visual identifiers 12. | kpaTkuit SKcKypc B Oyaymiee

13. | tech-savvy editors 13. | HaboOp YeTKO OIpeeIeHHbIX
TIpaBuI

b)

1. |organ tissues 1. |ocs3aemas peasbHOCTD

2. |push the limits 2. | BaXHEHIIUI ipuMep

3. |new tech’s unique strengths 3. |coxparuth pazpbiB

4. |intense level of detail 4. | mu3aifHep-ITOCTAHOBIINK

5. | bridge the gap S. | mosHAst MPOTHUBOIOIOKHOCTh

6. |increase creative freedom 6. | yHUKaJIbHbIE BO3MOXXHOCTH
HOBOH TEXHOJIOTHU

7. |critical tool 7. | onepaTop-rocTaHOBIIHK

8. |tangible realities 8. |TKaHUM opraHOB

9. |exact opposite 9. |pacumpurb cBOOOIY
TBOpPYECTBA

10. | production designer 10. | mo Mepe pOIBIDKCHNUS

11. | director of photography 11. | BRKHBII HHCTPYMEHT

12. | as it works its way 12. | BEICOKHH YPOBEHbD JeTATH3AINN

13. | critical example 13. | Mcrionb30BaTh AJIsl PACHINPEHHS
BO3MOXKHOCTEH

©)

1. |alter the interactions 1. |ycuiaMBaTh pealMCTUYHOCTh

2. |exciting examples 2. |3amHMH ID1aH Kaapa

3. |Mobile video villages 3. |yauBuTENBHAS MCTHHA

4. |focus rigs 4. |uenpHasi KOMIIO3HIIMS KAMEpbI

S. |lowest-budgeted 5. |obparHas npoexims

6. |final product 6. |mensie pUITEMBI

7. |in-camera composition 7. |ycraHoBku 1uist pOKYCHPOBKH

8. |background of a shot 8. |Tounas okycupoBka

9. |rear projection 9. |KOHEYHBI! NPOJYKT

10. | amplify the reality 10. | I3BMEHSTH B3aNMOJICHICTBHE
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11. | entire movies 11. | cample OrOJKETHBIC
12. | intricately pull focus 12. | 3axBaThIBAIOIINE IPUMEPHI
13. | oddly compelling truth 13. | MOOMITBHBIC BUICOCTYAUU

6. Read the questions and choose the correct answers.

1. In algorithmic video editing, what does “editing according to a set
of well-defined rules” refer to?

a) Editing based on luck

b)Editing based on subjective decisions

c) Editing based on a fixed criteria

d) Editing based on random choices

e) Editing based on feelings

2. How is algorithmic video editing similar to the editing practices of
Sergei Eisenstein in the film “Battleship Potemkin”?

a) Both use CGI effects

b) Both focus on informal editing

¢) Both incorporate schematic editing principles

d) Both prioritize visual effects

e) Both rely solely on human decisions

3. What is one practical application of algorithmic video editing
mentioned in the passage?

a) Digitally enhancing actors’ performances

b) Changing the script of a movie

¢) Adding special effects

d) Generating sound effects

¢) Automatically cutting footage to match a style

4. 3D printing in the film industry is primarily used for:

a) Enhancing audio quality

b) Editing dialogue

c) Creating realistic costumes

d) Improving lighting effects

e) Special effects makeup

5. How does 3D printing contribute to efficiency in filmmaking?

a) It slows down the design process

b) It allows for quick alteration and iteration of objects

¢) It requires extensive human labor for product replication

d) It limits creativity in costume design

e) It increases production costs

6. What does 3D previsualization revolutionize in the filmmaking
process?

a) Sound editing

b) Distribution strategy
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¢) Special effects creation

d) Post-production editing

e) Pre-production design

7. How does real-time rendering benefit filmmakers in their production
process?

a) It enables near-instantaneous changes to a digital environment

b) It limits collaboration between crew members

¢) It decreases creative freedom

d) It disrupts the workflow

e) It requires longer render times

8. The Volume technology in filmmaking primarily involves the usage of:

a) Green screens

b) Physical backdrops

c¢) Computer-generated imagery

d) Massive LED walls

e) Traditional film projection methods

9. What major advantage does the Volume technology offer
filmmakers?

a) Limited customization

b) Highly immersive digital filming solution

¢) Reduced production times

d) Slow rendering process

e) Lower creative freedom

10. What role does the camera play in the advancement of technology
in the film industry?

a) Outdated and irrelevant

b) Evolving beyond pre-conceived limitations

c¢) Constrained by fixed capabilities

d) Limiting creative expression

e) Exclusively used by hobbyists

7. Give the summary of the text.

8. Read and give the adequate translation of the text.

Text II.

How Advanced Technology is Revolutionizing Filmmaking

Technology has been transforming various industries ranging from
healthcare, ecommerce, retail, media, education, and manufacturing to all
industry niches imaginable.

Similarly, technology has brought a paradigm shift in the film industry
as well. From the way the film is shot to post-production and editing to
distribution and marketing, the technology is providing a much-needed edge
to the film industry.
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Theuse oftechnology has improved the qualitative aspects of moviemaking,
as advanced technologies ensure engaging and crisp visuals, enhanced sound
effects, easier editing tools, and digital film distribution, which helps offer an
enriched movie experience to the viewers.

Viewers can watch movies on OTT platforms such as Amazon Prime,
Netflix, YouTube, and several others. The movie-making business is now
multifaceted, and technology has only simplified it and expanded the scope of
filmmaking, film watching, and other business activities.

Technology has transformed the fundamentals of Filmmaking

Film making is an exhausting process, that demands collaborated efforts of
too many skilled professionals, artists, and technicians.

It also involves huge development costs and other technical aspects
including IP (intellectual property) rights. With the evolution of digital
technology, we have seen transformational changes in almost every aspect of
filmmaking.

Film Shooting

Digital cameras have changed the filmmaking process. With the help of
large format sensor cameras and lenses, we can easily shoot movies with a
high frame rate in extra sharp 4K, 8K, or HD format.

Photographers can experiment using multiple angle cameras and a variety
of controls to obtain the required colour scheme, light scheme, saturation, etc.
A digital camera also allows photographers to shoot in real-time and rectify
any mistakes immediately.

Production Cost

Technology has indeed helped filmmakers to reduce the overall cost of
filmmaking. Filmmakers can shoot, edit, preserve and store the digital copies of
their movies, which costs quite less if we compare with the raw material films.

The use of digital cameras and other technologies helps produce a movie
in lesser time than conventional film cameras. The digital format also enables
filmmakers to complete their schedules in less time with almost negligible
waste, thus keeping the project cost under control.

Editing

Editing comes in the post-production stage, where Digital technology
helps the editors to work on multiple sections and piece them together to make
a clean movie.

We have numerous film-editing software, where editors can easily
combine the film clips, sound clips, special effects, CGI, and various other
treatments to the raw file.

With the use of digital technology, the editor can make an unlimited
number of errors and fix them to fetch a much cleaner output.

Preservation

The preservation of conventional films used to be very cumbersome and
expensive, along with many logistical challenges.
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Digital movies have mitigated all such concerns as now we need a few
gigabytes of storage space instead of large physical storage of the film.

Digital copies of movies can be stored on servers at a fractional cost of
storing the physical films.

Film Distribution

Digital technology has enabled filmmakers to distribute their movies to a
larger audience with almost no additional cost.

Filmmakers can distribute their movies on OTT platforms to tap the
audiences beyond the traditional theatres and multiplexes.

The movie rights can be distributed to the consumers digitally, which
opens the exhilarating new world of film distribution.

Innovative Technologies taking Filmmaking to the next level

The film making has been revolutionized with the usage of state-of-the-
art technologies. We can see how advanced gadgets, innovative audiovisual
techniques, hardware, and applications have been used to deliver enthralling
visuals with ease.

3D and 4K-8K Technology

3D effects coupled with 4K technology have transformed the experience
of sci-fi movies and action dramas.

Filmmakers can use Lucid camera, VR technology, and high-definition
formats to shoot 3Dimensional videos with 4k or 8K resolution.

This technology helps filmmakers to shoot underwater scenes, multiple
angles, and high-octane action scenes to deliver an immersive experience to
the viewers.

Drones

Gone are the days when low-flying aircraft or helicopters were used to
shoot panoramic or bird’s eye-view scenes. However, those shots used to
come at a high cost along with stabilization issues.

The drones came as a very useful and handy technology, that enable the
filmmakers to obtain such shots with fewer complications and at a very less cost.

Drones could be used to shoot high-fidelity action scenes with finesse,
and that’s why drones have become the preferred alternative to aircraft and
helicopters.

Multi-Dimensional Movie Technology

You may remember how we used to watch 3D movies in the early 90s
using paper-made 3D glasses.

Since then, we have seen an incremental change in multi-dimensional
movie technology. We have reached a stage where the 3D viewing experience
is viable without any external gadget or spectacle.

Now we have moved to 7D or 8D movies, where viewers can experience
computer-controlled swing, shake, fall, rise, spray water, air, and other special
effects. Multi-dimensional technologies let the audience enjoy the visual,
auditory, dynamic, and tactile aspects of the movie.
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Dual Camera Virtual Reality

Dual Camera VR is an innovative film shooting technology, that brings the
real world into the VR realm.

In this technology, one camera shoots the movie characters, while another
one can shoot the surroundings and environment. When we integrate both
visuals with Virtual Reality, it gives an immersive 360-degree viewing
experience to the viewer.

Al aided smart screenplay writing

Well, we have discussed the role of technology in filmmaking which offers
a brilliant audiovisual experience to the viewers.

But, do you know that technology could be used to write screenplays
and dialogues as well? We do have a couple of Al software that can write
screenplays, dialogues, or even songs for you. A New York-based research
institution has developed an Al-powered robot called Benjamin, which has
been trained with thousands of songs, and it can write a full-fledged song
without any external assistance.

The days are not far when Al robots or software will be able to write
movie scripts and screenplays as well.

Conclusion

It is captivating to see how technology is influencing the filmmaking
industry. Right from the film shooting to the projection onto the silver screen,
it is the technology that is driving the user experience.

There is no doubt that technology will keep transforming the filmmaking
and viewer experience more than ever before.

The use of advanced visualization techniques, innovative gadgets,
filmmaking software, and other tools will help filmmakers to keep
experimenting with this art and offer an enthralling and immersive experience
to moviegoers.

9. Give the general idea of the text in English
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HISTORY OF 3D CINEMA
UNIT 111

. Practice the pronunciation of the new words and memorize them.
. abandon [2'baendon] ocTaBIATh, TOKUAATH, OTKA3ATHCS

. analogue [ '@nolpg] anamor

. assume [9'sju:m] moapa3symMeBaTh, MPEANONaraTb

. binocular [b1'nokjulo] GuHOKyISpHBIN

. bulky ["balki] kpynHbBIii, HEYKIFOKHUIA, TPOMO3IKOTO

. dimension [d1'men/n] acriexT, XapakTep, U3MepeHUE

. era [ '1oro] smoxa, 3pa

. film [film] ¢umbM KHHONICHTA, TIICHKA

. intermission [mta'mifn] naysa, nepepsIB

10. leisure [ 'le3o] oTapIx, JOCYT

11. oriental [o:11 entol] BOCTOKOBETHBIM, BOCTOYHBIH

12. parallax [ 'paeralaeks] cmemenne, mapasmiakce

13. patent [ 'pertont] u3o0pereHme, TaTeHT

14. perceive [po'si:v] 0CO3HATh, BOCTIPHHUMATH

15. release [r1'li:s] 0cBOOOKIaTh, BBITyCKATH

16. screening [ 'skri:niy] oOcnenoBanue; mokas

17. shooting [ fu:tiy] cTpensda, chemMka

18. simultaneous [sim(o)l'tenios] mapauleibHBIA, COBMECTHBIH,
OJIHOBPEMEHHBII

19. stereophotography ['stiariau fa'tpgrafi] crepeodororpadus

20. synchronize ['smkranaiz] cBepsiTb, CHHXPOHH3UPOBATH

21. transfer [ 'traensf3:] mepenaBaTh, IEpeHOCUTH

2.

Practice the pronunciation of the following word- combinations and

memorize them:

1.
. full-length stereo film — nonHoMeTpaxkHbIi cTepeodnTbM

. obligatory attribute — o0s3aTenbHbII aTpUOYT

. prescribe in the script — npomnucats B cueHapun

. significant plot twist — Ba)XHBII ITOBOPOT CIOKETA.

. three-dimensional transparencies — TpeXMepHBIE JHATO3UTHBEI
. visual cortex — 3puTenpHas Kopa

. voiced in stereo — 03By4EHHBIH B CTEPEO3BYKE

0N LW

[

dual projector — qBOIHHOI MPOEKTOP

. Read and translate the text.

Text I

History of 3D Cinema

3D cinema is a kind of cinematographic systems that simulate the presence
of a third dimension, or cause the viewer to have the illusion of the depth
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of space. It is based on the phenomenon of human binocular vision and the
optical parallax effect.

The method involves simultaneous shooting using two synchronized film or
digital movie cameras with identical technical characteristics, the lenses of which
are located at a stereo base distance equal to or greater than the distance between
the eyes of an adult. Some technologies provide for the use of one special camera
with two lenses for shooting, shooting a stereo pair on one or two films.

When a film is shown using a special technology, each viewer’s eye sees
only the part of the stereo pair intended for it, as a result of which the visual
cortex of the brain perceives these images as one three-dimensional whole.

By the time cinema was invented, stereophotography was already
widespread in the world. Stereoscopes with a set of three-dimensional
transparencies were considered an obligatory attribute of every wealthy
family, and formed an integral part of leisure. The effect produced by three-
dimensional photographs was tried to be transferred to movies, starting with
a kinetoscope. The inventor of the first cinematographic technology, Edison,
planned to create an analogue of a photographic stereoscope in the very first
years of operation of the kinetoscope, but because of the competition with
cinematography that began soon, Lumiere brothers abandoned this idea.

The era of stereoscopic cinematography began, in fact, in the late 1890s,
when the British pioneer of cinematography, William Fries-Green, filed a patent
application for a method of producing a stereoscopic film. The description of
the process indicated that images from two films are projected onto the screen
next to each other; the viewer puts on a sterecoscope that combines the two
images into one. However, due to the fact that the method involved the use of
too bulky equipment, its use in theaters seemed impractical.

On June 10, 1915, Edwin Porter and William Waddell performed the
world’s first commercial screening of experimental films shot using the
anaglyphic method at the Astor Theater in New York. Among those shown
were filming with the participation of Marie Doro, scenes from the film “Jim
the Fox” with the participation of John Mason, shooting oriental dancers, as
well as filming Niagara Falls.

It is believed that the “golden age” of stereo cinema began in 1952, when
the first stereoscopic color film “Bwana Devil” was released. Like almost all
other full-length stereo films of the era, “Bwana Devil” was demonstrated
using a dual projector, and assumed the use of Polaroid filters. Each of the
projectors could hold films for no more than one hour of film, and therefore
there was a need for intermissions. These intermissions were often specially
prescribed in the script and fell on some significant plot twist.

In April 1953, Columbia Pictures released the stereo film “Man in the
Dark”, and Warner Bros. — “House of Wax”, the second of which became the
first film in history to be voiced in stereo. Thanks to “House of Wax”, actor
Vincent Price turned into a star of horror films, and at the same time — the
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“king of 3D”, since he also starred in several other stereoscopic films of the
same time.

Stereoscopic films in the first half of the 1960s appeared rarely; almost
all films shot during these years were shown in anaglyphic format. In 1961,
for example, Beaver-Champion/Warner Bros studios released the film
“The Mask”, most of which was shot in a standard 2D format; only those
scenes where the main character wore a cursed ritual mask turned out to be
stereoscopic. These scenes were printed on Technicolor film in a red-green
anaglyphic format.

In the 80s, IMAX began its triumphant march around the world;
documentaries were produced mainly in IMAX format, the first of which was
“Transitions”. The first feature film released in IMAX 3D was “Wings of
Courage”, a 45-minute film about the writer and pilot Antoine de Saint-Exupery.

In September 2003, Sabucat Productions organized the first “World 3-D
Exposition” festival in honor of the half-century anniversary of the first
“stereo fever”. The festival was held at Grauman’s Egyptian Theatre, and in
two weeks the audience was shown more than 30 stereoscopic films of the
“Golden Age”, most of which came from the collection of the historian of
cinema Robert Furmanek, which he collected for 15 years.

In 2003, the world saw the first full — length stereo film in IMAX format —
“Ghosts of the Abyss” by James Cameron. The film was shot using the digital
camera system Reality Camera System, developed jointly by Cameron and
cameraman Vince Pace. Subsequently, the same system was used for filming
such films as “Spy Kids 3D: Game Over” (2003), “Aliens of the Deep” (2005)
and “The Adventures of Sharkboy and Lavagirl in 3-D” (2005).

Stereo cinema can be called, with some limitations, a full-fledged way of
demonstrating three-dimensional images, and it is based only on binocular
vision. If you shift the angle and move in space, the viewer will not be able to
look behind the object or look at the latter from different sides.

4. Read the following questions:

1. What is 3D cinema and how does it simulate the presence of a third
dimension?

2. How is 3D cinema based on the phenomenon of human binocular vision
and the optical parallax effect?

3. What is the method involved in shooting for 3D cinema and what are the
technical requirements for the cameras used?

4. How did the era of sterecoscopic cinematography begin and who were
some of the pioneers in this field?

5. When and where was the world’s first commercial screening of
experimental films shot using the anaglyphic method performed?

6. What is considered the “golden age” of stereo cinema and what was the
significance of the film “Bwana Devil”?

33



7. What were some of the notable stereo films released in the 1950s by
Columbia Pictures and Warner Bros.?

8. How did the use of anaglyphic format impact the production of
stereoscopic films in the 1960s?

9. How did IMAX revolutionize the production and viewing of stereoscopic
films in the 1980s?

5. Give Russian equivalents of the following:

Pa3sHOBHUAHOCTh KMHEMATOrpa(uuecKux CHCTEM; IPUCYTCTBHE TPETHETO
M3MEPEHHMs; CO3JAI0T Yy 3pUTENs WUIIO3MI0 TIyOMHBI IPOCTPAHCTBA;
OJHOBPEMEHHYIO CHEMKY C HMCIOJB30BAHUEM JIBYX CHHXPOHU3HUPOBAHHBIX
TUICHOYHBIX WM LU(POBBIX KWHOKaMep; PacIiOiOKeHbl Ha CTepeo0a3oBOM
paccTOSIHUM, PAaBHOM WM NPEBBINIAIONIEM pPACCTOSHUE MEXIy Ijla3aMu
NpeyCMaTPUBAIOT UCIIONIb30BAHKE ISl ChEMKH OJJHOW CIEIHAILHON KaMephbl
C AByMS OOBEKTHBaMH; (UIBM JEMOHCTPHUPYETCS C HCIIOJIb30BAHHEM
CICIMAIBHON  TEXHOJIOTHH; BOCIPHHHMAET 3TH  HM300paKeHUsT  Kak
OJJHO TPEXMEpHOE IIeJI0e; M3-32 HauyaBIICHCS BCKOpE KOHKYPEHINH C
krHemaTorpadom; OblTa MIMPOKO pPacIpoCTpaHeHa B MHpPE; ¢ HaboOpoM
TPEXMEPHBIX [IHANO3UTUBOB CUUTAINCh OOS3aTEIBHBIM aTpUOYTOM KaskIon
COCTOSATEIBHOMN CEMBH; MBITAINCH EPEHECTH B KHHO, HAUMHAS C KWHETOCKOTIA;
co3math aHalor (OTOrpauueckoro CTEpPeocKona B CaMmble IMEpBBIC TOABI
AKCIUTyaTalMK KHHETOCKOIIA; II0/1aJ1 3asIBKY Ha [IATEHT Ha CIIOCO0 MPOM3BOJICTBA
CTEPEOCKOINYECKOT0 (hHITbMa; M300paskeHUst U3 ABYX (PUIIbMOB IIPOCLUPYIOTCS
Ha 9KpaH psIoM JPyr C JIPYroM; KOTOPBIH OOBEIUHSET JBa M300pakeHUs
B OJHO; METOJ MpEAIOoiaral HCIOJIb30BAHUE CIHUIIKOM TI'POMO3JIKOTO
00opyoBaHus; (UIBMOB, CHSTBIX C HCIOJB30BAHUEM aHATIH(PHUECKOTO
METOJla; CUMTAETCS, UYTO «30JO0TOM BEK» CTEPEOKMHO Havajcs B 1952 rony;
JIpyrue TOJHOMETPaXHbIE CTepPeo(MIbMBI TOW  BIIOXM;  IMPEAIIONarai
UCTIONB30BaHNe (PIIIBTPOB; MOT MTOKA3bIBaTh (PMIIBMBI MTPOIOIKUTEIEHOCTHIO
He OoJee OHOTO Haca; MOATOMY BO3HHKAJIa HEOOXOIMMOCTH B IEPEpHIBaX;
MEePEPhIBBl YacTO CHEHHUAIBHO MNPONHCHIBAINCH B CIEHAPUH ; BTOPOH M3
KOTOPBIX CTajl IMEPBBIM (DHUIBMOM B HCTOPHH, O3BYYEHHBIM B CTEPEO3BYKE;
MIOCKOJIBKY OH TaKKe CHSUICSI B HECKOJBKUX JPYTHX CTEPEOCKOMHYECKHX
(bI/IJ'II)MaX TOI'0 K€ BPEMCHH, (I)I/IJ'II)MBI, CHATBIC B OTU I'0JbI, ICMOHCTPUPOBAIUCH
B aHarmduyeckoM QopmaTe; CTEPEOCKONUYHBIMUA OKa3aJHCh TOJBKO Te
CIIEHBI, IJie TJaBHBIA Tepoil HajeBaJl MPOKJIATYIO PUTYaJbHYIO MacKy; B
ocHOBHOM B ¢opmare IMAX BBIITyCKanMCh TOKyMEHTaJIbHbIE (DUIIBMBI; MHP
YBHJIEI TIEPBBII MOJTHOMETPAXKHBIN CTEpeOPHIEM

6. Give English equivalents of the following:

simulate the presence of a third dimension; film is shown using a
special technology; each viewer’s eye sees only the part of the stereo pair
intended for it; based on the phenomenon of human binocular vision; was
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already widespread in the world; involves simultaneous shooting using
two synchronized film with a set of three-dimensional transparencies were
considered an obligatory attribute of every wealthy family; filed a patent
application for a method of producing a stereoscopic film; images from two
films are projected onto the screen next to each other; that combines the
two images into one; intermissions were often specially prescribed in the
script; the method involved the use of too bulky equipment; among those
shown were filming with the participation of Marie Doro; shooting oriental
dancers, as well as filming Niagara Falls; was demonstrated using a dual
projector; could hold films for no more than one hour of film, and therefore
there was a need for intermissions; became the first film in history to be
voiced in stereo; since he also starred in several other stereoscopic films
of the same time; films shot during these years were shown in anaglyphic
format; only those scenes where the main character wore a cursed ritual
mask turned out to be stereoscopic; documentaries were produced mainly
in IMAX format; jointly by Cameron and cameraman Vince Pace; a full-
fledged way of demonstrating three-dimensional images; shift the angle
and move in space; the viewer will not be able to look behind the object or
look at the latter from different sides.

7. Match the equivalents to the word combinations given in the left
column:

a)

1. |akind of cinematographic 1. |ria3 KaxmIoro 3puTes BUIUT
systems that simulate the TOJILKO Ty YacTh CTEPEONaphl,
presence of a third dimension KOTOpasi Ipe/iHa3Ha4YeHa JUIsl HEro

2. |or cause the viewer to have the |2. |cumTaercs, 9TO «30J0TOMH BEK»
illusion of the depth of space CTEPCOKHHO HAYAJICA B ....

3. |shooting using two 3. |u3-3a HauaBMIEHCS
synchronized film or digital BCKOPE KOHKYPEHLIUU C
movie cameras KrHeMaTorpa)oM 0TKa3aauch

OT 3TOH UJIen

4. |provide for the use of one 4. |mpoBesu HEpBbIil B MUpE
special camera with two lenses KOMMEPYECKHIi II0Ka3
for shooting, shooting a stereo 9KCIIEPUMEHTAIIBHBIX (PUIBMOB,
pair on one or two films CHSTBIX C UCIOJIb30BAHUEM

aHarIM(pUISCKOro MeTo/Ia

5. |each viewer’s eye sees only the |5. |pa3HOBHAHOCTH
part of the stereo pair intended KHHEeMaTorpaduuecKux
for it CHCTEM, KOTOPBIE IMUTHPYIOT

OPHCYTCTBHE TPETHETO
U3MEPEHHUS
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intermissions

6. |were considered an obligatory |6. |ero npuMeHeHHE B KHHOTEaTpax
attribute of every wealthy Ka3aJI0Ch HELeJIeCO00pa3HbIM
family, and formed an integral
part of leisure

7. |because of the competition with | 7. |0JIHOBpEMEHHYIO ChEMKY
cinematography that began C MCIIOJIb30BaHUEM JIBYX
soon, abandoned this idea CUHXPOHU3UPOBAHHBIX

MJICHOYHBIX WM LU(POBBIX
KHHOKaMep

8. |indicated that images from two |8. |3puTenb HE CMOXKET 3arJIsIHY Th
films are projected onto the 3a 00BEKT WM PACCMOTPETH €To
screen next to each other C pa3HbIX CTOPOH

9. |its use in theaters seemed 9. |cumranmch 00sS3aTEIEHBIM
impractical aTpuOyTOM KaKION

COCTOSATEIIBHOMN CeMbH U ObUIH
HEOTHEMJIEMOM YacThO 10Cyra

10. | performed the world’s first 10. | mpexycMaTpuBaoT
commercial screening of HCHOJb30BAHUE [Tl CHEMKH
experimental films shot using OJTHOW CTIEHAEHON KaMephl
the anaglyphic method C IByMsI OOBEKTHBAMH,

CHUMAIOLIEN cTepeonapy Ha
OJIHY WJIH JIBE IUICHKH

11. | the viewer will not be able to 11. | yka3bIBasIOCh, 4TO
look behind the object or look n300pakeHus U3 IBYX (QUIEMOB
at the latter from different sides MIPOELUPYIOTCS HA IKPAH PAIOM

JPYT C APYroM

12. | It is believed that the “golden | 12. | co3maroT y 3puTeIIst HILTHO3UIO
age” of stereo cinema began in rIIyOMHBI IPOCTPAHCTBA

b)

1. |fell on some significant plot 1. |cTEepeOoCKOMUYHBIMU OKA3aIUCh
twist TOJIKO T€ CLIEHBI, TJI€ TJIaBHBIN

repoi HaJieBall MPOKIISITYIO
PHUTYAIBHYIO MACKY

2. |was demonstrated using a dual |2. |cHAT ¢ momMomIbIO IHU(POBOIA
projector, and assumed the use kamepsl RealityCameraSystem,
of polaroid filters pa3zpaborannoii KamepoHom

COBMECTHO C OIIEpaTOpOM
Buncowm Ilelicom
3. |therefore there was a need for |3. |Mup yBumen nepBsIii

TOJIHOMETPAKHBIN
cTepeorIpM
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4. | These intermissions were often |4. |B 4ecTb NOIYBEeKOBOH
specially prescribed in the TOJOBIIVHEI IEPBOI «CTEPEOD-
script JIMXOPAJIKH)

5. | shift the angle and move in 5. | MOJIHOLIEHHBIM CIIOCOOOM
space JIEMOHCTpAIIMU TPEXMEPHBIX

U300paskeHU

6. |became the first film in history |6. |mepBBEIM MOTHOMETPAKHBIM
to be voiced in stereo (bMITBMOM, BBITYIIICHHBIM B

dhopmare IMAX 3D

7. |only those scenes where the 7. | npuXoaMIKCh HAa KaKOH-HUOYb
main character wore a cursed Ba)KHBII TIOBOPOT CIOKETA.
ritual mask turned out to be
stereoscopic

8. |«World 3-D Exposition» 8. |cmectuTe pakypc u
festival MIePEMECTHTECH B IIPOCTPAHCTBE

9. |in honor of the half-century 9. |mepepBIBEI YacTO CHEIHATBHO
anniversary of the first «stereo MIPOMHCHIBAIINCH B CIICHAPHH
fever».

10. | a full-fledged way of 10. | cTan nepBeIM GHUIBMOM B
demonstrating three- HUCTOPHHU, O3BYUYEHHBIM B
dimensional images CTEpPCO3BYKE

11. | The first feature film released in | 11. | pectuBans «BcemupHast
IMAX 3D TpexMepHasi HIKCIO3HULIH

12. | was shot using the digital 12. | meMOHCTPUPOBAJICS C TOMOIIBIO
camera system Reality Camera JBOMHOTO TIPOEKTOPA U
System, developed jointly by TIpeIIoara UCIIOIb30BaHIe
Cameron and cameraman Vince ¢unpTpoB «Ilomaponmy»

Pace

13. | the world saw the first full— 13. |moaToMy BO3HMKAIA

length stereo film HEOOXOMMOCTh B IIEpephIBax

8. Complete the following word-combinations using the information
in the right column and translate them.

two synchronized film or digital
movie cameras ...

A)

1. |that simulate the presence of ... |1.|intended for it

2. |cause the viewer to have the 2. |an integral part of leisure
illusion of ...

3. | simultaneous shooting using 3. | abandoned this idea
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the object or ...

4. |the phenomenon of human . | one three-dimensional whole.
binocular vision and ...

5. |the lenses of which are located . | the optical parallax effect
at a stereo base distance equal to
or greater than ...

6. | each viewer’s eye sees only the |6. |a third dimension
part of the stereo pair ...

7. |the visual cortex of the brain . | with identical technical
perceives these images as ... characteristics

8. | were considered an obligatory . | the depth of space
attribute of every wealthy
family, and formed ...

9. |because of the competition with |9. | the distance between the eyes of
cinematography that began an adult
soon, Lumiere brothers ...

B)

1. |filed a patent application for a . | where the main character wore a
method of ... cursed ritual mask

2. |due to the fact that ... . | look at the latter from different

sides.

3. | performed the world’s first . | therefore there was a need for
commercial screening of intermissions
experimental films ...

4. | demonstrated using a dual . | fell on some significant plot twist
projector, and ...

5. |could hold films for no more . | shot using the anaglyphic method
than one hour of film, and ...

6. | often specially prescribed in the |6. |a full-fledged way of
script and ... demonstrating three-dimensional

images

7. | only those scenes ... ... turned . | producing a stereoscopic film
out to be stereoscopic

8. |can be called, with some . | assumed the use of polaroid
limitations, ... filters

9. | will not be able to look behind . | the method involved the use of

too bulky equipment
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9. Read the questions and choose the correct answers.
1. What is the fundamental principle behind 3D cinema?

a) Binocular vision
b) Trinocular vision




¢) None of the above

d) Monocular vision

2. In 3D cinema, how are the images from two films projected onto the
screen?

a) One after the other

b) Next to each other

c¢) Alternating

d) Overlapped

3. When did the “golden age” of stereo cinema begin?

a) 2003

b) 1884

c) 1980

d) 1952

4. How was the first stereoscopic color film “Bwana Devil” typically
demonstrated?

a) Using a single projector

b) None of the above

¢) With a dual projector and Polaroid filters

d) Through holographic projection

5. What technology was used for shooting the film “Ghosts of the Abyss”
by James Cameron in 2003?

a) IMAX camera

b) GoPro camera

¢) Virtual Reality Camera System

d) Digital Camera System Reality Camera System

6. Which technology was utilized for the first feature film released in IMAX
3D, “Wings of Courage”?

a) Stereoscope glasses

b) Digital Camera System Reality Camera System

¢) Anaglyphic format

d) IMAX format

7. What was the name of the British pioneer who filed a patent for
producing a stereoscopic film in the late 1890s?

a) William Fries-Green

b) Waddell

c¢) Lumiere

d) Porter

8. In what city was the first commercial screening of experimental films
shot using the anaglyphic method held in 1915?

a) Berlin

b) Paris

¢) Rome

d) New York
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9. What is the main limitation of stereo cinema?

a) Excessive use of Polaroid filters

b) Lack of vibrant colors

¢) Requirement for bulky equipment

d) Based only on binocular vision

10. Which actor became known as the “king of 3D due to his involvement
in stereoscopic films during the “golden age”?

a) William Fries-Green

b) Marie Doro

¢) Vincent Price

d) James Cameron

10. Make a plan of the text and retell it looking in your plan.

11. Read the part of the scientific text and translate it.
Text I
3D Technology History in Cinema Industry

History of mankind is the history of incredible openings, discoveries and
inventions. Needless to say, only the recent centuries are to be considered
the most productive times in this respect. What can not be doubted is the
fact that during the whole history of its existence mankind achieved a little
part of what it achieved during the 19" — 20" century. At this period, the
development of human thought acquired the fastest speed and the lives of
people started changing drastically. One of the greatest inventions of mankind
in the 19™ century was the invention of cinema, although it was not paid so
much attention to at the time of its invention. Industry possessed the minds
of all inventors and all their activities were aimed at industrial-technological
development, but already at the beginning of the 20" century, cinema became
an integral part of people’s lives and it became impossible to imagine the
world culture without cinema. In this respect, the invention of the 3D cinema
takes a special place, as far as it marked the next, and special, stage in the
development of cinema and technology on the whole (Freedman, 1998).

Although a lot of scientists and cinema historians claim that the appearance
of the 3D cinema should be referred to at the end of the 19" century, it is
obvious that overall access to the cinema of this kind became possible only
in the 20™ century. Even despite this fact, 3D movies are still considered to
be something unusual and time is needed for the audiences in all countries
around the world to get used to 3D. The history of the cinema knew lots
of revolutionary changes but the invention and further development of 3D
technology became a special stage as far as it is considered to be the third
epoch in the history of cinema. 3D cinema is one of the greatest inventions by
mankind and to understand its nature a look should be taken at cinema history
(Przyblyski, 2001).
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It is traditionally accepted to consider 1895 the year of the cinema
invention. Although some scholars as Yahnke, suppose that attempts to
shoot motion pictures were made long before this date, it is not proved
factually while the activities of brothers Lumiere are proved by their motion
picture “The Arrival of the Express Train at Ciotat” and thus they are
considered to be the fathers of cinema (Wood, 2007). At the initial stages
of cinema development, most of the motion pictures were silent and short
in time. This was explained by the low level of technology development.
When technological means allowed making films longer, they became full-
length. The most famous actor of those times was Charlie Chaplin, while
the wide-known directors of silent movies were Griffith, Flaherty and some
others (Bruce, 2000).

As soon as the development of technology reached the stage that allowed
simultaneous recording of visual and soundtracks, motion pictures became
sounded-on. This was the second era in the history of cinema and increased
its popularity in the world. Such directors as Alfred Hitchcock, John Ford and
Victor Fleming created lots of masterpieces of the cinema of the sound era and
contributed greatly to the integration of cinema as one of the arts into the world
culture. In the middle of the 20th-century color enriched the cinema qualities
and marked the next stage in cinema development (Sperb, 2007). Since then,
cinema has acquired a lot of new qualities besides becoming colorful —
special effects have come into use to produce unbelievable impressions on
spectators, computer technologies entered the sphere of cinema in the last
decade of the 20" century and brought a lot of innovations to filming, one of
which is the 3d technology (Freedman, 1998).

The attempts to make motions pictures perceivable from the three
dimensions from which all images of reality are perceived by the human
eye were numerous from the initial stages of cinematography existence.
Even brothers Lumiere tried to make their films 3D by means of painting
tapes in green and red and showing them simultaneously while the audience
had to wear eyeglasses colored in opposite colors. The three-dimensional
motion pictures seemed to be a great step forward but the difficulties that
were connected with their demonstration made scholars look for other ways
to create 3D, or stereoscopic, films. In 1941 in Moscow, the first cinema with
3D filming technology was opened but the procedure of film viewing was
too difficult there as spectators had to be motionless during the film and wear
spectacles causing visual fatigue. Holographic imagery invented in 1947 was
the next attempt to create 3D movies. The invention of laser allowed to the
production of high-quality holographic images in color, and already in 1966 in
the United States of America the first short holographic film was demonstrated
in public (Strehovec, 2007).

Nevertheless, the use of holographic images was too time- and effort-
consuming and the attempts to create 3D movies were left for better times.
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Only in the recent years, exactly in the 1980s — 2000s, the world of cinema
again became kin on the idea of 3D motion pictures production (Bruce, 2000).
In Ireland, as well as in the whole world, this trend is obvious nowadays and
can be explained by the great advance made by computer technology that
allows producing 3D films without sophisticated technology and lots of time
spent. The most famous film directors of the world, like Steven Spielberg,
James Cameron, etc. acknowledge that the words Eisenstein said in the 1920s
turned out to be prophetic and the future of cinematography is really the 3D
motion pictures (Machniewska, 2002).

12. Make a plan of the text and retell it looking in your plan.
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VIDEO FILE FORMAT AND CODEC BASICS
UNIT IV

. Practice the pronunciation of the new words and memorize them.
. balance [ 'balons] 6ananc, paBHOBecue
. compress [ 'kompres] craBnuBaTh, CKUMATH
. compression[kom prefn] ynroTHeHue, CKaTHE
. data [ 'derto] mapOp™MAaIHs, TaHHBIE
. decode ['di:koud] pacmakoBaTh, pacmmdpoBaTs, 1EKOTUPOBATH
. decompress [di:kom pres] cxxarh, pacmakoBaTh
. definition [defi nifn] onpenenenue, paspenienue
. edit ['edrt] mpaBuUTh, peIaKTUPOBATH
. editing [ 'editin] penakTupoBaHue, MOHTAXK
10. embed [1m'bed] BcTpanBaTh
11. encode [ 'kavd] 3ammudposars, KoaHpoOBaTh
12. extension [1ks tenfn] pacmupenue
13. footage [ 'fotid3] meTpak; OTCHATHIN MaTepran
14. glossy ['glost| rnsHIEBEIA, HOBEHTIHIA (311.)
15. post [paust] BEIBeCUTb, pa3MemiaTh
16. sharing [ feorm] pa3menenue, COBMECTHOE HCIIOIB30BAHNE
17. shoot [fu:t]cTpensars, cHUMATh
18. storing [ 'sto:rm] xpanenue
19. stream [stri:m] MOTOK, pydei; MOTOKOBas IMepenava, MOTOKOBBII
PEeKIM
20. strike [straik] mopaxxaTb; oOecrieunTh; HalTH OanaHc (371.)
21. top — OCHOBHEIE
22. understand — pa3o0patscs (311.)
23. versatile ['v3:sotail] MHOrooOpa3HbIii, pa3HOCTOPOHHHUN
24. viewing [ 'vju:ig] 0630p, mpocMoTp
25. wrapper [ 'rap.or] o6om09Ka

O 00 1O\ DN B WK

2. Practice the pronunciation of the following word-combinations and
memorize them:
1. Advanced Video Coding High Definition (AVCHD) —
YCOBEPILIEHCTBOBAHHOE KOJMPOBAHHUE BHJIEO BHICOKOTO pa3pelleHHst
2. aspect ratio — COOTHOIIICHUE CTOPOH
. audio video interleave — 4epeoBaHue ayH0 U BUICO
. cinema DNG — kunoteatp DNG
. digital camcorder — mdpoBast Buneokamepa
. DSLR camera — nn¢poas 3epkanbHasi Kamepa
. ease of use — MPOCTOTA UCITOIB30BAHMS
. editing timeline — BpeMeHHas mIKana peqakKTHPOBAHUS

0 3N L B~ W
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9. final cut — OKOHYATEIHLHBIA MOHTAXK

10. high-definition video — BuIcO BBICOKOI YETKOCTH

11. keep in mind — uMeTsb B BUIY

12. latest broadcast formats — mocienaue hopMaThl BeIaHUs

13. lightweight workflow [ 'w3:k.flou] ynpommennas pabodas mporpamMma

14. open source — OTKPBITBHIN HCXOTHBII KO

15. proprietary [pro'praro.tor.i] videofile format — c¢ momxomsmum
(hopmaTom BHIEO(DANHITOB

16. seamless integration — OeclIoBHAsI HHTETPAITUS

17. shoot footage — oTCHsTH MaTepua

18. universal file format — yHuBepcanbHbiii hopmat daiiia

3. Read and translate the text.
Text 1
Video file format and codec basics

Because video files can be large, programs called codecs were developed
to make them easier to store and share. Codecs encode data to compress it
for storing and sharing. Then they decode that data to decompress it for
viewing and editing. The most common codec for video compression is
H.264 or AVC.

Audio file formats or file extensions are the containers or wrappers for
these codecs. As with glossy audio file formats, most video formats lose data
in compression. Which format you choose depends on the balance you want
to strike between quality and ease of use.

Understand the top video file extensions.

These are the most common digital video formats and their most frequent
uses.

MP4 (MPEG-4 Part 14) is the most common type of video file format.
Apple’s preferred format, MP4 can play on most other devices as well. It uses
the MPEG-4 encoding algorithm to store video and audio files and text, but it
offers lower definition than some others. MP4 works well for videos posted on
YouTube, Facebook, Twitter, and Instagram.

MOV (QuickTime Movie) stores high-quality video, audio, and effects, but
these files tend to be quite large. Developed for QuickTime Player by Apple,
MOV files use MPEG-4 encoding to play in QuickTime for Windows. MOV is
supported by Facebook and YouTube, and it works well for TV viewing.

WMV (Windows Media Viewer) files offer good video quality and large
file size like MOV. Microsoft developed WMV for Windows Media Player.
YouTube supports WMV, and Apple users can view these videos, but they
must download Windows Media Player for Apple. Keep in mind you can’t
select your own aspect ratio in WMV.

AVI (Audio Video Interleave) works with nearly every web browser on
Windows, Mac, and Linux machines. Developed by Microsoft, AVI offersthe
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highest quality but also large file sizes. It is supported by YouTube and works
well for TV viewing.

AVCHD

Advanced Video Coding High Definition is specifically for high-definition
video. Built for Panasonic and Sony digital camcorders, these files compress
for easy storage without losing definition.

FLV, F4V, and SWF

Flash video formats FLV, F4V, and SWF (Shockwave Flash) are designed
for Flash Player, but they’re commonly used to stream video on YouTube.
Flash is not supported by iOS devices.

MKV

Matroska Multimedia Container format is free and open source. Developed
in Russia, It supports nearly every codec, but it is not itself supported by many
programs. MKV is a smart choice if you expect your video to be viewed on a
TV or computer using an open-source media player like VLC or Miro.

WEBM or HTMLS5

These formats are best for videos embedded on your personal or business
website. They are small files, so they load quickly and stream easily.

MPEG-2

If you want to burn your video to a DVD, MPEG-2 with an H.262 codec
is the way to go.

Editing and exporting video files.

Whether you shoot your footage with a DSLR camera, CinemaDNG, or
other HD video camera, you can work with your native camera format in
Adobe Premiere Pro. With lightweight workflows and seamless integration
with other Adobe apps, Premiere Pro allows you to create the video you want,
even on mobile workstations. Once you’ve made your final cut, you can
export to the latest broadcast formats.

FAQs on video file formats.

While similar in name, these two file types are very different. MP3 stands
for MPEG-1 Audio Layer III, and it is an audio-only container. This format
compresses audio files for an easy and versatile way to store sound bites
and music. An MP4 (MPEG-4 Part 14), on the other hand, is a multimedia
container that can store audio, video, still images, subtitles, and text.

MOV is a proprietary video file format made for Apple’s QuickTime player.
This large format is great for editing videos or viewing on a larger screen. MP4s
are a universal file format compatible with most streaming platforms, and their
compressed nature makes them smaller and easier to handle. To share videos,
it’s often necessary to convert from an MOV to an MP4.

With Premiere Pro, you can easily convert MP3 audio files into MP4 video
content. Simply upload them to your editing timeline to make them a part of
your latest video project. Converting videos into different file types is also
easy, such as going from an MOV to an MOV to an MP4. Upload almost any
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type of video file to your project timeline, and then export your project in your
desired format.

4. Give answers to the following questions on the basis of the text.

. What is the most common codec for video compression?

. What are the containers or wrappers for codecs?

. What is MP4?

. What do you know about MOV?

. What type of video file extension can work nearly every web browser?
. What’s the difference between an MP3 and an MP4?

. What’s the difference between an MOV and an MP4?

. How do you convert popular file types?

03NN W

5. Give Russian equivalents of the following:

YIPOCTUTh MX XpaHEHHWE M COBMECTHOE HCIIOJIB30BAaHME; CXKaTh JUIs
XpaHEeHUs! 1 COBMECTHOT'O HCIIOIb30BAHUSL; IS TPOCMOTPA M PEIAKTHPOBAHUS
HanOoJee paclpOCTPaHEHHBIH KOJSK JUIS CKaThsl BUJECO; pa3OepHTech ¢
OCHOBHBIMH PaCIIUPEHUSIMH; SBILIFOTCS KOHTSHHEPaMH HIIA 000IOUKAMHU JUTs
9THX KOAEKOB; HanboJee pacpocTpaHeHHbIE TU(PPOBBIE BUACOPOPMATEL; KaK
U B ciydae c; 0oJiee HU3KOE pa3pelleHUe; COXPaHsAeT BHICOKOKAYECTBEHHOE
BHUJIC0, ayaHO0 U 3P (EKTHI; IOIb30BATEIH MOTYT IIPOCMATPUBATE STH BUJIEO;
XOPOILO MOJXOUT JUIsl TPOCMOTPA Tellernepeiad; COOCTBEHHOE COOTHOIICHHE
CTOpOH; IpeJiaraeT Kak BhICOUaiilliee KayecTBO, TaK M OOJIbIINE pa3Mepbl
(aiinoB; OOBIYHO HMCIOJB3YIOTCS JJIsI TOTOKOBOHM Tepenadu BUmeo (st
CTPUMMUHI'A); YCOBEPIICHCTBOBAHHOE KOAMPOBAHUE BHUJIEO BBICOKOTO
paspeleHys; pa3MellacMble Ha BalleM JIMYHOM WM JIEJIOBOM BeO-caiTe;
OecIUIaTHBI U C OTKPBITBIM MCXOJHBIM KOJIOM; PEaKTHPOBAHUE U SKCIIOPT
BUJICO(AIIOB; HE3aBUCHMO OT TOTO, KakK; OTCHATBIA MaTepHall ¢ IOMOLIBIO
(POBOIi 3epKaNbHOM KaMepbl; KaKk TOJBKO BBl CIENTacTe OKOHYATEIbHBIN
MOHT@)X; MOOWJIbHBIE IUIATGOPMBI;  ayquo, BHICO, HENOJABHKHEIC
M300paKeHHs1, CyOTHTPBI M TEKCT; JUTS peIaKTUPOBAHMUS BUJICO WK [IPOCMOTPA
Ha OOJBIIOM SKpaHe; MPaKTHUECKH J000i THm Buaeodaiiima Ha TalMIalH
BAIIETO [IPOEKTA; COBMECTHMBIH ¢ OOJBIIMHCTBOM ITOTOKOBBIX IUIAT(HOPM.

6. Give Russian equivalents of the following:

the containers or wrappers for these codecs; the most common digital video
formats and their most frequent uses; can play on most other devices as well;
works well for videos posted on; files tend to be quite large; works well for TV
viewing; works with nearly every web browser on machines; Advanced Video
Coding High Definition; commonly used to stream video; stream easily; free
and open source; work with your native camera format; to make them easier
to store and share; to compress for storing and sharing; to decode that data
to decompress; to lose data in compression; to strike between quality and
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ease of use; Windows Media Viewer files offer good video quality and large
file; keep in mind; for easy storage without losing definition; commonly used
to stream video; it is not itself supported by many programs; to burn your
video; to shoot your footage with a DSLR camera, lightweight workflows and
seamless integration; once you’ve made your final cut; versatile way to store
sound bites and music; a multimedia container that can store audio, video, still
images, subtitles, and text; a proprietary video file format; for editing videos
or viewing on a larger screen; a universal file format compatible with most
streaming platforms;makes them smaller and easier to handle; to share videos;
upload almost any type of video file to your project timeline,

7. Match the equivalents to the word combinations given in the left
column.

a)
1. | make them easier to store and | 1. | pa3bepuTech ¢ OCHOBHBIMH
share pacuMpeHus MU BHIe0haiIos.
2. | compress it for storing and 2. | 3aBHCHT OT TOTO0, KaKoii OamaHc
sharing BBI XOTHTE 00€CTIEYUTh MEXKIY
KaueCTBOM U IIPOCTOTOMI
NPUMEHEHUSI.
3. | decode that data to decompress |3. | Haubosee pacpocTpaHECHHEIE
it for viewing and editing nr(poBEIe BUACOPOPMATHI U FIX

HanOoJIee YacToe UCIIONB30BaHNE
4. | the containers or wrappers for |4. | OONBIIMHCTBO BHICO(POPMATOB

these codecs TEPSIIOT JaHHBIE ITPU CIKATUH

5. |most video formats lose data in |5. | XpaHHIUIIA WK 000JTOYKHN AJIs
compression JTHX KOJICKOB

6. | depends on the balance you 6. | cKaTh UX YIS XpaHEHUS U
want to strike between quality COBMECTHOT'O HCITOJIb30BAHUS
and ease of use

7. | understand the top video file 7. | 9TOOBI YIPOCTUTH UX XPAHEHHE U
extensions COBMECTHOE HCIIOJIb30BAHUE

8. | the most common digital video |8. | IeKOIMPYIOT ATH AaHHBIE, YTOOBI
formats and their most frequent pacrakoBaTh UX U IPOCMOTpa U
uses PEIaKTHPOBAHUS

b)

1. | Apple’s preferred format MP4 | 1. | haiibl, kKak IpaBUIIO, TOBOIBEHO

OosipIue.

2. | can play on most other devices |2. |ucnons3ytoT konuposky MPEG-

as well 4 11 BOCIPOU3BEICHHUS B

QuickTime s Windows

47



3. | offers lower definition than 3. | XOpOIIIO MTOAXOIUT ISt
some others IPOCMOTpA TeNenepeiad
4. |works well for videos posted on | 4. | uepeqoBaHue ayauo U BHICO
5. |files tend to be quite large 5. |mpennounTaemsiit Apple popmar
MP4
6. |use MPEG-4 encoding to play | 6. | MOKET BOCIIPOM3BOIUTHCS U Ha
in QuickTime for Windows OOJIBIIMHCTBE JPYTHX YCTPOHCTB
7. | works well for TV viewing 7. | obecnieunBaet 6oiee HI3KOE
paspelieHre, 4eM HEKOTOpbIe
Jpyrue
8. | Audio Video Interleave 8. | XOpOoIIO MOAXOAMT JUIsl BUJIEO,
pa3MeNICHHBIX Ha
<)
1. | works with nearly every web 1. | cxxumarorest st ynoOcTBa
browser on machines XpaHeHust 0e3 NOTepH YETKOCTH
2. | works well for TV viewing. 2. | HO caMm 10 ceOe He MOJIePIKUBACTCS
MHOTHMH MPOTPaMMaMH
3. | Advanced Video Coding High |3. | GecrutaTHBIH 1 ¢ OTKPBITHIM
Definition HUCXOIHBIM KOJIOM
4. |specifically for high-definition |4. | 00BIYHO HCIIONB3YIOTCS TSI
video. MOTOKOBO#! Iepeiauu BUIEO
5. | built for digital camcorders 5. | yCOBEpIICHCTBOBAaHHOE
KOJIMPOBAHUE BHIEO BBICOKOTO
papeleHust
6. | compress for easy storage 6. | paboTaeT NpaKTHYECKN CO BCEMH
without losing definition BeO-Opay3epamMH Ha KOMIIBIOTEpax
7. | commonly used to stream video | 7. | co3ganHbIC A5 TH(POBBIX
BHUJICOKAMEP
8. | free and open source 8. | crenuanbHO IS BUACO BBICOKOM
YETKOCTH
9. | but it is not itself supported by |9. | xopoII0 TOAXOIUT 1Ist
many programs MPOCMOTPA T10 TEJIEBU30PY
d)
1. | to be viewed on a TV or 1. | Gnaronapst ynpoIueHHbIM
computer using an open-source paboumM mporeccam u
media player OCCIIOBHOW UHTErPAIHH
2. | are best for videos embedded 2. | KaK TOJBKO BEI CIIEJIAETE
on your personal or business OKOHYATEeIbHBI MOHTAX
website
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3. | stream easily 3. | 3anucatb cBoe Buaeo Ha DVD,
Bam nojoizaer popmar MPEG-2 ¢
koaexoMm H.262
4. | burn your video to a DVD, 4. | OTCHSTH MaTepHaj C MOMOIILIO
MPEG-2 with an H.262 codec 1 QpoBoii 3epKaIbHOI KaMepsbl
is the way to go CinemaDNG
5. | shoot your footage with a 5. | PKCIOPTHPOBATH €TO B NOCICOHUE
DSLR camera dopmamul gewanus
6. | with lightweight workflows and | 6. | aydie Bcero moaxomsT st
seamless integration BHIC0, pa3MeIlaeMbIX Ha BallleM
JMYHOM WJIM JISJIOBOM BeO-calite
7. | once you’ve made your final cut | 7. | HecMOTpsI Ha CXOKeCTh HA3BAHHH,
8. |export to the latest broadcast 8. | mpocMaTpUBaThCS HA TEIEBU30PE
formats. WA KOMIBIOTEPE C TIOMOIIIBIO
Meuaneepa ¢ OTKPBITHIM
HCXOJHBIM KOJIOM
9. | while similar in name 9. | merko nepegaroTcsa B HOTOKOBOM
pexume
e)
1. | stands for MPEG-1 Audio 1. | 3arpy3uTe UX Ha CBOH TaliMIIaiiH
Layer III peaaKTUpOBaHUs
2. |compresses audio files for an 2. | 3arpy3uTe MPaKTHYECKH 000
easy and versatile way to store THH BUeo(daiina Ha TaiiMiaiia
sound bites and music BaIIIEr0 IPOEKTa
3. | compatible with most streaming | 3. | neaet UxX MeHbIIE IO pa3Mepy U
platforms 6oJiee MPOCTHIMH B O0OpaIeHUH
4. | makes them smaller and easier |4. |pacudpossiBaercst kak MPEG-1
to handle AudioLayerlll
5. |upload them to your editing 5. | cxmMaeT aynnodaiiiebl,
timeline obecrieumnBast MPOCTOH U
YHHUBEPCAIBHBIH cI10co0
XpaHEeHUs! 3ByKOBBIX (hParMEHTOB
1 MY3bIKH
6. |upload almost any type of video | 6. | coBMECTUMBII ¢ OONBITHHCTBOM
file to your project timeline ITOTOKOBBIX TTATHOPM

8. Complete the sentences using the information in the right column

and translate them

a)

1. | because video files can be large,

—_—

are the containers or wrappers
for these codecs.
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2. |codecs encode data to compress the most common type of video

it for file format

3. | Then they decode that data play on most other devices as
well.

4. |audio file formats or file most video formats lose data in

extensions compression.

5. | as with glossy audio file programs called codecs were

formats, developed to make them easier
to store and share.

6. |MP4 (MPEG-4 Part 14) is audio files and text, but it offers
lower definition than some
others.

7. | Apple’s preferred format, MP4 storing and sharing.

can

8. |It uses the MPEG-4 encoding to decompress it for viewing and

algorithm to store video and editing

b)

1. |[MOV (QuickTime Movie) every web browser on Windows,

stores high-quality video, audio, Mac, and Linux machines.
and effects, but
2. |WMV (Windows Media specifically for high-definition
Viewer) files offer good video video
quality and
3. | YouTube supports WMV, and these files tend to be quite large.
Apple users can view these
videos, but
4. | Audio Video Interleave works they’re commonly used to
with nearly stream video on YouTube.

5. | developed by Microsoft, AVI they must download Windows

offersthe highest quality but Media Player for Apple.

6. | Advanced Video Coding High compress for easy storage

Definition is. without losing definition.

7. | built for Panasonic and Sony i0S devices.

digital camcorders, these files

8. |flash video formats FLV, F4V, large file size like MOV.

and SWF (Shockwave Flash)

are designed for Flash Player,

but
9. |flash is not supported by also large file sizes.
<)
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1. |Matroska Multimedia Container work with your native camera
format is format in Adobe Premiere Pro.
2. |developed in Russia, It supports |2. |export to the broadcast formats.
nearly every codec, but
3. | whether you shoot your 3. |versatile way to store sound
footage with a DSLR camera, bites and music
CinemaDNG, or other HD video
camera, you can

4. | with lightweight workflows 4. |store audio, video, still images,
and seamless integration with subtitles, and text.
other Adobe apps, Premiere Pro
allows you

5. | once you’ve made your final cut, | 5. | makes them smaller and easier
you can to handle.

6. | MP3 stands for MPEG-1 Audio |6. |free and open source.
Layer III, and
7. | MP3 format compresses audio | 7. |to convert from an MOV to an
files for an easy and. MP4,

8. |an MP4 (MPEG-4 Part 14), on |8. |itis an audio-only container.
the other hand, is a multimedia
container that can

9. |MP4s are a universal file format |9. |to create the video you want,

compatible with most streaming even on mobile workstations.
platforms, and their compressed
nature

10. | to share videos, it’s often 10. | it is not itself supported by many
necessary programs

9. Read and give the adequate translation of the text.
Text IL.
Video Resolution

Video resolution determines the amount of detail in your video, or
how realistic and clear the video appears. It’s measured by the number of
pixels contained in the standard aspect ratio of 16:9, the most common
aspect ratio for television and computer monitors. A higher number of
pixels indicates a higher resolution, and a lower number of pixels makes
for a low-resolution video. For the common resolutions of 720 and 1080,
the naming convention is based on the total number of pixels running
in a vertical line down the display area. For 2K, 4K, or 8K video, the
resolution is named for the number of pixels running in a horizontal line
across the frame.
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Progressive scan versus interlaced.

The “p” that often appears after a resolution number, as in 1080p, does
not stand for pixels. It stands for progressive scan, the typical method for
loading the pixels in each new frame of a video. Simply put, this means
the pixels in each new frame appear on the screen all at once, which is
the optimal scan method for digital media. The alternative method is an
interlaced scan, in which the pixels for each new frame load in alternating
lines, which saves bandwidth but may cause flickering or blurred lines with
fast movement.

Standard definition is no longer the standard.

Previously, resolution has been divided between standard definition (SD
video) and high definition (HD video). Anything below 720 is considered
standard definition. However, as screen resolutions on computer monitors and
televisions continue to improve, it’s less likely for anything to be shot in SD.

The difference between video resolution and frame rate

Digital videos are made up of thousands of still images played in sequence.
While resolution refers to the amount of data in the frame, frame rate refers to
how quickly those frames are cycled through, or how many stills are packed
into each second. As with video resolution, choose your video’s frame rate
based on the type of motion you’re trying to capture and the type of video
formats you expect to release to your audience.

Higher resolutions are not always a better choice.

Consider your end deliverable when choosing a resolution. Video
resolution affects video size, and this presents the same challenges as image
resolution. If you were looking to create thumbnails for a website, you
wouldn’t want to waste space on your hard drive by saving huge images with
high resolutions. If you know your video project is going to be limited to a
YouTube video with a maximum display resolution of 1080, don’t waste time
and resources by creating your video files in 8K as if they are going to be used
in a blockbuster movie.

“Of course you always want the best resolution possible,” says director
and filmmaker Mike Leonard. “Even though I love the idea of starting as big
as possible, what you could end up doing is overwhelming the amount of
storage space that the editor is going to need.”

Choosing which HD resolution to shoot in.

Video resolution is like a haircut: You can always decrease a video from
a high resolution to a lower one, but there’s no way to magically increase
lower resolution footage after it’s been shot. So while you don’t want to waste
storage space by going too high, you also want to make sure your resolution is
high enough for the various formats where your footage might be seen.

720 resolution (HD)

This is the lowest resolution to still be considered HDTV and is often called
simply “HD.” Most videos are shot in at least 1080, but 720 (1280 x 720 pixels)
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can be an acceptable resolution for smaller web content. However, now that
most computer screens are HD, best practice is to aim for a higher resolution
than 720 for web use and streaming.

1080 resolution (full HD)

Often referred to as “full HD,” 1080 (1920 x 1080 pixels) has become the
industry standard for a crisp HD digital video that doesn’t break your storage
space. This is also a common screen resolution for smartphones.

2K resolution or QHD (quad high definition)

The next steps up are QHD (2560 x 1440 pixels) or 2K resolution
(2048 x 1080 pixels). These formats provide more room for image edits,
larger displays, and reframing without lost quality.

4K resolution (ultra HD)

Called 4K and marketed often as UHD (ultra-high-definition television),
this resolution is technically 3840 x 2160 pixels. It looks quite similar to
2K to most viewers but gives filmmakers more room to zoom in and edit.
“Resolutions of 2K and 4K are really for theatrical viewing or intense coloring
or graphics,” explains video editor and director Margaret Kurniawan. “And
there’s not enough noticeable difference between 4K and 2K, unless you
wanted to cut in closer or edit colors. So it matters in post, but it doesn’t matter
much when someone’s viewing it.”

8K resolution

Videographers rarely need to shoot in 8K (7680 x 4320 pixels), but this
extremely high-res option leaves the most room for creating amazing effects
or zooming into a faraway shot without pixelation. “There are two main
reasons to film in 8K,” says Leonard. “One is visual effects, because it’s more
pixel information for things like green screens or rotoscoping. And the other
is reframing. You can reframe to a proper close-up and you won’t notice any
degradation in quality.”

Try shooting in different resolutions.

With the camera function in Adobe Premiere Rush, you can try
shooting in different HD resolutions for free. Toggle on Pro mode to
adjust resolution and frame rate manually before shooting. If your device
supports it, see if you can spot the difference between videos shot at 720,
1080, and 4K.

The next step is picking up a DSLR camera or video camera and playing
with the available resolution settings. “The settings on your camera will
make or break you,” says Kurniawan. “You need to make sure that they’re
correct and doing what you want before you shoot. And resolution is a big
part of that.”

Choose the right resolution for your project ahead of time to save time and
space as you edit and create the best footage for your purposes.

10. Give the general idea of the text in English.
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11. Read and give the adequate translation of the text.
Text I
Create everything from social clips to feature films

Other styles of sound effects

These are some common categories of both isolated and specialty sound
effects.

Glitch sound effects emulate malfunctioning technology, like scratchy
analog tape, skipping records or CDs, radio static, or software bugs. A
glitch effect can convey the feeling that the recording itself is damaged or
decayed.

Cartoon sound effects are comic and often whimsical SFX that create
a sense of heightened unreality. Bonks when someone gets hit on the head
with a giant mallet, sad trombone sounds, slide whistles while falling, evil
laughs, and violin scrapes can all help a viewer believe that they’ve gone to
Toontown.

Trailer sound effects are common in promos for movies and video games
Whooshes, impact sounds, rumbles, and other effects provide a sense of action
and dynamism, especially during transitions.

Hard and soft sound effects

In addition to the above categories, sound professionals broadly group SFX
into “hard” and “soft” categories. Hard sound effects need to be synchronized
with something on screen. For instance, dialogue needs to match a person’s
lip movement, and the sound of a door slamming needs to synchronize with an
on-screen slamming door. “Soft” sound effects don’t need to be synchronized
with anything on screen. Ambient noise and music, for example, usually don’t
need to be exactly synchronized with action on screen.

Sources for sound effects

There are two major ways to get sound effects for a production: Create
them or license them. Most larger productions will create sound effects
in-house, employing a Foley artist to create custom effects that match the
needs of their media. Smaller productions, though, usually rely on existing
resources. Many original sound effects are archived in a sound effects library
or bundled into a sound effects pack sold for commercial use. If you don’t
have the budget for original sound, plenty of websites offer free, high-quality
sound effects under a Creative Commons license, along with other resources
like royalty-free music.

How to add sound effects to complex projects

Before adding any sound effect to a video project, a sound editor should
go through the script a few times, talk to the director, and create a cue sheet to
indicate when given sound effects will appear on the soundtrack. Follow this
tutorial to add sound effects to video in Premiere Pro.

1. Drag and drop your sound effects into the Essential Sound panel to
upload them.
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2. Tag each sound effect. The Essential Sound panel allows you to label
each sound effect accordingly with tags like “ambience,” “room tone,”
“footsteps,” or “dialogue.”

3. Make sure every sound effect fades in and fades out. Everything on the
soundtrack needs to fade, even if that fade is only for a portion of a second.
Abrupt cuts in sound can have a deliberate aesthetic purpose, but otherwise
they tend to sound unnatural.

4. Adjust the volume. Make sure all sound effects work with each other,
and work in concert with dialogue and music tracks.

Layering sound effects

Sound effects need to be layered to be realistic. When you’re in a restaurant,
all at once you’ll hear the sounds of the kitchen, the music playing over the
speakers, and the person talking to you from across the table. You can also
think of layering sound effects as filling the audio space. You should layer
low-frequency sounds with mid- and high-frequency sounds for rich, well-
rounded audio that covers all the bases.

Low-frequency sounds are deep and harder to make out, like traffic noises
or the scuffle of footsteps and chairs sliding toward and away from a table.

— Mid-frequency sounds are more clear and medium-toned like the chatter
of people talking.

— High-frequency sounds are sharper and higher in tone like a siren or the
clinking of silverware.

Take your sound effects further

Premiere Pro outfits you with all the tools you need to edit video on
desktop and mobile. Add sound effects,music, visual effects, and everything
you need to make your videos come to life

12. Give the general idea of the text in English.
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THE BEST AUDIO FORMAT TYPES
FOR AUDIOPHILES

UNITV

. Practice the pronunciation of the new words and memorize them.
. amplitude [ @mplitju:d] — ammuTyna, oOMIMPHOCTH, pa3Max

. capture — 3axBaThIBaTh, IOJy4YaTh

. casual listener — ciry4aifHbIii cirymaTens

. collaborating — cotpynHH4aTh

. decompress — pacnakoBBIBaTH

. degrade — yxymmarscs

. density — TIOTHOCTH

. destination — MecTO Ha3HaUCHHUS

. drop — BOCIIPOHM3BOIUTH

10. fidelity — To4HOCTBH BOCIIPOHM3BEICHNUS

11.inaudible [m'o:dobl] — HecnbIIHBIN, O€31TYMHBIH, HEPa300PUHUBHIi
12. intact [in'taekt] — HeM3MeHHbII1, HETOBPEKICHHBIN

13. manipulate [ma 'nipjolert] — manumynMpoBaTh, ynpaBisTh

14. overwhelm [ouvo'welm] omenoMuTh, MOPa3uTh, BICUATIUTH

15. retain — coxpaHsTh

16. synchronization [smkranar ze1fn] — cuaXpoHH3aHA

O 0 1O\ N B WK —

2. Practice the pronunciation of the following word- combinations and
memorize them:
. analog waveforms — aHaOTOBBIE CHTHAJIBI
. back and forth — tyna u obparHo
. lossless formats [ 'Ipslis] — ¢opmatsr 6e3 moTephb
. lossy formats — ¢opmartsl ¢ motepssmMu
. Pulse-Code Modulation — uMIyJIbCHO-KOI0Bas MOIYJISILIHS
. pulse-density modulation — MoayJIsiHs INIOTHOCTH UMITYJIECOB
top-of-the-line audio systems — nepBOKJIacCHbIE ayANOCUCTEMBI
. uncompressed formats — Hecxkartbie popMaThl
. unoptimized music files — HeONTUMHU3NPOBaHHBIC My3bIKAJIbHBIE (PANITBI

Nl e N N

3. Read and translate the text.
Text I
The best audio format types for audiophiles

Don’t let the choices overwhelm you. Whether you’re just listening or
you’re mixing and mastering, find the audio file format that fits your needs.

The basics of sound quality.

Audio codecs are programs that compress data for transmission and
decompress that data on the receiving end. Their speed is measured in
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thousands of bits processed per second, known as “bitrate” or “kbps,” and this
number varies even within a single format. Generally, a lower bitrate means
a smaller file, but that also means more data (sound) is lost in compression.

Other important factors are sample rate and bit depth. The sample rate is
the number of samples (of signal amplitude or “sound”) per second. Bit depth
refers to the number of bits per sample — the higher this number, the fuller
(and potentially louder) the sound.

Lossy formats

Lossy audio formats lose data in the transmission. They don’t decompress
back to their original file size, so they end up smaller, and some sound waves
are lost. Artists and engineers who send audio files back and forth prefer not
to use lossy formats, because the files degrade every time they’re exported.

MP3 (MPEG-1 Audio Layer III) is the most popular of the lossy formats.
MP3 files work on most devices, and the files can be as small as one-tenth the
size of lossless files. MP3 is fine for the consumer, since most of the sound it
drops is inaudible, but that’s not the case when it comes to bit depth. “MP3
files can only be up to 16-bit, which is not what you want to be working in,”
says producer, mixer, and engineer Gus Berry. “You want to be working in at
least 24-bit or higher when recording and mixing.”

AAC (Advanced Audio Coding), or AAC files (also known as MPEG-4
AAC), take up very little space and are good for streaming, especially over
mobile devices. Requiring less than 1 MB per minute of music and sounding
better than MP3 at the same bitrate, the AAC format is used by iTunes/Apple
Music, YouTube, and Android.

Ogg Vorbis is the free, open-source audio codec that Spotify uses. It’s great
for streaming, but the compression results in some data loss. Experts consider it
a more efficient format than MP3, with better sound at the same bitrate.

Lossless formats.

These files decompress back to their original size, keeping sound quality intact.
Audio professionals want all of the original sound waves, so they prefer lossless.
These files can be several times larger than MP3s. Lossless bitrates depend on the
volume and density of the music, rather than the quality of the audio.

FLAC (Free Lossless Audio Codec) offers lossless compression, and it’s
free and open-source.

ALAC (Apple’s Lossless Audio Codec) allows for lossless compression,
but it works only on Apple devices.

Uncompressed formats.

These files remain the same size from origin to destination.

WAV (Waveform Audio File) retains all the original data, which makes it the
ideal format for sound engineers. “WAV has greater dynamic range and greater
bit depth,” creative producer and sound mixer Lo Boutillette says of her preferred
format. “It’s the highest quality,” Berry agrees. “It can be 24-bit, 32-bit, all the way
up to 192kHz sample rate and even higher these days.” If you’re collaborating and
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sending files back and forth, WAV holds its time code. This can be especially
useful for video projects in which exact synchronization is important.

AIFF (Audio Interchange File Format) files are like WAV files in that they
retain all of the original sound and take up more space than MP3s. They can
play on Macs and PCs, but they don’t hold time codes, so they’re not as useful
for editing and mixing.

DSD (Direct Stream Digital) is an uncompressed, high-resolution audio
format. These files encode sound using pulse-density modulation. They are
very large, with a sample rate as much as 64 times that of a regular audio CD,
so they require top-of-the-line audio systems.

PCM (Pulse-Code Modulation), used for CDs and DVDs, captures analog
waveforms and turns them into digital bits. Until DSD, this was thought to be
the closest you could get to capturing complete analog audio quality.

A coda on digital audio formats.

If you’re listening to spoken word recordings or you’re a casual listener
who’s OK with unoptimized music files, you can go with a compressed
format and save space in your music library. If you have more educated ears
and expensive audio equipment, you may want lossless compression for its
combined space-saving and fidelity. If you’re recording or manipulating audio
or setting it to video always go with lossless or uncompressed. No matter your
needs, there’s an audio file format for you.

4. Give answers to the following questions on the basis of the text.

1. What is the relationship between bitrate and the size of an audio file?

2. How do sample rate and bit depth affect sound quality?

3. Why do artists and engineers prefer not to use lossy audio formats when
exchanging files?

4. What are the limitations of MP3 files concerning bit depth?

5. Which audio format does Spotify use, and what are its advantages and
drawbacks?

6. How does FLAC differ from MP3 in terms of compression and audio
quality?

7. In what ways is the WAV format considered ideal for sound engineers?

8. What is the main advantage of DSD over PCM?

9. For what reasons might someone choose a compressed audio format
over a lossless or uncompressed one?

10. What considerations should be taken into account when choosing an
audio file format for recording or audio manipulation?

5. Give Russian equivalents of the following:

HE3aBHCHMMO OT TOrO, TPOCTO JIM BBl CIyIIaeTe WIM 3aHUMAaeTech
MUKIIApOBaHWEM;  (opMar  aymmodaiiia,  COOTBETCTBYIOIIMKA  BallllM
HOTPEOHOCTAM; YHCIO BapbUpyETCs JaKe B Mpenenax OJHOro (hopmara; Kak
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NPaBHIIO; O3HAYACT, YTO IPH CXKATUM TepsieTcs OOoJbllle JaHHBIX; YacTOTa
JICKPETH3allMN M Pa3psTHOCTh; KOJIMYECTBO BHIOOPOK; Pa3psIHOCTb OTHOCHTCS
K KOJMYECTBY OMT Ha BBIOOPKY; HE PAcIaKOBBHIBAIOTCS OOpPATHO /10 MCXOIHOTO
pasmepa (aiina; Mo3ToMy B KOHEYHOM HTOIE; TylIa W OOpaTHO; MPEIOYHTAIOT
HE HCIIONB30BaTh (POPMATHI C TOTEPSIMH; MX Pa3Mep MOXET COCTaBIISITh BCETO
OIIHy JIeCSTYIO pasMmepa (aiioB 03 moTeph; 3ByK, KOTOPBIH OH BOCIPOU3BOJINT,
Hepa300pUMB;3aHIMAIOT OUEHb MAJI0 MECTa M XOPOLIH IS TOTOKOBOH TepeIaun;
CUHTAIOT ero Oonee 3(PEeKTUBHBIM (OPMATOM; CKOPOCTh Tepeadn Oe3 moTephb
3aBUCUT OT TPOMKOCTH M IUIOTHOCTH; OOECIeUMBAcT CxkaTHe O3 IOoTepb;
OT HMCTOYHMKA JI0 MECTa Ha3HA4YeHHs, COXpaHSeT BCE WCXOHbIC JAHHbBIC, YTO
JenaeT ero MacatbHbIM (HOPMATOM UI 3BYKOPEXKHCCEPOB; 00IafaeT OOMBIIMM
JIMHAMHUYECKUM JMara3oHoOM ¥ OoJblieii OMTOBOH ITyOMHOI; BILUIOTH JIO YaCTOTBI
JIMCKPETU3ALIMH; B TOM, YTO OHH COXPAHSIOT BECh OPUTHHAIIGHBIH 3BYK M 3aHUMAIOT
Oomblle MecTa; KOJMPYIOT 3BYK C HCIIOJNB30BAaHHEM MOAYJIIIIMM  TUIOTHOCTH
HMITYJIBCOB; C YaCTOTOM JUCKpeTH3aimu B 64 pasa Oonblueil, yem; TpeOyroTcs
TMIEPBOKJIACCHBIC ayMOCHCTEMBI; UMITYJILCHO-KO/I0BAsi MOIYJISILIHSE, 110 TIOSIBJICHHS
DSD cuuranock, 4To 3T0 MakCHMAIBHO TPHOMIDKACT BAC K TTOIYYCHUIO TIOIHOTO
QHAJIONOBOTO KayecTBAa 3BYKa; CIyYallHbIM CITyIIATeNIeM, KOTOPHIH HE IPOTHB
HEONTUMM3HPOBAHHBIX MY3bIKAJIGHBIX (DaiiioB; Oonee pa3BHUTBIN CIyX W JIOPOroe
ayroo00pyI0BaHIE; BaM MOXKET OTPeOOBaThCS CKaTHe 0€3 ITOTeph ISt SKOHOMHIN
MecTa ¥ TOYHOCTU BOCIIPOHM3BEICHMUS; €CIIM HAacTpaMBacTe €ro Ha BHIEO, BCETza
BbIOMpaiiTe Oe3 HoTeph WK 0e3 CHKATHS; He3aBICUMO OT BaIlUX HOTPEOHOCTEHH.

6. Give Russian equivalents of the following:

the most popular of the lossy formats; since most of the sound it drops is
inaudible; which is not what you want to be working in; free, open-source audio
codec; these files decompress back to their original size; casual listener who’s OK
with unoptimized music files; more educated ears and expensive audio equipment,
files remain the same size from origin to destination; retains all the original data;
all the way up to 192kHz sample rate; especially useful for video projects in which
exact synchronization is important; you may want lossless compression for its
combined space-saving and fidelity; the basics of sound quality, compress data for
transmission and decompress that data on the receiving end, sample rate and bit
depth; the number of samples; don’t decompress back to their original file size, so
they end up; back and forth; files are like WAV files in that they retain all of the
original sound and take up more space; an uncompressed, high-resolution audio
format; captures analog waveforms; this was thought to be the closest you could
get to capturing complete analog audio quality.

7. Match the equivalents to the word combinations given in the left column

1. |compress data for transmission | 1. |3aBHCHT OT FPOMKOCTH U
and decompress that data on IUTOTHOCTH MY3BIKH, & HE OT
the receiving end. Ka4yecTBa 3ByKa
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uncompressed

2. |means more data (sound) is 2. |KOTOpBIA HE IPOTUB
lost in compression. HEONTUMHU3UPOBAHHBIX
MY3BIKIBHBIX (haiiIoB, BBI
MOYKETE HCIOJIb30BaTh CKATHIH
thopmat
3. |sample rate and bit depth. 3. | cxarue NpUBOAMT K HEKOTOPOH
roTepe JTaHHBIX
4. |the number of samples (of 4. |Bcerna BeIOHpaiiTe 6€3 moTeph
signal amplitude or “sound”) nim 0e3 CKAThs
5. |Bit depth refers to the number |5. |pacnakoBbIBaTh 0OpaTHO 110
of bits per sample HX NIEPBOHAYAIBHOIO pa3Mepa,
COXpaHsisi Ka4yeCTBO 3ByKa
HEH3MECHHBIM
6. |don’t decompress back to their | 6. | cuuratot ero 6oiee
original file size, so they end 3¢ dexkTUBHBIM (OopMaTOM
up smaller
7. |take up very little space and 7. |ocTaroTcs OIHOTO pa3Mepa OT
are good for streaming MCTOYHHUKA JI0 MECTa HA3HAUYCHUS
8. |the compression results in 8. | cxuMaTh NaHHBIE JUIS [Iepe1ayu
some data loss U pacIaKkoBbIBaTh 3TH JaHHBIC HA
MIPUHUMAIOILEH CTOPOHE.
9. |consider it a more efficient 9. | Pa3psitHOCTB OTHOCHTCS K
format KOJIMYECTBY OUT Ha BHIOOPKY
10. | decompress back to their 10. | He pacTiakOBEIBAIOTCS 0OOpaTHO
original size, keeping sound JI0 ICXOTHOTO pa3Mmepa daiiia,
quality intact MMOATOMY B KOHEYHOM HTOTE
OHU CTAHOBSTCS MCHbIIE
11. |depend on the volume and 11. | o3HauaeT, 4TO MPHU CHKATUH
density of the music, rather Tepsiercst 0oJbIIe JAHHBIX
than the quality of the audio (3ByKa).
12. | remain the same size from 12. | 3aHUMAIOT OYEHb MAJIO MecTa
origin to destination Y XOPOILH ISl TOTOKOBOW
nepeniaun
13. | who’s OK with unoptimized 13. |gacToTa TUCKpETHU3AINH 1
music files, you can go with a pa3psaIHOCTh
compressed format
14. | go with lossless or 14. | konn4ecTBO BEIOOPOK

(aMIUIMTYIBI CUTHAJIA WITH
«3BYKa»)
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8. Read the questions and choose the correct answers.

1. What does the term “bitrate” refer to in audio codecs?

a) The size of the audio file

b) The speed of data compression and decompression in bits per second

2. How is the quality of an MP3 file affected by its bitrate?

a) A higher bitrate always results in a smaller file size

b) A lower bitrate generally means a smaller file and more lost data

3. What is the consequence of using lossy audio formats?

a) Files always decompress to their original size

b) The files end up smaller with some sound waves lost

4. Which of the following statements about AAC files is correct?

a) They are only compatible with Android devices

b) They are known for taking up very little space and being good for
streaming

5. What is the significance of sample rate and bit depth in audio
files?

a) They determine the overall sound quality, with higher values meaning
better audio

b) They are measures of how compressed the audio file is

6. FLAC is known for:

a) Its lossy compression technique

b) Offering lossless compression and being open-source

7. Which audio file format retains all original data making it ideal for
sound engineers?

a) MP3

b) WAV

8. Why might AIFF files be less useful for editing and mixing compared
to WAY files?

a) They do not hold time codes

b) AIFF files cannot be played on PCs

9. What does DSD stand for and what is its primary feature?

a) Direct Stream Digital, known for its high-resolution audio format

b) Digital Stream Decoder, known for its efficient data compression

10. In which situation is it most appropriate to use a lossless or
uncompressed audio format?

a) When optimizing for the smallest possible audio file size

b) When recording or manipulating audio or syncing it to video

9. Translate these sentences from Russian into English:

1. Aynuokomeku — 3TO MPOTrpaMMbl, KOTOPBIC CKHUMAKOT JaHHBIC IS
nepeiay v PaclakOBBIBAIOT ATH JAHHBIC HA PHHUMAIOIICH CTOPOHE.

2. IX cKOpOCTh U3MEPSETCS B ThICSIUaX 00pabaThIBACMBIX OUT B CEKYHITY,
M3BECTHBIX KaK «OUTPEHT» HITH «KOHT/CH.
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3. Kak npaBuio, Oosiee HM3KMH OMTpPEHT O3HAYaeT MEHBILUH paszmep
(haiina, HO 3TO TaKXKe O3HAYAET, YTO MPH CKATUH TepseTcs OOJbIIe TaHHBIX
(3BYKa).

4. lpyrumu BaKHbIMH (paKTOpaMH SIBIIIOTCSI 4aCTOTa JTUCKPETU3AIMU 1
Pa3psAHOCTD.

5. YacToTa AMCKPETH3aLUH — 3TO KOJIMYECTBO BBHIOOPOK (aMILIUTY/BI
CUTHAJIA WIIH «3BYKa») B CEKYHJY.

6. Pa3psaHOCTD OTHOCHUTCS K KOJMUYECTBY OUT Ha BEIOOPKY — YEM BBIIIE
9TO YHUCIIO, TeM TIoJHee (M TIOTEHIIUAIBHO TPOMYE) 3BYK.

7. Aynnohopmatsl ¢ IOTEPSIMU TEPSIOT JJAaHHBIE MU TIepeaye.

8. OHM HE PACMaKOBBIBAIOTCS 0OpPAaTHO 10 MCXOIHOIO pasmepa (aiina,
MI0ATOMY B KOHEUHOM MTOT'€ OHH CTAHOBSTCSI MEHBIIIE, U HEKOTOPBIE 3BYKOBBIE
BOJIHBI TEPSIOTCS.

9. MPEG-1 AudioLayerlll — camblii nonymsipHslii U3 (QopMaTroB ¢
MOTEPSIMH.

10. Advanced Audio Coding nmm daiiner AAC (Takke M3BECTHBIE Kak
MPEG-4 AAC), 3aHUMafOT OYCHb Mall0 MECTa M XOPOIIH I TOTOKOBOM
nepeaad, 0cOOEHHO Yepe3 MOOHUIIBHBIE YCTPONCTBA.

11. ®opmar AAC, Tpebytommii meHee | MB My3pIku B MHUHYTY U
3Byqamuii ydre, yem MP3, mpu ToMm ke outpelite, ucrnons3yercs iTunes /
AppleMusic, YouTube u Android.

12. OggVorbis — 310 GecruiaTHBINA ayJHOKOJCK C OTKPBITHIM HCXOIHBIM
KOZIOM, KOTOpbIi wucmojib3yer Spotify. 13. OH OTIMYHO MOAXOTUT ISt
MOTOKOBOH Ilepe/iaun, HO CKaThe MPUBOIUT K HEKOTOPOH MOTEpe JIaHHBIX.

14. Dxcneptsl cunratoT ero Oosee 3¢hdexTuBHBIM (hopmaTom, uem MP3, ¢
JY4IIMM 3BYKOM IIPH TOM K€ OUTpeiTe.

15. dopmarel 0e3 TmOTeph paclakOBBIBAIOTCS OOpPaTHO 10 WX
MIepBOHAYAIIBHOTO Pa3Mepa, COXPaHssl KaueCTBO 3ByKa HEM3MEHHBIM.

16. CxopocTs nepenaun 6€3 moTepb 3aBUCHT OT TPOMKOCTH U TFIOTHOCTH
MY3bIKH, a HE OT KauecTBa 3ByKa.

17. Hecxarble (opmaTel OCTAIOTCSI OJHOTO pa3Mepa OT MCTOYHHKA 10
MecTa Ha3HauYCHUSI.

18. Eciu BBI citymiaeTe 3alucy YCTHON PeYH WU SIBISIETECH CITyYaliHbIM
cilymaresieM, KOTOPbId HE MPOTHB HEONTHMHU3UPOBAHHBIX MY3bIKaJIbHBIX
(haiinoB, BBl MOKETE MCIOJIB30BATh CHKAThIA (popMaT U CHKOHOMHUTH MECTO B
CBOEIT My3bIKaJIbHOM OHOIMOTEKE.

19. Ecn BBI 3amichIBaeTe ay/iHo, MaHUIYJIMPyeTe UM HIIM HacTpanBacTe
€ro Ha BHJI€0, BCer/ia BeIOMpaiite 0e3 moreps Wi 6e3 CokaTHs.

20. HezaBucumo OT Bammx HOTpeOHOCTEH, /Uit Bac Haipercs (opmar
aymuoaiina.
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FINE-TUNE YOUR SOUND AND EDIT
IN PREMIERE PRO

UNIT VI

1. Practice the pronunciation of the new words and memorize
them.
1. accessibility [okseso bilitr] JocTymHOCTB
2. adjust — HacTpamBaTh, OTPETYIUPOBAThH
3. clarity [ 'kleerrtr] weTkocTh
4. drag — neperamurhb
5. fade-in — mcue3aTh B; yBENUIHUBATH (311.)
6. fade out — ymensmats (31.)
7. fine-tune — TOYHO HACTPOUTH
8. impact — BIUATH
9. layer — Hak1apIBaTh
10. loudness ['lavdnis] HacTpoiika rpoMKOCTH
11. matchup — coOTBETCTBOBAaTh, COOTHOCUTH
12. overlay — HaknaneiBaTh
13. pair — coeIMHUTH
14. polished — 6e3ymnpedno
15. presets — npenaycTaHOBKa
16. reduce — yMeHBITUTH, COKPATHUTH
17. reverb — peBepOeparus
18. seamlessly ['si:mloslr] 6eciroBHO; TIIaBHO
19. standout — BBIAETATHCS
20. trim — oOpe3aThb
21. tweak — HacCTpOHUTH
22. unify — 00beUHATE

2. Practice the pronunciation of the following word- combinations and
memorize them:
1. audio editing — penakTupoBaHuE ayHO
. audio mixing — MUKIINPOBAaHUE 3ByKa
. auto-match — QyHKIISI aBTOMaTHIECKOTO TOI00pa
. background frequencies — ¢oHOBBIC YACTOTHI
. common loudness — o01m1ast T[POMKOCTH
. De Hum audio — ymanenne mryma u3 3Byka
. disparate audio clips — pa3pO3HEHHBIC ayAHOKIIHIIBI
. ducking settings — npuriyiieHue 3Byka
. feature-length film — monHOMeTpaXHBIN QHUIBM
10. high-quality footage — BBICOKOKA4YECTBCHHBIC BUICOMATEPHAIIBI
11. overlay a voice over — HakJ1aJpIBaTh roJI0C 33 KaJpOM

O 003N L b W
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12. projectpanel [ ‘prodzektpaenl] manens mpoekTos

13. reduce rumble — ymeHbIIIEHHE TPOXOTA

14. right-click — menxHyTh npaBoil KHOIIKOM MBIIIN

15. seamlesssoundtrack — 1eNbHBINA cayHATPEK

16. soundtrack volume — rpoMKOCTb 3ByKOBOI'O CONPOBOKICHHUS

17. tag clips — moMedaTs KITHITBI

18. uniformly across different clips ['juinrformli] crmemate maBHBII
MePexo/1 3BYKOBBIX A (EKTOB

3. Read and translate the text.
Text I
Fine-tune your sound and edit in Premiere Pro

Audio editing that makes an impact.

From short YouTube video shot on an iPhone to feature-length films, the
perfect soundtrack can help your video project hit all the right notes. And with
video and audio editing software like Premiere Pro, you can easily edit and
pair the ideal audio file with your video clip.

Audio mixing is a balancing act. You want the dialogue to stand out from
the background music, and the sound effects need to match up with the action
on screen. With the audio workspace in Premiere Pro, you can repair, adjust,
and layer your sounds and effects for a seamless soundtrack. Plus, when you
arrange audio clips by color and track, it’s easy to organize your work and
apply audio effects uniformly across different clips.

How to start editing audio in Premiere Pro.

1. Import all of your video files and audio clips into Premiere Pro.

2. Wait for the audio workspace to automatically open.

3. Drag and drop the audio clips from the project panel into your timeline.

4. Cut, trim, and arrange the audio clips on your timeline.

5. Change the color of clips and place them on different tracks to keep your
work organized.

6. Right-click on an audio clip to see the main tools and start applying
effects.

Different kinds of audio to edit.

No two sounds are the same, but when you tag clips by audio type in the
Essential Sound panel , you can easily adjust the most appropriate levels and
effects for similar kinds of audio.

Adjust the dialogue.

When you tag audio clips as Dialogue, you can unify different recordings
for a common loudness. If you overlay a voiceover into your video, make sure
you reduce the background noise, adjust the reverb, and improve the clarity.
To increase the accessibility of your video, you can also easily add subtitles to
ensure everyone understands the conversation.

Edit the music.
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If you tag audio clips as Music, use the mixing tools to ensure that all
your audio tracks aren’t all the same volume. For example, in professional
videos, music is often quieter and sits behind the dialogue. Use the loudness
and ducking settings to fade in and fade out the soundtrack volume while
conversation happens. If you’re looking for a place to start, you can import
free music or free video clips from Adobe Stock.

Tweak sound effects.

The Sound Effects (SFX) tag lets you mimic different settings in your
audio. Use SFX presets to instantly make music sound like it originates from
a specific location — like outside of the room or in a car driving by. Then
adjust the volume and use the auto-match on your existing sounds to mix them
seamlessly into the rest of your track.

Create atmosphere.

For background noise, use the Ambience audio tag. You can adjust
loudness, add reverb, and mix the sounds to create atmosphere and set the
scene for your dialogue or music.

Simple edits to improve your audio.

A well-mixed audio track can help your video sound polished. If you have
disparate audio clips, you can change the volume of each clip independently,
so you can fine-tune every aspect of your soundtrack. Or you can use the audio
track mixer to apply effects across whole tracks, so each separate audio clip on
that track will have the same effect.

The best video starts with high-quality footage and sounds. If you need
to repair the audio quality, use the Reduce Noise, Reduce Rumble, and
DeHum audio tools. These settings target specific background frequencies
and unwanted clicks and noise that often appear on audio tracks.

4. Answer the following questions:

1. What are the first steps to take when beginning to edit audio in Premiere
Pro?

2. Why is it important to balance dialogue and background music when
mixing audio?

3. Can you list some methods to organize audio clips in Premiere Pro for
efficient editing?

4. How does tagging audio clips by type in the Essential Sound panel
benefit the editing process?

5. What are some common audio issues that can be addressed using
Premiere Pro’s audio tools?

6. How do you ensure that dialogue audio tracks have consistent loudness
across different recordings?

7. What strategies can be used to adjust music tracks when they’re
competing with dialogue in a video?

8. What is the purpose of using SFX presets in audio editing?
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9. How can you create atmosphere with background noises in Premiere
Pro?

10. What is the advantage of using the audio track mixer over adjusting
individual clips?

5. Give Russian equivalents of the following:

(OHOBBIE YaCTOTBI M HE)KeJaTelbHbIC LICTYKH M LIyMbI; B3STH BCE
HYKHBIE HOTBI; COCJMHHUTH €r0 C BAallMM BHICOKJIUIIOM; BBIACISUICS Ha
(oHEe My3BIKH; COOTBETCTBOBATh ICHCTBHIO Ha YKpaHe; BOCCTAHABINUBATD,
HacTpauBaTb M HaKJIaAbIBATh CJIOHU; KPOME TOI'O; 3allMCU JIJId TOCTHKCHUSA
oOmieil TPOMKOCTH; YMEHBIIUTH (OHOBBIA IIYM, OTpPEryJIHpPOBaTh
peBepOepantio ¥ yIydlinTh YeTKOCTh; 3BYYHT THIIEC U HaXOAMUTCS 1031
Jyanora; HayHUTE HpUMEHATh 3(QeKTsl; (QYHKIUS aBTOMATHYECKOIO
1o 00pa CyIIECTBYIOMINX 3BYKOB; 33/IaTh CIICHY JUISl BAallero AMajora Miu
MY3BIKH; TPOCTBIC IMPABKH ISl YJIYUIIEHUS 3BYKa; JIETKO OpraHM30BaTh
Baily paboTy; aBTOMAaTHYECKOE OTKpbITHE padoueil obiacTu aynuo;
BBIPEXKBTE, OOPEKBTE M YNOPSI0YbTE ayIUOKIMIIBI; YTOOBI Bama paboTa
OblIa yIopsI0YeHa; IIOMeYaTh KIHUITEI IO THIY 3ByKa Ha NaHeln; Hauboiee
HNOAXOASIINE YPOBHU M 3((EKTHI; XOPOLIO CMHUKIIMPOBAHHAS 3BYKOBas
JOPO’KKA; Pa3pO3HEHHBIC ayANOKIHIIBI; HHCTPYMEHTHI YMEHBIICHNUS IIyMa,
YMEHBIIECHUS IPOX0Ta U yAAICHHS IIyMa U3 3ByKa

6. Give Russian equivalents of the following:

start applying effects; use SFX presets to instantly make music sound like
it originates; mix them seamlessly into the rest of your track; can help your
video sound polished; disparate audio clips; use the audio track mixer; starts
with high-quality footage and sounds; reduce Rumble and DeHum audio
tools; hit all the right notes; easily edit and pair the ideal audio file; repair,
adjust, and layer; adjust the most appropriate levels and effects; overlay a
voiceover into your video; the reverb, and improve the clarity; that all your
audio tracks aren’t all the same volume; music is often quieter and sits behind
the dialogue; loudness and ducking settings to fade in and fade out;

7. Match the equivalents to the word combinations given in the left
column.

—

1. |easily edit and pair the ideal KOT/1a BBl IIOMEYaeTe KITUTIBI
audio file with your video clip 0 TUITY 3ByKa HA TTaHEeIH
Essential Sound, BbI MokeTe
JIETKO HACTPOUTH Hamboee
MOAXOISIIME YPOBHU U

3¢ GEeKThI 1715 aHATOTHIHBIX
THUIIOB 3ByKa
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2. |the dialogue to stand out from |2. |4TOOBI MTHOBCHHO 3aCTaBUTH
the background music, and the MY3bIKY 3BY4aTh TakK, Kak OyaTo
sound effects need to match up OHa MCXOJUT U3 OIIPEICIICHHOTO
with the action on screen Mmecra

3. |it’s easy to organize your 3. |HaCTpOIKH HalEJICHBI HA
work and apply audio effects OTpeieICHHBIC (POHOBBIC
uniformly across different clips YaCTOTHI U HEXKEIATENIbHBIE

IICJTYKU U [ITYMBI

4. |wait for the audio workspace to |4. |peryaupoBaTh IPOMKOCTb,

automatically open JI00aBJISITH peBepOeparuio 1
MUKILIHIPOBATH 3BYKH

5. |place them on different tracks to | 5. |ucmonp3yiiTe GYHKINIO

keep your work organized ABTOMAaTHYECKOTO TOI00pa
CYIIECTBYIOIIUX 3BYKOB, YTOOBI
IUIABHO CMEIIATh UX

6. | when you tag clips by audio type | 6. |Jerko oTpeaakTUpOBaTh
in the Essential Sound panel, WleaNIbHbIN ayanodaiin u
you can easily adjust the most COCIHUTH €TO C BaIllUM
appropriate levels and effects for BUCOKITHIIOM
similar kinds of audio

7. |unify different recordings fora |7. |YUToObI MOBBICUTH JOCTYITHOCTh
common loudness BAILIETO BUJIEO, BBI TAKKE

MOXETe JIETKO 100aBUTh
CyOTUTpBI

8. | make sure you reduce the 8. | Hy)XHO yIy4IINTH KAa4e€CTBO
background noise, adjust the 3BYKa, BOCIIOJIB3YHTECh
reverb, and improve the clarity MHCTPYMEHTaMH Y MEHbILICHUS

LIyMa, YMEHBILIEHUS TPOX0Ta U
yIaJIeHus IIyMa U3 3ByKa

9. |to increase the accessibility of |9. |4T0OBI co3maTh aTMOChepy
your video, you can also easily 1 33/1aTh CIICHY IS BaIllero
add subtitles JTHAJIOTA WA MY3BIKA

10. | music is often quieter and sits | 10. | yOemurech, 4To BB
behind the dialogue YMEHBIIIN (DOHOBBIH IIyM,

OTPEryIHPOBAIIH peBepOepaLHio
1 YJTy4IIAIN YeTKOCTh
11. | to instantly make music sound |11.|4TOOBI AUATOT BBIACIISICS

like it originates from a specific
location

Ha (hoHE My3BIKH, &

3BYKOBBIE 2P (PEKTHI TOTKHBI
COOTBETCTBOBATH JICUCTBHIO HA
JKpaHe
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12. | use the auto-match on your 12. | pa3mMecTUTe UX Ha pa3HbIX
existing sounds to mix them JIOpPO’KKax, 4TOOBI Bama pabora
seamlessly OBLTa yrIopsiI0YcHA

13. | adjust loudness, add reverb, and | 13. | 1o’kaUTECh ABTOMAaTHUECKOTO
mix the sounds OTKpBITHS paboyeii obnacTu

ayauo

14. | to create atmosphere and set 14. | My3bIKa 9acTO 3BYYHUT THUIIIE 1
the scene for your dialogue or HAXOJUTCS 10311 AUAIOTa
music

15. | need to repair the audio quality, | 15. | 00beTMHNTH pa3HbIE 3aMUCH
use the Reduce Noise, Reduce JIJISL JOCTHGKEHHMSI 001
Rumble, and DeHum audio TPOMKOCTH
tools

16. | settings target specific 16. | cTaHOBUTCS JIETKO
background frequencies and OpraHM30BaTh Bally padoTy
unwanted clicks and noise Y PaBHOMEPHO IPUMEHSTh

3BYKOBBIE 3()(HEKTHI K Pa3HbIM
KJIMIIaM

8. Read the questions and choose the correct answers.
1. How can you unify the loudness of different dialogue recordings in

Premiere Pro?

A) by increasing the background noise

B) by tagging the audio clips as Dialogue

C) by adding subtitles to the video

D) by reducing the clarity

2. What tool in Premiere Pro allows you to instantly adjust music volume

behind dialogue?
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A) Mixing tools

B) Sound Effects (SFX)

C) Essential Sound panel

D) Ducking settings

3. How can you create atmosphere in your audio tracks using Premiere Pro?
A) by making all audio tracks the same volume

B) by tagging audio clips as Ambience

C) by importing free video clips from Adobe Stock

D) by reducing the noise in the background

4. What does the Reduce Noise audio tool target in Premiere Pro?
A) unwanted clicks and noise

B) sound effects

C) volume adjustments

D) specific background frequencies



5. How can you fine-tune every aspect of your soundtrack in Premiere
Pro?

A) by using the auto-match feature

B) by changing the color of clips

C) by applying effects across whole tracks

D) by changing the volume of each clip independently

6. Which tag in Premiere Pro allows you to adjust the settings to mimic
different locations in your audio?

A) Music

B) Ambient audio

C) Essential Sound panel

D) Sound Effects (SFX

7. What is the purpose of the DeHum audio tool in Premiere Pro?

A) to mimic different settings

B) to reduce background noise

C) to adjust loudness

D) to remove unwanted hum or buzzing sounds

8. What does the Essential Sound panel in Premiere Pro allow you to do?

A) adjust the reverb

B) mimic different locations

C) easily adjust levels and effects for similar kinds of audio

D) reduce unwanted noise
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CONVERTING AUDIO FILE FORMATS
UNIT VII

. Practice the pronunciation of the new words and memorize them.
. archival [a: 'karval] apxuBupoBanue

. auto-ducking — oTkIrOUEHHUE 3BYKa

. backup — pe3epBHas komus

. crossfade — mepexpecTHEIHN mepexox

. download ['davnloud] ckaunBats, 3arpyxarb

. elevate [ elvert] — mogHMIMATh, MOBBIIIATE, YIYYIIHTH (311.)
. eliminate — ynansare

. extract — M3BJICYb

. label [leibl] nomeuats

10. pickup — momyuurs (31.)

11. playback — BocnpousBenenne

12. redundant [r1'dandont] u30BITOYHEIIH

13. retain — coxpaHsTh

14. settings — HaCTpOHKH

15. template [ 'tem.plert] obpaser, madon

16. trim — oOpe3aThb

17. weave [wi:v] meperuieraTb, COeANHATH, JOMOTHUTH

O 00 1O\ DN B WK

2. Practice the pronunciation of the following word-combinations and
memorize them:
1. alert sounds [2'13:t] 3Byku omoBemicHus
. ambient noise [ '@mbiront] BHENIHNE, OKPYIKAIOLIHE IIYMBI
. audio conversion — npeoOpa3zoBaHKe 3ByKa
. batch of files — naxer ¢aiinos, nanka
. batch processing window — okHO makeTHOH 00pabOTKH
. entire batch [1n'taro baeff] remas rpymnma, Bech maket
. fade in and fade out — npurmymars, perynipoBaTh
. hard drive — xectkuii auck
. high-fidelity file — BpICOKOKauECTBEHHBIN ayarOGaiin
10. integrate effects — unHTErpUpOBaTH YPPEKTHI
11. intuitive tools [m tju:rtiv] — MHTYUTHBHO TIOHATHBIE HHCTPYMEHTBI
12. polished soundtrack — 6e3ymnpedHblii cayHATPEK
13. remix an audio soundtrack — cMOHTHPOBATh 3BYKOBYIO JIOPOKKY
14. synced sound effects — CHHXpOHH3UPOBAHHBIC 3BYKOBBIE (D PEKTHI
15. tips and tricks — coBeTHI 1 peKOMEHTAIUH
16. unlock hidden information — packpbITh CKPBITYIO HH(OpPMALHIO;
Paz0I0KUpPOBaTh
17. get away — 00OXOIUTHCS

O 031N L b WIN
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3. Read and translate the text.
Text 1
Converting audio file formats

Another simple way to elevate your audio is to weave around the dialogue
in a scene with crossfades and auto-ducking. These settings can fade in and
fade out the background music and ambient noise around the conversation,
ensuring the dialogue is understandable.

Follow these tutorials to take your audio editing further. Whether you
need to trim video clips or completely remix an audio soundtrack, the right
audio and video editing software and templates can help. Follow these tips
and tricks to explore the functionality of video editing tools in Premiere Pro,
and turn simple media files into great video projects.

Import audio to your videos.

Start with the basics and learn how to add audio to your videos. Then,
learn how to import, label, and organize your audio files for easier editing.

Explore the world of sound effects.

Sound effects are essential to video production. Use these tips to integrate
effects and create atmosphere.

With intuitive tools and professional effects, Premiere Pro can streamline
your audio editing process. Every video you create can have a polished
soundtrack, clear dialogue, and perfectly synced sound effects. Give audio
editing a try for yourself, and help your videos get seen and heard.

Converting audio file formats is a common task for any producer or
engineer. This is how to understand different types of audio files and how to
convert them.

The process of changing one type of audio file to another is known as audio
conversion. It’s a necessary part of making sure audio is playable and useful in
different contexts because different audio file formats have different uses. The
audio files a producer or engineer works with aren’t the same as the files you
download to your hard drive. The audio files used by music streaming services
like Spotify are a different format, as well.

Types of audio files.

There are three major types of audio files. Each type is useful in different
circumstances.

Uncompressed files.

Uncompressed audio formats are generally the audio tracks you get when
recording. These files are very large and contain all of the information picked
up by studio equipment. These formats are good for archival and editing
purposes, but their large file size makes them impractical for other uses.
Uncompressed audio files include WAV, AIFF, DSD, RAW, and PCM.

Compressed lossless files.

To make audio files smaller to save space for archival, distribution, or
playback purposes, you should compress them. Compressed lossless files
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eliminate some redundant information within the file structure, making the
file smaller but still ensuring it retains all of the information. These files are
often used in sound mixing and engineering. Compressed lossless files include
FLAC, ALAC, APE, and VOC.

Compressed lossy files.

Compressed lossy files eliminate some digital information that is not
entirely necessary to deliver sound. They have the vast majority of the original
data, but not all of it, which is where the /ossy name comes from. These files
are useful for downloading and streaming because they are relatively small.
Most music files are some kind of compressed lossy format. Compressed
lossy formats include AAC, WMA, Ogg Vorbis, and MP3 files.

If you’re creating a file to be used on a Mac or Windows desktop, you can
get away with a lossless file. However, if you’re working on a project that’s
going to be streamed onto an iPhone, a lossy file is going to offer a better user
experience.

Audio conversion in Audition is simple, whether you’re converting a
single file or an entire batch of them. Adobe supports a variety of file types,
ranging from high-fidelity, high-quality audio to low-fidelity audio files most
associated with alert sounds and ringtones.

How to convert a single file.

1. Click on File Export or Save As.

2. Choose the file type that you want to convert the file to.

3. Choose a new name and location for the file.

4. Click Export or Save.

How to convert a batch of files.

1. Open a batch processing window.

2. Drag all the files you want to convert into the batch processing window.

3. Choose how the files will be named and where they will be stored.

4. Click Export All

Best practices for converting audio files.

In general, audio conversion is useful for turning large files into smaller
files. Compressed files can be converted to uncompressed lossless files or
compressed lossy files fairly easily. However, converting compressed lossy
files into uncompressed files will not make those files more complex or unlock
hidden information. It will just put the same information into a different
format.

Because of that, it’s generally a good idea to keep original files for
archival purposes. If compressed files are lost, an uncompressed file can
create a new one. However, if uncompressed files are lost, that information
is gone forever. As long as you keep uncompressed files, you can always
convert files into another format as needs arise. This is good practice when
working with recorded audio or when you extract audio from video files —
always have a backup.

72



4. Give answers to the following questions on the basis of the text.

1. How can crossfades and auto-ducking enhance the clarity of dialogue
in a scene?

2. What are some key features of audio and video editing software that can
help improve your video projects?

3. Why are sound effects important in video production?

4. How does Premiere Pro streamline the audio editing process and help
create polished soundtracks for videos?

5. What are the differences between uncompressed, compressed lossless,
and compressed lossy audio file formats?

6. When is it recommended to use a lossless file versus a lossy file for
different platforms like Mac, Windows, or iPhone?

7. What are the steps involved in converting a single audio file using Audition?

8. How can batch processing in Audition simplify the process of converting
multiple audio files at once?

9. What are some best practices to keep in mind when converting audio
files to ensure efficient file management and preservation of original data?

10. Why is it crucial to maintain uncompressed files for archival purposes
when working with audio files?

5. Give Russian equivalents of the following:

NPHUTITYIIaTh (OHOBYIO My3BIKY M OKPYKAaIOIIMH IIyM; oOecreunBast
HNOHATHOCTh JIMAJIora; HE3aBUCUMO OT TOro, HY)XXHO JIM BaM oOpesaTb
BUJICOKJIUITBI WITH TTOJTHOCTBIO IIEPEIeIIaTh 3BYKOBYIO JOPOXKKY; CISTYHTE ITUM
COBETaM M PEKOMEHIALIAM, YTOOBI U3YUHTh (PyHKIIMOHAILHOCTE HHCTPYMEHTOB
PEIAKTHPOBAHMS BHIICO; HAYHMTE C OCHOB M y3HAiTe, KaK MOOABISThH ayIHo;
MUMITOPTUPOBATh, IOMEYaTh M YIOPSIOYMBATh ayAuO(pailiibl UIsl YIPOIIEHUS
PENaKTUPOBaHMs;, OIarofapss WHTYHUTHBHO IOHATHBIM HHCTPYMEHTAM |
npodeccHoHANBHBIM 3 deKTaM; yIpOCTUTh MPOLECC PEIAKTHPOBAHHUS 3BYKa;
nonpoOyHTe caMH OTPEAAKTUPOBATH; OBITh YBHICHHBIMU U YCIIBIIIAHHBIMH;
npeoOpa3oBaHUe ayIHo; 4YacTh 00ECIICUCHHS BOZMOKHOCTH BOCIIPOM3BEICHHS
ayIyo M €ro KCIOJb30BaHUS; COACpXKAaT BCKO HMH(OpMaLHo, COOpaHHYIO
CTYyIMiTHBIM 00OpYZOBaHMEM; JieJaeT WX HENPAKTHYHBIMH JUIS JPYTHX
HeJeil; IS SKOHOMHH MeCTa IPU apXMBHPOBAHUH, PACHPOCTPAHEHHU WM
BOCIIPOU3BEACHNH;, YCTPAHSIIOT HEKOTOPYIO H30BITOUHYIO HH(OpPMALHIO B
CTpykType (aiiia; rapaHTHpysl COXpaHEHHEe Bced HHGPOPMALUM; yIAISIOT
HEKOTOpYIo HU(POBYI0 MHPOPMALUIO, KOTOpask HE COBCEM HEOOXOIUMa s
BOCIIPOM3BCACHUA 3BYKa, IOAABJIAIOLICC 6OJ'II)IHI/IHCTBO HUCXOOHBIX HOAaHHBIX,
MOCKOJIBKY OHHM OTHOCHTENIbHO HEOOIIbIINE; MOXKETe 000UTHCH (aiiioM Oe3
HOTeph. 0OSCTICYNT JTYUIINil MONB30BATENBCKUI OIBIT; HE3aBUCUMO OT TOTO,
KOHBEPTHpPYETE JI Bbl OJMH (ailn win ueyro rpymiy (aiiinos; yaiie Bcero
ACCOIMHPYIOTCS CO 3BYKAMHU OMOBEIICHUIT U MEJTO/IUSIMH 3BOHKA; (DaiiiTbl MOYKHO
JIOBOJIBHO JIETKO MPeoOpa3oBath; MPOCTO MEPEBEeT Ty e MH(OpMALHIO B
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Jpyroii gopmart; u3-3a 3TOro, Kak MpaBHiIo, PEKOMEH/YETCSl COXPAHATh; ITOKa
BBl XpPAaHUTE HEC)KAThIE (halIIbl

6. Give Russian equivalents of the following:

to weave around the dialogue in a scene with crossfades and auto-ducking;
fade in and fade out the background music; to take your audio editing further;
the right audio and video editing software and templates; turn simple media
files into great video projects; have a polished soundtrack, clear dialogue, and
perfectly synced sound effects; the process of changing one type of audio
file to another; audio files used by music streaming services; generally the
audio tracks you get when recording; formats are good for archival and editing
purposes; space for archival, distribution, or playback purposes; eliminate
some redundant information within the file structure; but still ensuring it
retains all of the information; eliminate some digital information that is not
entirely necessary to deliver sound; have the vast majority of the original data;
files are useful for downloading and streaming; ranging from high-fidelity,
high-quality audio to low-fidelity audio files; a batch processing window; for
turning large files into smaller files; unlock hidden information; information is
gone forever; As long as you keep uncompressed files; always have a backup.

7. Read the questions and find the appropriate answer:

1. When editing audio, what does auto-ducking refer to?

A) Increasing the volume of background music throughout the entire scene

B) Speeding up the dialogue to make it more understandable

C) Removing all ambient noise from the scene

D) Fading in and fading out background music and ambient noise around
dialogues

2. Which software is mentioned as a tool for editing audio and video in
the given context?

A) Audition

B) After Effects

C) Nlustrator

D) Lightroom

3. What is the purpose of converting audio file formats?

A) To increase the file size

B) To reduce the quality of the audio

C) To add visual effects to the audio files

D) To ensure compatibility and usability in different contexts

E) To make the audio files more difficult to work with

2. Which software is mentioned as a tool for editing audio and video in
the given context?

A) Audition

B) After Effects

74



C) Hlustrator

D) Lightroom

3. What is the purpose of converting audio file formats?

A) To increase the file size

B) To reduce the quality of the audio

C) To add visual effects to the audio files

D) To ensure compatibility and usability in different contexts

E) To make the audio files more difficult to work with

4. Which of the following is NOT listed as a major type of uncompressed
audio file format?

A) PCM

B) DSD

C) WAV

D) MP3

5. What are compressed lossy audio files mainly used for?

A) Sound mixing and engineering

B) Streaming and downloading

C) Adding atmosphere to videos

D) Archival purposes

6. In Adobe Audition, what can be done to convert a single audio file?

A) Choose a random file type for conversion

B) Click on File Import

C) Close the software and reopen it

D) Click on File Export or Save As, choose the file type, name, location,
and click Export or Save

7. Which audio file format is NOT mentioned as a type of compressed
lossless file?

A) FLAC

B) AAC

C) vocC

D) ALAC

8. Why is it recommended to keep original uncompressed audio files for
archival purposes?

A) To easily convert them to different formats as needs arise

B) To increase the file size

C) To create hidden information in the files

D) To prevent any other format conversion in the future

9. What is the purpose of batch processing audio files in Adobe Audition?

A) To compress lossless files

B) To increase the file size of the audio files

C) To convert multiple files simultaneously

D) To permanently delete the files

E) To add background music to all audio files
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10. What is the purpose of batch processing audio files in Adobe Audition?
A) To compress lossless files

B) To increase the file size of the audio files

C) To convert multiple files simultaneously

D) To permanently delete the files

E) To add background music to all audio files

Ex. 8 Translate the following sentences into English:

1. Eme oauH mpocToii crnocold ymydInTh KauecTBO 3ByKa — JIOMOJIHHUTH
JUAJIOT B CHEHEC ITCPEKPECCTHBIMU TEPEXOaMU U ABTOMATUYECKHUM OTKITFOUCHUEM
3ByKa. OJTH HAaCTPOWKM MO3BOJISIOT NPHUINIYIIATh (POHOBYIO My3BIKY U
OKpY’)Karolllie IIyMbl BO BpeMsl pas3roBopa, oOecriednBas paz0OpUMBOCTH
Jiaora.

2. He3aBucuMO OT TOro, HYKHO I BaM 00pe3aTh BUICOKIIHIIBI WU
MIOJTHOCTBIO CMOHTHPOBAThH 3BYKOBYIO JJOPOJKKY, BaM IIOMOTYT ITOJIXO/SIINE
MPOTPAaMMBI ISl peTaKTUPOBAHUS ayTMO M BUJICO U MIA0JIOHBI.

3. 3BykoBbIe 3 (eKTh HEOOXOIMMBI TS CO3/IaHusI BUeo0. Bocronp3yiitech
STHMH COBETaMH, YTOOBI HHTETrpUpOBaTh 3(h(HEKTHI M CO3/1aTh aTMochepy.

4. bnaroyapst MHTYUTHBHO OHATHBIM HHCTPYMEHTaM 1 IPO(ECCHOHATBHBIM
a¢dexram PremierePro MoXeT yHIpOCTHTB MPOIECC PENAKTUPOBAHUS 3BYKA.
Kaxxpoe co3zmaHHOE BaMM BHIIEO MOXKET MMETh O€3yNpedHbIil cayHITpEK,
YCTKUEC TUAJIOTU U UJICAJIbHO CUHXPOHHU3UPOBAHHBIC 3BYKOBBIC 3(1)(1)GKTI)I.

5. Tlpomecc mnpeoOpa3oBaHHs OAHOrO THHa ayauodaiiia B Apyroi
M3BECTEH Kak IpeoOpa3oBaHue 3ByKa. DTO HEOOX0AUMast 4acTh 00eCIICYCHUS
BO3MOXKHOCTH BOCIHPOM3BEACHUS 3BYKa M €ro IOJIC3HOCTH B Pa3IMYHBIX
KOHTEKCTax

6. CyIecTByeT TpH OCHOBHBIX THITA ayIHO(aIIOB.

a) Hecxxatbie aynmodopMaTsl — 3T0, Kak MPaBUIIO, 3BYKOBBIE TIOPOXKKH,
KOTOpBIE BBI ITOJIy9aeTe ITPH 3aITUCH. DTH (aliiIbl O4eHb OOJIBIINE U COEPKAT
BCIO MH(OpMALMIO, TTOMYYEHHYIO C MOMOIIBIO CTYAWHHOTO 000pY/IOBAHMS.
Ot QopmaTel XOpOIIM JUIA apXMBHPOBAHUS M PEIAKTHPOBAHUSA, HO HX
00BIION pa3Mep eNaeT UX HeMIPAKTUIHBIMHE T ApYyTHX Heneil. K HecxaTeim
aynuodaitnam otHocsaTcss WAV, AIFF, DSD, RAW u PCM.

b) Cxatble (aitnbl 0e3 motepb. UToObl YMEHBIINTD pazMep ayauodaiiion
U COKOHOMHUTb MECTO [UI1 AapXUBHUPOBAHUsA, PACIPOCTPAHEHUSA WIIA
BOCITPOM3BEICHUSI, UX cienyeT cxarb. CkaTbie (ailiibl 0e3 MoTeph yAasoT
HEKOTOPYIO M30BITOYHYIO HH(OPMAIHIO 13 (haiiIoBON CTPYKTYPBI, YMEHBINASA
pa3mep ¢aiiia, HO IPU STOM COXpaHsis BCio HH(opManuio. ITH paiiiasl 4acTo
UCIIOJIB3YIOTCSI IPH MUKIIMPOBAHHUH 3BYKa M MHKeHepHH. K coxaTbiM daiiinam
6e3 moteps oTHOCATCT FLAC, ALAC, APE 1 VOC.

¢) CxxaTple (haiiinbl C TOTEPSIMU IMTO3BOJIAIOT Y IATUTH HEKOTOPYIO IU(PPOBYIO
nH(popManuio, KOTopass HE COBCEM HEOOXOoIMMa JUIs BOCIIPOM3BEICHUS
3Byka. OHHM cozepXar MOJABISIONIEe OONBIIMHCTBO HMCXOMHBIX JaHHBIX,
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HO HE BCe, OTCIO/Ia U Ha3BaHue (ailioB ¢ motepsiMu. DT (ailiibl y100HbI
JUIl 3arpy3KM M TIOTOKOBOW IIepe/iaud, MOCKOJBbKY OHH OTHOCHTEJBHO
HeOonpmme. K gopmaram co cxateiMu motepsiMu oTHOcsATCs aitnmsl AAC,
WMA, OggVorbis u MP3.

7. Adobe moxmmepxwBaeT ~ MHOXKECTBO  THIIOB  (aiijloB,  OT
BBICOKOKaUE€CTBEHHBIX ay IHO0(aiIIOB C BBICOKONH TOYHOCTHIO BOCIIPOU3BEICHUS
10 ayano(aiyioB ¢ HU3KOW TOYHOCTBIO BOCHPOM3BEACHHS, KOTOPHIEC dalle
BCETO aCCOLUHMPYIOTCS CO 3BYKaMH OMOBEILICHHUH 1 MEIOJUSIMH 3BOHKA.

8. B memnom, mpeodOpa3oBaHus 00JbiuX (ailyioB B (aiiibl MEHBIIETO
pa3mepa. CxxaTbie Gailibl MOKHO TOBOJIBHO JICTKO MPEOOPa30BaTh B HECKATHIC
(haiinbl 6e3 noreph WK cxkaThie Gaiiibl ¢ notepsimu. OTHaKO peodpazoBaHue
CKaThIX (aiiJIoB ¢ MOTEPSIMU B HEC)KAThIe (Dailyibl HE YCIIOKHUT 3TH (hailiibl 1
HE OTKPOET CKPHITYI0 HH(OPMALHIO.

9. ITo aT0ii MpruMHE, KaK MPaBUII0, PEKOMEHJIYETCSI COXPaHSTh HCXOIHBIC
(aiinel B apxXxuBHBIX Helsx. Ecim ckarele ¢aiinsl OyayT MOTEpsHBI,
HEC)KATHIH (aiil MOKET co31aTh HOBBIA. OIHAKO, €CIM HEC)KAThIC (aiiiibl
OynmyT moTepsiHbl, 5Ta WHGOPMAIHS HCUe3HEeT HaBcerja. [loka BbI XpaHHUTE
HecKaThle (haiIlbl, BB BCET/Ia MOJKETE KOHBEPTHPOBATh UX B APYroi (opmat
0 Mepe HEOOXOUMOCTH

9. Read and give the adequate translation of the text.
TEXT II
How to add sound effects to videos

Adding sound effects is an essential part of video production. Get
comfortable with sound effects editing. Sound effects are an often overlooked
yet essential part of any video.Find sound effects for free on Adobe Stock or
create your own. Add multiple layers of sounds to any video using Premiere
Pro.

What are sound effects?

Most people know that sound effects (sometimes shortened to “SFX”) are
any audio a viewer hears that doesn’t come from the video recording itself. But
what many might not realize is that, while on-set microphones pick up things
like dialogue, filmmakers add all other audio in post-production. Movies, TV,
and video games would be quite unsettling without these externally created
sounds.

Sound effects can be anything from the ambient sounds of the wilderness
to the loud whoosh of an airplane. Whether they’re almost deafening or nearly
imperceptible, they’re always the result of careful creative work.

Here’s a brief rundown of the different types of sound effects, and how to
add accurate and convincing audio effects to your video in Adobe Premiere Pro.

Types of sound effects.

When it comes to professional sound design and editing, audio and sounds
are grouped into four major categories.
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1. Isolated sounds are normal, everyday noises that you hear in daily
life. Car beeps, barking dogs, and jackhammers in a busy city are all isolated
sounds. Isolated sound effects are usually easy to find in sound effect libraries,
and if you want something basic, like the sound of a door closing, royalty-free
collections of audio clips will almost certainly have what you’re looking for.

2. Specialty effects are new sounds created especially for a production.
Specialty effects are especially popular for fantasy and sci-fi. A dragon’s roar
or the low hum of a lightsaber are not sounds that exist in the real world, so
they have to be created.

3. Foley sounds, like specialty effects, are created specifically for a
production. Often, Foley artists will time their sounds to whatever is happening
on screen. If a character is walking through gravel, a Foley artist will record
themselves doing the same, timing their steps with the character on screen.
Foley effects are named after Jack Foley, an early sound effects designer who
worked during the first years of sound filmmaking.

4. Ambience is the background sound of a given environment. The
background noise of a city street is different from the background noise of
a forest, which is different from the background noise of an office building.
Every scene requires background ambience, otherwise it risks sounding
unnatural. Sometimes you’ll have to remove background noise from an
existing recording before adding background noise of your own.

10. Give answers to the following questions on the basis of the text.

1. How do sound effects enhance the overall viewing experience of a
video?

2. What distinguishes isolated sounds from specialty effects in the realm
of sound design?

3. Can you explain the significance of Foley sounds in post-production and
how they contribute to a scene?

4. How does the creation of specialty effects differ from sourcing isolated
sounds for video production?

5. In what ways can ambient sound effects help to create a more immersive
environment for viewers?

6. What role does sound design play in establishing the mood and
atmosphere of a video?

7. How can multiple layers of sound effects be effectively integrated into
a video using Premiere Pro?

8. What are some common challenges faced when selecting and editing
sound effects for a video project?

9. How can sound effects be used creatively to enhance storytelling and
engage the audience?

10. Can you provide examples of how sound effects have been used to
evoke emotions or convey specific messages in popular films or TV shows?
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11. How are sound effects different from sounds captured during video
recording?

12. Why are sound effects considered essential in movies, TV shows, and
video games?

13. How can filmmakers obtain sound effects for their productions?

14. In what stage of production are sound effects typically added to a video?

11. Read the questions and find the appropriate answer:

1. What are sound effects in video production?

A) Only sounds that come from the video recording itself

B) Ambient sounds of the wilderness

C) Audio that is added in post-production

2. Which type of sound effect is created especially for a production,
such as a dragon’s roar or the hum of a lightsaber?

A) Isolated sounds

B) Specialty effects

C) Foley sounds

3. What are Foley sounds in video production?

A) Normal, everyday noises

B) New sounds created for a production

C) Sounds timed to actions on screen

4. Which type of sound effect is the background noise of a city street
or a forest?

A) Isolated sounds

B) Specialty effects

C) Ambience

5. Where can isolated sound effects like the sound of a door closing be
found?

A) Only in sound effect libraries

B) In royalty-free collections of audio clips

C) Only in specialty sound effect stores

6. What is the purpose of adding sound effects in video production?

A) To replace dialogue in the video

B) To create a realistic audio environment

C) To increase the volume of the video

7. Which type of sound effect is the result of careful creative work and
can range from almost deafening to nearly imperceptible?

A) Isolated sounds

B) Specialty effects

C) Foley sounds

D) Ambience

8. Who are Foley effects named after?

A) Jack Foley, an early sound effects designer

79



B) Steven Spielberg, a famous director

C) Foley, the inventor of sound editing software

9. What is the difference between isolated sounds and ambience in
video production?

A) Isolated sounds are created for a production, while ambience is
background noise

B) Isolated sounds are everyday noises, while ambience is the sound of a
given environment

C) Isolated sounds are loud, while ambience is nearly imperceptible

10. Why are sound effects considered an essential part of video
production?

A) To make the video longer

B) To create a unique visual effect

C) To add depth and realism to the video

12. Give the general idea of the text in English.

13. Read and give the adequate translation of the text.
TEXT III
How to extract audio and separate audio from video files

See how Adobe Premiere Pro can be used as an audio extractor to separate
audio tracks from your footage.

Pull the audio you need from any video format.

There are many creative and practical reasons you may need to extract audio
during video editing. From converting audio in a YouTube video to a more
portable MP3 file format to dubbing over narration in a different language, the
ability to remove and choose audio opens up a world of possibilities.

Whether you need to extract an audio file from a single clip or a whole
video, Adobe Premiere Pro has the tools to create audio clips from any video
file including MP4, AVI, FLV, and MPEG. And using your video editor as an
audio converter can streamline your workflow, as well. Follow these simple
instructions for extracting audio to create smaller file size MP3s and more.

How to extract audio from video.

Create a new video project in Adobe Premiere Pro.

Launch Premiere Pro and click New Project in the Start screen, or choose
File » New > Project from the main menu. In the New Project dialog box, name
your project and click Browse to choose where you want to save it. Click OK
when you’re done.

Import your media.

Bring the video or clips you want to extract audio from into Adobe
Premiere Pro. Accomplish this in a few ways:

Choose Select File » Import from Media Browser.

Right-click the file in the Media Browser and select
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Import.Drag the file from the Media Browser into the Project panel.

Drag the file from the Media Browser into a timeline.

Two audio extraction methods.

Once you move the video or clips into your workspace, there are two
different ways to extract the audio from a video with Premiere Pro.

Extract audio directly.

If you have finished video where you’ve applied edits, you can extract
the audio as a whole with a few simple clicks. Use the Extract Audio feature
to extract audio from video clips and generate new audio master clips in a
project. This preserves the original audio of the master clips. Any source
channel mappings, gain, speed, duration, and interpret footage adjustments in
the original master clips are applied to the new, extracted audio clips.

In the Project panel in Premiere Pro, select one or more clips containing
audio. Choose Clip » Audio Options » Extract Audio. Premiere Pro generates
new audio files containing the extracted audio and even adds “Extracted” to
the end of the filenames.

Separate the audio from video and export it.

Sometimes you may only want part of the audio from a video, like
a live concert recording where you want the music but not all the onstage
commentary. In this case, you can unlink the audio from the video and edit the
track before you export it.

1. Select a video clip with your desired audio. You’ll notice that clips
with both audio and video appear as two tracks, but they are linked. Whatever
adjustments or edits you make to one is reflected in the other. To unlink clips,
select the clip or series of clips with Shift-click, then right-click and choose
Unlink from the pop-up list.

2. Edit your clips. Since digital audio is divided into samples instead
of frames as with video, you’ll need to first switch your time ruler to audio
samples in the Timeline panel. Then use the playhead to create In and Out
points. Make sure that the audio tracks you want to export are not muted.

3. Export the audio. Choose File » Export » Media. Then choose the audio
format you want. The most common file types are AAC, MP3, or WAV. You
can adjust the file quality in the dropdown below it. If you’re working with
part of a clip or video instead of the whole thing, your source range will be
Sequence In/Out. If you’re exporting the whole thing, make sure it’s set to
Entire Sequence. Once you’ve finished configuring, you can choose a location
for your file and click Export to convert the audio to an MP3 file or whatever
output format you select.

With these steps, you can create new audio files with Premiere Pro to
share, play in any media player, or reuse in different apps or projects with the
ultimate flexibility in format and quality.

14. Give the general idea of the text in English.
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CHROMA KEY TECHNOLOGY IN CINEMA
UNIT VIII

. Practice the pronunciation of the new words and memorize them.
. authentic [o:'Bentik] qocTOoBEpHO, MOTHHHO

. background [ 'bakgrauvnd] ocHoBa, ¢pox

. dart — pBaHYTB, MYATHCS, POXOINTH (311.)

. figure out ['figo avt] BEIICHUTH, TOHATH

. footage [ 'futids] Buneomarepuan, Kaap

. host [houst] Boiicko, paTh; Bemyuuii (311.)

. luminance ['lu:mnons] ocBenieHue, SPKOCTH

. obligation [pbli'ge1/n] 00s3aTeIbCTBO, 00SI3aHHOCTD

. prop [prop] nmoanupaTh, IPUCIOHUTE; PEKBU3HUT (311.)
10. ruinous [ 'ru:as] pa3pyIuTenbHbIN

11. scatter [ 'skato] pacceimats, pazdpocarsb

12. simulate[ 'simjulert] m300paxxaTh, IMUTHPOBATH (311.)

O 00 1O\ DN B WK

2. Practice the pronunciation of the following word- combinations and
memorize them:

1. action/sci-fi movie — 00eBHK WK HAyYHO-(PAHTACTUICCKUN PHITEM

2. aerial explosions — BO3IyITHBIE B3PHIBBI

3. artificially enhanced — nMCKyCCTBEHHO yIydlllEHHBIN

4.‘behind-the-scenes’ videos — BHJIEO «3aKaaPOM»

5. capture in the video — 3ameyatiets B BUICO

6. color hues — 11BeTOBBIE OTTEHKH

7. color keying — ympaBJiecHHE [[BETOM

8. draped in sheets of green — 3aspanpoBaH 3eJIEHBIMH MTOJIOTHAMH

9. editing out (removing) the real background — penakTupoBanue
(ynanenue) peanpHoro Gona

10. enhanced image — ymy4ireHHOE H300pakeHHe

11. featureless background — 6e3nukuit pox

12. filming the report — cbeMka pemopTaxa

13. hue of green — OTTEHOK 3€JIEHOTO

14. information broadcasting — nepesiaua uHbpopmaru

15. it doesn’t take a rocket scientist — He Ha0 OBITH CeMH IIsACH BO JI0Y

16. movie set — cheMOYHas IJIOIA/IKA

17. news forecast footage — marepuan HOBOCTEH C MPOrHO30M TOTOIbI

18. on top of an image/video stream — mnoBepx u3oOpaxeHus /
BHUJICOMIOTOKA

19. recreate the scene — BOcCO34aTh CLIEHY 3aHOBO

20. separately filmed piece of footage — oTAETBHO OTCHATHIN PparMeHT
BHUJIeOMaTeprana
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21. simulate a ruinous environment — WMHTHPOBaTh Pa3pyLIMTEILHYIO
00CTaHOBKY

22. superimpose image [su:parim’pavz] HUIOKHUTh H300paKeHUE

23. the side-effect of green spill — mo6ouHEIT 3¢ dhekT 3emeHoro NsATHA

24. weather report telecast — Teaenepeaada o moroie

3. Read and translate the text.
Text I
Chroma Key: Why Are Green Or Blue Screens Used While
Shooting Movies?
written By AshishLast Updated On: 19 Oct 2023Published On:
30 Aug 2016

If you’ve ever loved an action/sci-fi movie so much that you couldn’t
stop yourself from checking out its ‘behind-the-scenes’ videos, then you have
probably noticed a rather unusual thing about the movie sets: a lot of green!
With the exception of the actors and a few props scattered around them, the
entire background seems to be draped in sheets of green (or blue).

Do you know the reason why movie makers insist on covering their sets
with this highly unusual hue of green while shooting a film?

Visual Effects and Animation

Draped in blue: Blue is another widely used color during the filming of
action/animation movies. Since you’re most likely to see the use of green or
blue screens in action, fantasy or sci-fi movies — or during weather forecast
reports — it doesn’t take a rocket scientist to figure out that the green screen
must have something to do with the one element that is common in all of these
different media — visual effects and animation.

While shooting videos that involve a lot of visual editing, you need to
consider a few things, namely things that will facilitate editing in the later
stages of post production — during the shooting itself. For instance, let’s
assume that you want to shoot an action scene from a superhero movie.
More specifically, you want to show the actors running through ruins and
constantly evading aerial attacks. You can’t actually recreate the scene in
the real world, since you can’t make actors dart through actual bomb strikes
(unless you want to spend millions of dollars on every take and likely end
up in prison), but at the same time, you want to make the scene look as
authentic as possible.

So, what you need to do is strategically place a few broken objects (e.g.,
damaged automobiles, rocks etc.) around the actors and install a big green
screen behind them, in place of all the elements that you want to capture in
the video (including the actors and props). After you’ve shot the video in
this manner, the green in the background can then be replaced by any image
or video during post-production to simulate a ruinous environment or aerial
explosions using a technique called Chroma Key.
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Chroma Key

Chroma Key is a visual effects technique widely used during post-
production to superimpose images and videos on top of an image/video
stream based on color hues. Also known as color keying, it makes a
selected color range in the foreground ‘transparent’, which subsequently
allows for the insertion of a separately filmed piece of footage or image
in the selected area.

Since the rise of popularity of animation in movies and TV, this technique
has become a goldmine for digital graphic experts and designers in the motion
picture, newscasting and video game industries. Although it can be used in a
number of ways depending on the graphical requirements, it’s primarily used
for editing out (removing) the real background and replacing it with another
image/footage (typically a digitally-enhanced one).

How news forecast footage is shot and artificially enhanced during
post-production

For example, during a weather report telecast, the host stands in the
foreground with an almost featureless background and a big green screen
at the back while filming the report. However, during post-production,
the green background is edited out to include maps, shapes and various
animations.

Why Do They Specifically Use Green?

There’s no hard and fast rule, either technologically or ethically, about
using a particularly colored screen when you want to apply Chroma Key. You
can use any color, such as yellow, purple, red, or pink, to use this feature.
There’s no obligation to use the color green.

That being said, why is green the most commonly used color in videos and
movies involving a lot of visual effects?

There are a few reasons behind this. The most basic one is the fact that
green ‘stands out’ reasonably well while filming any footage. Consider this: if
anything in the foreground has the same hue as the color you want to key out
(in this case, green), then it will be keyed out too. For example, if the subject
is wearing a green badge on his body, then that portion would be keyed out
while editing, making it look like as if there’s a hole in his body. This is
why you want to choose a screen with a color that has very little chance of
matching anything in the foreground.

Since there’s no green in a human’s skin tone or clothing, it offers a better
contrast between the subject and the background and can therefore be keyed
out easily, without affecting the other elements of the picture.

Another reason that green is used is because it has the highest luminance
among all the color channels (RGB), which makes green screens very bright
(because of their high luminance). However, it can also cause the problem
of ‘green spill” if the lighting and the subject’s distance from the screen is
optimized before shooting.
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The side-effect of green spill: notice the green reflection on the
subject’s hair in the enhanced image

Most digital cameras today are based on CMOS sensors, which consist of a
Bayer Pattern filter on the top for producing images. This filter produces twice as
green information as it does for red and blue. This means that editors have more
information to work with during post-production, which in turn produces finer
pictures.

The use and popularity of green screens touches almost every domain
related to virtual media, ranging from educational fields to anything that
requires a more immersive and captivating form of information broadcasting.
It goes without saying that if it weren’t for those giant green screens, heroes
like Iron Man and Spiderman wouldn’t have looked nearly as cool!

4. Give answers to the following questions on the basis of the text.

1. What is the primary purpose of using a green screen in filmmaking?

2. Explain how Chroma Key works in post-production to superimpose
images and videos.

3. How does the use of a green screen facilitate the insertion of separate
footage in a video?

4. Provide an example of how Chroma Key can be used in a weather
forecast report.

5. Why is green the most commonly used color for green screens in visual
effects?

5. Give Russian equivalents of the following:

TEXHOJIOTMS BU3yalIbHBIX 2(D(heKTOB; BEIOpaHHAS LIBETOBASI TaMMa; HAJIOXKHUTh
M300paKEeHHs; IMEPEeAHUN IUIaH; BCTAaBKAa OTJEIBLHO OTCHSITOrO (hparMeHTa;
33/IpaliMpoBaTh II0JOTHAMM; HIMPOKO HCIIONB3YEMBbIH IIBET; OOEBHK MM
Hay4YHO-(DaHTaCTHYECKHi (MIIbM; JIOJDKEH HMETh KaKoe—TO OTHOLICHHE K
OJTHOMY DJIEMEHTY; TIOCKOJIBKY BBI, CKOpEe BCEro, yBUJHTE; Ooee KOHKPETHO;
pEIaKTUpOBaHWE Ha OoJiee IMO3IHMX JTalax; YKJIOHSIOMIMECS OT BO3MYIIHBIX
aTaK; He HY)KHO OBbITh CEMH IIsi/iel BO JIOY, YTOOBI ITOHSTH; 3aIlevaTIeTh B BUIEO;
I[BETOBOW KIIIOY; paspyIIUTEIbHAs OOCTAaHOBKA MM BO3/YIIHBIC B3PHIBHI;
I[BETOBOH KITFOY; TpeOYyIOT OONBIIOro 00beMa BH3YalTbHOTO PEIaKTHPOBAHMS;
OHO TO)Ke OyZeT BBIIETICHO; TEXHOIOTHS BH3YaJIbHBIX 2(P(EeKTOB; Terenepeaadun
0 TIOTO/IC; TAKXKE M3BECTHBIN KaK YMPABICHHE I[BETOM; MOJKHO HCIIOIb30BaTh
Mo-pasHoMy; Oe3muKuil (PoH; TMOOOUYHBINA 3(P(PEKT 3eIEHOro IMATHA, OCHOBAHBI
Ha KMOII-garunkax; 3axBatbiBatoias (Gopma repenaurt HHOOPMALIUK, CaMO
co0o¥t pazymeercst

6. Give Russian equivalents of the following:
makes a selected color range in the foreground ‘transparent’;rather unusual
thing about the movie sets; a few props scattered around them; it doesn’t take
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a rocket scientist to figure out; involve a lot of visual editing; spend millions
of dollars on every take; more specifically;the scene look as authentic as
possible; chroma key; also known as color keying; allows for the insertion
of a separately filmed piece of footage; has become a goldmine for digital
graphic experts; typically a digitally-enhanced; filming the report; ‘stands out’
reasonably well while filming any footage; has the highest luminance among
all the color channels; it will be keyed out too; cause the problem of ‘green
spill’; green reflection on the subject’s hair in the enhanced image; produces
twice as green information; captivating form of information broadcasting

7. Match the equivalents to the word combinations given in the left
column.

a)
1. |superimpose images and videos |1. |a UMEHHO TO, YTO OOJICTYUT
on top of an image/video stream penakTHpoBaHue Ha Oosee
MO3/IHUX dTanax
2. |makes a selected color range in |2. |TpeOyroT OosbiIOro 0obeMa
the foreground ‘transparent’ BU3YaJIbHOTO PEeIaKTHPOBAHUS
3. |subsequently allows for the 3. | MOCKOJIBKY BBI, CKOPEE BCETO,
insertion of a separately filmed YBUJIUTE UCTIOIH30BAHUE
piece of footage 3€JICHOTO WJIM CHHETO YKPaHOB
B OOEBHKaX
4. |you couldn’t stop yourself from |4. |momKeH UMETh KaKoe-
checking out its ‘behind-the- TO OTHOILEHUE K OJTHOMY
scenes’ videos JIEMEHTY
5. |rather unusual thing about the |5. |Bech don 3agpanupoBan
movie sets 3eJIeHBIMHU (WJIN CHHUMH)
IOJIOTHAMH
6. |a few props scattered around 6. |He Hy)XHO OBITH CEMH TISIICH BO
them 710y, 9TOOBI MOHATH
7. |the entire background seems to |7. |MOCTOSHHO YKJIOHSIOIIHECS OT
be draped in sheets of green (or BO3/IYIIHBIX aTaK
blue).
8. |used color during the filming 8. | yIUTBIBATH HECKOIBKO
MOMEHTOB
9. |since you’re most likely to see |9. |BmociaencTBIH MO3BOJSICT
the use of green or blue screens BCTaBUTH OT/ICJIEHO OTCHSITHII
in action (dparMenT BueoMarepuana
10. | it doesn’t take a rocket scientist | 10. | HECKOJIBKUX MPEIMETOB
to figure out PEKBH3HTA, Pa30POCAHHBIX
BOKPYT HUX
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11. | must have something to do with | 11. | BBI He MOTTIH yIEpKATHCS OT
the one element MIPOCMOTPA BHIECO «3a KaAPOM»
12. [involve a lot of visual editing 12. | nenaet BHIOpAHHYO IIBETOBYIO
raMMmy Ha IiepeHeM IIaHe
«IIPO3PAYHOID)
13. | consider a few things 13. | iconp3yeMslii IIBET BO BpeMs
CHEMOK
14. | namely things that will facilitate | 14. | HaJIOKUTh U300pasKEHUSI U
editing in the later stages BHJIE0 MOBEPX N300pakeHHUs /
BHICONIOTOKA
15. | constantly evading aerial 15. | noBOIBHO HEOOBIUHAS
attacks 0COOCHHOCTH ChEMOYHBIX
TUIONIAJIOK
b)
1. |recreate the scene in the real 1. |mo3BoJIsieT BCTaBUTh OT/AECIBHO
world OTCHATBIN pparMeHT
2. |dart through actual bomb strikes | 2. | IMHTHPOBATH pa3pyIIUTEIHHYIO
00CTaHOBKY WJIM BO3IYILIHBIC
B3PBIBEI
3. |spend millions of dollars on 3. | craya 30J0TOM KHUIOU
every take and likely end up in JUIS1 9KCIIEPTOB B 00J1aCTH
prison nuQpoBoii TpaduKky n
JIM3aifHEpOB B HHIYCTPUH KHHO
4. |the scene look as authentic as  |4. |He cylIecTBYeT KECTKHX
possible paBHII
5. |strategically place a few broken |5. |ucmone3yetcs s
objects penakTupoBaHus (yIaTCHIS)
peansHOTO (hOHA
6. |simulate a ruinous environment | 6. |IPOXOJAHUTH Yepe3 HACTOSIIHE
or aerial explosions B3pBIBBI OOMO
7. |also known as color keying 7. | MOXXHO MCTIOJB30BATH TIO-
pazHOMYy
8. |makes a selected color range in |8. |00bIYHO C HUPPOBHIM
the foreground ‘transparent’ yJIy4IIeHUEM
9. |allows for the insertion of 9. |BoCCO3aaTh ClieHy B pealbHOM
a separately filmed piece of MHUpE
footage
10. | has become a goldmine for 10. | TpaTUTh MHAJUTHOHBI TOJIJIAPOB

digital graphic experts and
designers in the motion
picture

Ha KaXIbIH 1yOib U, cCKopee
BCEr0, OKa3aThCsl B TIOPbME
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11.|can be used in a number of 11. | Taxoke M3BECTHBIN Kak
ways yIpaBJICHUE [IBETOM

12. | used for editing out (removing) |12. | cTpaTeru4ecku pacioIokKHUTh
the real background HECKOIIBKO Pa30HTHIX

IIPEIMETOB

13. |typically a digitally-enhanced |13. | nemaet BEIOpaHHYIO IBETOBYIO
raMMmy Ha HepeaHeM IUIaHe
«IIPO3pAYHOID)

14. | there’s no hard and fast rule 14. | cieHa BbITTIsIIE1a KaK MOYKHO
OoJiee TOCTOBEPHO

<)

1. |that being said 1. |Tax:ke MOXET NPUBECTU K
BO3HMKHOBEHHIO MTPOOIIEMBI
«3EJICHOr0 pa3iiiBay

2. | ‘stands out’ reasonably well 2. |oOpaTuTe BHUMaHUE Ha
while filming any footage. 3eJIeHbII 0TONIeCK Ha

BOJIOCAX O0BEKTa ChEMKH Ha
yJIY4YIIEHHOM M300paKCHUH

3. |it will be keyed out too 3. |oH obecnieunBaeT Ty UIINI

KOHTPACT MEXIy 00BEKTOM
ChEMKH U (POHOM

4. |has very little chance of 4. |onTUMU3HPOBAThH OCBEILEHHUE U
matching anything in the paccTostHHe 10 00bEKTa ChEMKH
foreground OT DKpaHa

S. | it offers a better contrast 5. | oHO TOXE OyJeT BbIACICHO
between the subject and the
background

6. |can therefore be keyed out 6. |4TO, B CBOIO OYEpEIb,
easily, without affecting the MTO3BOJISIET MTOIYYHTH Ooee
other elements of the picture Ka4yeCTBEHHBIC CHUMKH

7. |has the highest luminance 7. |uMeeT oueHb Majo IIAHCOB
among all the color channels COBMAJATh C YeM-JI00 Ha
(RGB) NepeJHEM IIaHe

8. |can also cause the problem of |8. |kak ObI TO HU OBLIO
‘green spill’

9. |the lighting and the subject’s 9. |obmamaeT camoli BBICOKOH
distance from the screen is SIPKOCTBIO CPEIIH BCEX
optimized before shooting nBeToBhEIX KaHamoB (RGB)

10. | the side-effect of green spill 10. | 3axBatsiBatomas popma

nepeiaun MHGOpMaIn
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11. | notice the green reflection 11. | mo3BoOJIIET ONYUYUTH B IBA
on the subject’s hair in the pasa OosbIre HHpOPMAIIH O
enhanced image 3€JIEHOM I[BETE

12. | produces twice as green 12. | mocTaTOYHO XOPOIIO
information BBIJIEIISIETCS] HA JIIOOBIX Kaapax

13. | which in turn produces finer 13. | mobounsIit 3P PeKT 3eTeHOTO
pictures MATHA

14. | captivating form of information | 14. | m03TOMy €ro MOKHO JICTKO
broadcasting peryJmpoBath, He 3aTparusas

JPYTHE 3JIEMEHTBI N300payKeHUs

8. Read the text once again. Connect the questions with the answers
given below and translate them.

1. What is the Chroma Key technique used for in post-production of video
and film production?

2. Why is a green or blue background often used when shooting movies?

3. What is the reason for choosing green for the screen when using the
Chroma Key technique?

4. What is the main task of Chroma Key in the field of news?

5. What is the advantage of a green screen due to its brightness when using
the Chroma Key technique?

6. How does the process of shooting weather forecasts using Chroma Key work?

7. How to prevent problems with green reflection on the subject when
using a green screen?

8. How does the color scheme of the CMOS sensors of the cameras affect
the use of a green screen?

9. Why are visual effects and animation in films and TV programs closely
related to the Chroma Key technique?

10. What advantages did the experts in the field of graphics and design get
thanks to the Chroma Key technique?

a) OcHoBHas 3amadya Chroma Key B HOBOCTSIX 3aKJIIOYacTCs B yIAJICHUU
peabHOTO (pOHA W 3aMEHE €ro JIPYruM H300pakeHueMm/Buzieo (OOBIUHO
YJIy4IIEHHBIM HU(PPOBBIM) B IIPOLIECCE TTOCTIPOIAKIIHA.

b) 3eneHblif 2KpaH MCHOJIB3YyEeTCS H3-3a €r0 BBICOKOM SIPKOCTH, YTO
00YCIJIOBIICHO BBICOKOH JIIOMHHECIIEHIIMEH 3€JIEHOTO I[BETa, YTO ITO3BOJISET
kamepam ¢ CMOS-ceHcopamu 3axBaThIBaTh O0JIbIIE HHPOPMAINH 171 Oosree
Ka4eCTBEHHOH 00pabOTKN M300paskeHUH B TOCTIIPOIAKIITHE.

¢) Bo Bpems TeneTpaHCIAIMK TTOTOABI BEAYIIMNA CTOUT TIEpEN 3eICHBIM
9KPaHOM, KOTOPBIN B MMOCTIIPOAAKIITH IPOIIECCE 3aMEHIETCS Ha KapThl, (POPMBI
U pa3IMYHbIC AHUMAIHN
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d) IBeromoii wmou (Chroma Key) wncrmosb3yercst sl HaJIOKESHUS
N300paXEHUH W BHAEO TOBEPX CTpUMa HM300paKCHUS/BHEO Ha OCHOBE
I[BETOBBIX OTTEHKOB. Takyke M3BECTHBIM KakK I[BETOBOH KJIIOY, OH JIejaeT
BBIOpaHHBI JMAla30H IBETOB HA IIEPEJHEM IUIaHE «IPO3pauyHBIM», UYTO
MIO3BOJISIET BCTABUTH OT/ENIBHO CHATHIM ()parMeHT BHJICO MM M300paskeHne
B BEIOpaHHYIO 00J1aCTh.

e) Ucmomp3oBaHmWe 3eleHOr0 WM roilyboro ¢(oHa mpH ChEMKax
00YCIJIOBIICHO HEOOXOAMMOCTBIO JIETKOM 3aMEHBI 3TOr0 ILBETa Ha JpPYyroe
n300pakeHne UM BUJEO B MOCTIPOJAKIIH MPOLECCE C MOMOIIBIO TEXHUKH
Chroma Key.

f) 3erneHbIil IIBET Yalle BCEro MCHOIb3yeTcsl U3-3a TOr0, YTO OH XOPOIIO
KOHTPACTHUPYET C APYTUMH dJIEMEHTaMH N300paKeHHsI, HE BCTPEUAIOIIUMUCS
B YEJIOBEYECKOM OJIKAE WM LBETE KOXKH, YTO OOECIICUMBAET JIETKOCTh
npolecca KII0YeBaHus 0€3 NCKaXEHUsI PYTHX HJIEMEHTOB H300paXKCHUSL.

g) CMOS-ceHcopsl kKamep 0osiee HHPOPMATHBHBI Ha 3€JICHOM I[BETE, YTO
obecrieunBaeT Ooyiee Ka4eCTBCHHOE N300paKeHHE TOciIe 00padOTKH.

h Chroma Key crtai 30710T0# KO TSI SKCTIEPTOB B 00JIACTH TPAPUKH U
nu3aitHa, 000TaTHB X BO3MOKHOCTH JUTS CO3JJAaHUS BU3YaTbHBIX 3(PPEKTOB U
aHMMAalWU B KHHOMHYCTPHH, TEJICBH JICHUH U UHITYyCTPUH BUACOUTP.

i) Chroma Key mnpemocTaBiseT BO3MOKHOCTH IS CYHNEPHUMIIO3HIIUT
N300paKeHHH U BUIEO B IPOU3BOACTBE (GHIIBMOB 1 Tenenepeiad, ooecrednnas
BO3MOXKHOCTb BCTABKH JIOTIOJHUTEIbHBIX 9((PEKTOB B pealIbHBIC KaIPhI.

j) Tlpobmembl C 3€JICHBIM OTPaKCHHEM MOXHO MPEIOTBPATUTH,
ONTHMHU3UPOBAB OCBEIEHHE M pacCTOSHHE CYyOBEKTa OT JKpaHa Iepen
CHhEMKOH, 4TOOBI M30€XKaTh TaK Ha3bIBAEMOTO «3€JIEHOTO OTPAYKEHUSI.

9. Give the general idea of the text in English.
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THE FILM DIRECTOR
UNIT IX

. Practice the pronunciation of the new words and memorize them.
. acquire [o'kwara] momyvars, mpuodperaTh
. aesthetic [i:s'Oetik] KocMeTHYIECKUH, CTETUICCKHIMA
. ambiguously [&em bigjuosli] HeoTHO3HAYHO, TBYCMBICICHHO
. appealing [o'pi:li] mpuTsTaTeNHHBIHN, TPUBICKATEIHHBII
. blend [blend] coueTarp, rapMOHHPOBATH, CMEMIATh, O0BETUHUTD (311.)
. commercials [ko'm3:f1z] pexiiamHbIe poOJIHKH, IEepeaadn
. countless [ 'kauntlis] 6ecurcieHHOE MHOYXKECTBO

8. dedication [ded1 ke1fn] caMOOTBEpKEHHOCTh, CAMOOT 144, TPEIAHHOCTD
Jieny

9. emphasize [ emfosaiz] akIieHTHPOBATh BHUMAHHKE; TIOUCPKUBATH

10. extras [ 'ekstro] maccoBka

11. fledgling [ 'fledzliy] HeonbITHBIH, HAYMHAIOIINHA

12. highlight [ 'harlart] BernensiTs, moguepkuBaTh

13. hinge [hindz] 3aBuceTsh

14. internship [m't3:nfip] mpakTHKa, ”HTEpHATYpa, CTAXKUPOBKA

15. misconception [miskon'sep/n] HempaBmiIBHOE, OMHOOYHOE
Mpe/ICTaBIeHNE

16. quell [kwel] monmaBisiTh, YyCMHUPSTH, YCHOKOUTH, yIOBIETBOPUTH
(3z.)

17. script [skript] mouepk, MOUIMHHUK, CLICHAPUIT

18. storyboarding [str1'bo:dig] packagpoBka

19. tedious [ 'ti:d1os] cKy4HBIi, HYTHBIH, YTOMHUTEIBHBIH

20. untamed [an'termd] nukuii, HeoOy3TaHHBIN

21. virtue ['v3:ffu:] moOpoaeTens; MOOPOAETENBEHOCTD, JTOCTOUHCTBO;
cuia

22. vision [ 'vr3on] BuaeHue, 0030p, 1aTbHOBUIHOCTH

23. wrap [rep] 3aBOopaunBaTh, CBEPHYTH, 3aBEPIIUTH (311.)

AN N BN

~J

2. Practice the pronunciation of the following word-combinations and
memorize them:

1. accomplished professionals — ormbiTHBIE IPOdeccroHaNbI

2. accurately cut together — TOYHO CMOHTHPOBATH

3. all three of which are virtues to be channeled — Bce 31 Tpu KauecTBa
HEoOX0AMMO BOILIOIATH

4. array of people — MHOXecCTBO Jitoei

5. born film director — npupoxIeHHBII pexuccep

6. distinguished position — BBICOKast JOJKHOCTh

7. film entail — 3ambIcen ¢pmrEMa
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8. gain experience — npuoOpeTaTh ONbIT

9. glamorized profession — npecTkHas npodeccust

10. ingenious creativity — OpUTrHHAIBHBIN, TBOPYECKUH 1TOJIXO]T

11. instructional book kHHUTa — PYKOBOJCTBO

12. keen knowledge of the business — riry6okoe 3HaHHE OU3HECA

13. pre-production rehearsal — mpegBapuTenbHAs PETICTUIIHS

14. pre-visualized graphics — mpeaBapUTEIbHO BH3YyaIN3UPOBAHHBIC
rpadudeckne n300paKeHUA

15. secure relationships — Hajla)KMBaTh OTHOIIICHHUS

16. series out-of-sequence bits — cepust pparmMeHTOB

17. single consciousness — €JMHOE 11eJI0¢e

18. sketching a sequence — co3gaHue CKH30B MOCIEI0BATEILHOCTH

19. specific amount of knowledge — onpezaencHHbIi 00bEM 3HAHUIA

20. supervises the production — pyKOBOJHUTB IPOU3BOJCTBOM

21.be in charge of bureaucratic business — oTBedaTh 3a OI0pOKpaTHYECKUE
BOIIPOCHI

22. unflinching dedication — HemokoeOMMas IPETAHHOCTH JICITY

23. unmatched passion — HeTipeB30WIeHHAS CTPACTh

24. untouched video and audio — HeTpoHYTOE BHIICO U ayANO

25. whose loyalty will be to the project — koTopbie OymyT mpemaHbl
HPOCKTY

3. Read and translate the text.
Text1
CareerSnapshot: The Film Director

The scene is set for another take: the actors and extras are in costume and
in place; the set decorator has set the stage just as the vision of the film entails;
the director of photography has the lights and cameras ready to capture the
action. However, before the scene begins, they all turn their attention to one
person on set — the director.

It is the director’s job to translate the script to the screen as he directs the
array of people working under him on how to best capture his artistic vision
for the film. Director Christopher Nolan (Memento”, “The Dark Knight)
says of his job, “I’m a sort of human lens through which everyone’s efforts
are focused. A big part of my job is making decisions about how all the great
talent that I’'m working with blends into a single consciousness”. A great
director is a great leader with drive, patience, inspiration, and imagination.
He is responsible for working with a cast and crew of creative individuals,
before, during, and after production, to see that his vision is played out
and captured on film as his heart desires. Directing is an appealing and
competitive career field which requires unflinching dedication, balanced
leadership skills, ingenious creativity, and a keen knowledge of the business
of making movies.
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Becoming a Director

Directing is a glamorized profession, and though rewarding, achieving this
distinguished position requires a large amount of hard work and dedication.
While inexpensive digital video cameras and websites like YouTube make
it easy for anyone to be a director, to find success in the professional field
requires years of experience and training. Film school is an expensive and
important investment, but the experience of being trained by accomplished
professionals in the field is invaluable. University of Southern California
film professor Jean-Pierre Geuens emphasizes that film school is about more
than gaining technical know-how: “Film school is about finding out who you
are, it’s not just about acquiring a specific amount of knowledge or the latest
techniques”.

Film school graduates don’t simply jump from their seat at graduation to
the director’s chair. Cities like Los Angeles and New York are hot spots for
the film industry and offer opportunities for graduates to gain experience and
build portfolios. In these big cities it is unlikely to find a job right away, so
many aspiring film makers use internships, often unpaid, to gain experience
and recognition. The Director’s Guild of America sponsors the Assistant
Directors Training Program which allows prospective directors to receive
experience as assistant directors. Many first-time directors begin by directing
small productions such as commercials, television episodes, or independent
films. Newcomers to the profession need to concentrate on developing and
demonstrating their skills with different, often independently produced,
projects to earn recognition essential for success. When a fledgling director
has built a strong resume and secured relationships with professionals in the
field, he is on his way to making movies.

Making Movies

The director is intimately involved with the planning and design of the
film he is to create from initial conception to final product. Though a film
will likely have professionals responsible for casting, screenwriting, set and
costume design, and countless other pre-production jobs, it is not uncommon
for a director to have considerable influence in these crucial areas. Because
the director works so closely with actors during production, leading their
movement and honing their performance, it’s important for the director to be
involved with the selection process. In his instructional book on film direction,
Michael Rabiger emphasizes the importance of casting: “You need actors
enthusiastic about the character they play, who will work well with you and
other cast members, and whose loyalty will be to the project”. Additionally,
a director may want to select actors who are in line with his aesthetic and
tonal vision for the film. Pre-production rehearsal with the actors is a useful
way for the director to prepare them for a scene.One of the most important
aspects of pre-production for a director is planning the look and feel of the
film. Storyboarding, sketching a sequence of pre-visualized graphics picturing
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how the scene will play out, is a common planning method used by directors.
When the many stages of pre-production are completed, the director is ready
to lead his team onto production.

Production is the time when director’s vision materializes on film. On set,
the director is the highest authority and the crew is there to help him capture
his vision for the story. The notion of a passive director comfortably shouting
orders from his chair is a misconception; his role is more active, demonstrating
to the actors how they should move and behave within a scene and helping
the director of photography to capture the desired shot. Though the crew
ultimately answers to the director, his focus should be on the performances
of the actors more so than the technical details of production.With so many
departments involved in production, from cameras to sound to art, the director
can’t be expected to babysit each individual.

When production wraps, the director is left with a series of out-of-sequence
bits of untouched video and audio; it is the editor’s job to pull these elements
together into the sequential story the audience will enjoy. This tedious process
is known to take sometimes take longer than the actual shooting of the film.
Because editing a film determines so much about how it looks, feels, and
flows, it is common for the director to be present in the editing room, helping
to see that the film is accurately cut together.The director’s initial vision
is sometimes limited in the editing room by creative disagreements with
producers, production companies, and distributors, which can lead to special
“director’s cut” versions of certain films. This highlights the importance of the
relationship between the director and the producer.

The Director and the Producer

While it is true that the director is in charge of the artistic vision of his film,
everyone answers to somebody; the director answers to the film’s producer.
The producer’s job can sometimes be ambiguously defined, but in most
cases he supervises the production of the film, much like the director, from
beginning concept to final product. It is a producer who green lights a creative
project for production after determining whether or not it has an audience and
a studio willing to fund it. Because the producer is in charge of bureaucratic
business such as funding, budgeting, hiring workers, studio relations, and
distribution, all of which ultimately affects the director’s ability to create the
film he wants to make, producers and directors work closely together. The
producer communicates the progress of a film to the studio so the director can
focus his attention on his art.

Final Remarks

Becoming a film director requires unmatched passion, vision, and
dedication, all three of which are virtues to be channeled into high-quality
films. Directing is a high pressure job and demands firm leadership and
untamed imagination. A director must know how to manage people as well as
how to be managed, two aspects of the job on which a film’s success hinges.
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Though achieving success in the field is no easy task, no other career would
quell the artistic needs of a born film director.

4. Give answers to the following questions on the basis of the text.

1. What qualities make a great director, according to Christopher Nolan?

2. What does film school offer aspiring directors besides technical
knowledge, according to Jean-Pierre Geuens?

3. How do aspiring filmmakers often gain experience in cities like Los
Angeles and New York?

4. Why is casting considered an important aspect of pre-production for a
director?

5. What is storyboarding and why is it commonly used by directors in
pre-production?

6. What is the director’s primary focus during production, according to
the text?

7. Why is the director often present in the editing room during post-
production?

8. How does the relationship between the director and the producer impact
the making of a film?

9. What virtues are required for becoming a successful film director,
according to the final remarks?

10. What are the key aspects of the job that a director must master for a
film’s success, according to the text?

5. Give Russian equivalents of the following:

set the stage just as the vision of the film entails; countless other pre-
production jobs; with drive, patience, inspiration, and imagination; achieving this
distinguished position; find success in the professional field; first-time directors
begin by directing small productions; with different, often independently
produced, projects; on his way to making movies; from initial conception to final
product; will likely have professionals responsible for casting, screenwriting,
set and costume design; the crew ultimately answers to the director; emphasizes
the importance of casting; actors who are in line with his aesthetic and tonal
vision for the film; to lead his team onto production; on set, the director is the
highest authority; the crew is there to help him capture his vision for the story;
the director can’t be expected to babysit each individual; the director is left
with a series of out-of-sequence bits of untouched video and audio; pull these
elements together into the sequential story; because editing a film determines so
much about how it looks, feels, and flows; the film is accurately cut together;
can lead to special “director’s cut” versions of certain films; the director is in
charge of the artistic vision of his film; the producer’s job can sometimes be
ambiguously defined; producer is in charge of bureaucratic business; all of
which ultimately affects the director’s ability to create the film; the producer
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communicates the progress of a film to the studio; requires unmatched passion,
vision, and dedication; two aspects of the job on which a film’s success hinges;
no other career would quell the artistic needs of a born film director

6. Give Russian equivalents of the following:

4yTOOBI 3aledaTieTh JICWCTBHE; BOIUIOTHTH CIEHAPUA HAa OJKpaHe;
HAWIyqInM 00pa3oM OTPa3nTh €ro XyAOXKECTBEHHOE BHACHHE; CBOETO pojia
YeJI0BEUECKas JTMH3a, YePe3 KOTOPYIO (POKYCHPYIOTCS YCHUIIUS KayK/I0T0; BUJICHHE
BOIUIOLICHO B JKM3Hb M 3alleYaTVieHO Ha IUICHKE; MPECTIDKHAs Mpodeccus;
BO3HAIPaX/ICHHE, MIOCTIIKEHUE; JOPOrOCTOSIAs M BaYKHAS WHBECTHIHS;
«Kunorikona — 31o nouck cedsn»; ['miibus pexxuccepoB AMEpPUKH CHOHCHPYET
nporpaMMy OOY4YEeHHs acCHCTEHTOB pEKHCCEpa; MHOTHE HauyMHAIONIHNE
pexuccepbl HAUMHAIOT C MOCTAaHOBKM HEOOJNBIINX CIEH; B Pa3IMYHbIX, 4aCTO
CaMOCTOSITENEHO CO3/IaHHBIX ITPOEKTAX; CTAHOBHUTCS Ha Iy Th CO3IaHMs (PHIIBMOB;
OT MEPBOHAYAIBHOTO 3aMbICIa IO KOHEYHOTO MPOJAYKTa; CKOpee BCEro, eCTh
npoecCHOHANbI, OTBEYAIONIME 3a ITOJ00p aKTEepOB, HANMCAHHE CIICHApHs,
JIM3aiH IeKopalii 1 KOCTIOMOB; HEPEJIKO PEKHCCEP OKa3bIBACT 3HAYNTEILHOES
BIVSIHUE B JTHX BaXHEHIINX 0ONAcTSX; IMOJYEPKHBAET BaKHOCTH IOA0Opa
AKTEpPOB; aKTEPOB, KOTOPHIE COOTBETCTBYIOT €T0 3CTETUUECKOMY W TOHAJIBHOMY
BUJICHHIO (DMIIbMa; TUIAHUPOBAHHE BHEIIHETO BH7AA (MUIbMA; Ha ChEMOYHOMN
IUIOIIAJIKE PEXKUCCEP SBISACTCS BBICIIMM aBTOPHTETOM; ChEMOUHAsl IpymIa
roroBa 1nmoMo4b €My BOIUJIOTUTH CBOC BUJIACHUEC HMCTOPHUHU, CHEMOYHAA I'pyIlIia
B KOHEYHOM CYETE TIOJ[UMHSCTCS PEKHUCCEPY; HENb3sl 0XKUIATh, YTO PEXkKUCCEp
OyJeT IpUCMaTpUBaTh 33 KaXK/IBIM B OTJEIBHOCTH; PEKHCCEP OCTACTCA C cepuet
(hparMEeHTOB HETPOHYTOTO BHJEO W ay/IHo, HE CBS3aHHBIX JPYI C JPYIrOM;
MOCKOJIbKY MOHT@X (piibMa BO MHOTOM OIPEJEISieT TO, KaK OH BBITJIAAWT,
OLIYIIACTCSl M MPOTEKAeT; (MIbM OBUI TOYHO CMOHTHPOBAH; ITOJUYEPKHBACT
B&KHOCTH B3aMMOOTHOIICHHI MEKIy PEKHUCCEPOM M MPOAIOCEPOM; XOTS 3TO
NpaB/Ia; XyA0KECTBEHHOE BUJICHHE CBOETO (DHIIbMa; PEKHCCEP OTBEUACT Mepe]
mpojrocepoM GriIbMa; paboTa MPOAIocepa MHOT/IA MOXKET OBITH OIpeiesieHa
JIBYCMBICIIEHHO; Ia€T JI0OPO Ha 3aIyCK TBOPUECKOTO MIPOEKTA B MPOU3BOJICTBO;
mpojrocep coolmmaer o xoxe paboTel Hax (UIBMOM B CTYAWIO; TPEOYIOTCS
HETPEB30MIeHHAsI CTPACTh, JAIbHOBUIHOCTD U MIPEAAHHOCTS JAEITY; 1BA aCleKTa
paboTBhI, OT KOTOPBIX 3aBUCHUT ycIieX (pUiIbMa; YI0BICTBOPUTD XY 10’KECTBEHHbIC
HOTPEOHOCTH IPUPOXKACHHOIO PEKUCCEPa;

7. Match the equivalents to the word combinations given in the left
column.

a)
1. |set the stage just as the vision |1. |OoibIas 9acTh MOCH PabOTHI
of the film entails 3aKITF0YAeTCs B IPHHATHI
pelieHni
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2. |ready to capture the action 2. | BHUJIEHUE BOILIOLIEHO B KU3Hb U
3aIevyaTJICHO Ha IUICHKE
3. |translate the script to the 3. | 00BeAMHUTH BCE BEIIMKUC
screen as he directs the array TAJIAHTBI, C KOTOPBIMH 51
of people working under him paboTaro, B €JJHHOE 11eJI0e
4. |how to best capture his artistic |4. |oTBedaer 3a paboTy ¢ aKTEPCKUM
vision for the film COCTaBOM M KOMaHIOM1
TBOPUYECKUX JINYHOCTEN
5. |asort of human lens through |5. |obGnanaroumii sHepruei,
which everyone’s efforts are TEpIECHNUEM, BIIOXHOBCHUEM U
focused BOOOpaXKEHUEM
6. |abig part of my job is making |6. |MOATOTOBWII CLIEHY B
decisions COOTBETCTBHUH C 3aMBICIIOM
¢dunpma
7. |all the great talent that I’'m 7. BOTUTOTUTH CIICHApHUil Ha
working with blends into a 9KpaHe, B TO BpeMs KaK OH
single consciousness PYKOBOJIUT MHOKECTBOM JTFOZICH,
paboTaIONTUX T0JT €r0 Ha4yaJoM
8. |with drive, patience, 8. |cBoero poma yemoBedeckast
inspiration, and imagination JIMH3a, 4epe3 KOTOPYIo
(OKYCHPYIOTCS yCHITHSL KXKIOTO
9. |responsible for working with  |9. |kak Hauay4M oOopazom
a cast and crew of creative OTPAa3UTh €ro XyJA0KECTBEHHOE
individuals BUJICHUC (PIIIbMA
10. | vision is played out and 10. | 9TOOBI 3ameUaTNeTh ACHCTBUE
captured on film
b)
1. |appealing and competitive 1. |HE0OXOAMMO COCPETOTOUNTRCS
career field Ha pa3BUTHH U IEMOHCTPAIAH
CBOMX HABBHIKOB
2. |requires unflinching 2. |ombIT 00y4eHHS Y
dedication, balanced leadership npodeccroHaNoB CBOETO Jerna
skills, ingenious creativity, OecrieHEeH
and a keen knowledge of the
business
3. |achieving this distinguished 3. | HaUMHAIOIIUE PEKHUCCEPHI
position HAYMHAIOT C TOCTAHOBKU
HEOOJIBIIINX TOCTAHOBOK
4. |alarge amount of hard work  |4. |kmHOmKOMa 3TO HEYTO OOINBIIICE,

and dedication

4YeM IPHOOpETeHNE TEXHUYECKUX
HOY-Xay
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responsible for casting,
screenwriting, set and costume
design,

5. |Film school is an expensive 5. | KMHOIIKOJIa — 3TO TIOMCK celst
and important investment
6. |film school is about more than |6. |OoblIOro KONKUYECTBA
gaining technical know-how HaTpsKEHHOW pabOTHI U
CaMOoOT/Iauu
7. |experience of being trained by |7. |TpeOyer HemokomeOmMOit
accomplished professionals in MPEJaHHOCTH NIy,
the field is invaluable cOamaHCHPOBAHHBIX
JUACPCKUX KadyeCcTB,
OPHUTHMHAJIBLHOTO TBOPUYECKOTO
M0/IX0/1a U TIIyOOKOTO 3HAHHS
Ou3Heca
8. |Film school is about finding 8. | mpemocTaBIAIOT BHITYCKHUKAM
out who you are, BO3MOYKHOCTH IPHOOPECTH OITBIT
1 co37aTh NopThomo
9. | offer opportunities for 9. | KMHOIIKOJIa — 3TO
graduates to gain experience JIOPOTOCTOSIIAS U BasKHAS
and build portfolios MHBECTHUIUS
10. | first-time directors begin by 10. | mocTIKEHUE STON BBICOKOM
directing small productions JTOJDKHOCTHU
11. | need to concentrate on 11. | mpuBnekarenbHas u
developing and demonstrating KOHKYPEHTOCIIOCOOHAs cdepa
their skills Kapbephbl
<)
1. |to earn recognition essential 1. | mpuHHMaeT HemOCpeICTBEHHOE
for success ydacTHe B INIAHUPOBAHUH U
Ju3aitHe GpribpMa
2. |a fledgling director has built 2. |HyXXHBI aKT€pBbI, yBICUEHHbIE
a strong resume and secured CBOUM IIEPCOHAKEM
relationships
3. |intimately involved with the 3. |HepeIko pexuccep oKa3biBaeT
planning and design of the film 3HAYUTENHHOE BIMSIHUE B OTUX
BOKHEHIIMX 00J1acTsIX
4. |from initial conception to final |4. |KOTOpBIE COOTBETCTBYIOT €TO
product ICTETUYECKOMY ¥ TOHAITEHOMY
BUJICHUIO (DHIIEMA
5. | will likely have professionals |5. |BHHMaHUE JOKHO OBITH

COCPCAOTOUCHO HAa UT'PE aKTCPOB,
a HC Ha TCXHUYCCKUX OCTAJIAX
IIOCTaHOBKH
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6. |countless other pre-production |6. |TeCHO cOTpyIHHYAET C aKTEPaMHU

jobs BO BpEMsI ChEMOK, PyKOBOAS
UX JBIKCHHSAMH M OTTa4nBast
MacTepPCTBO UCIIOIHECHUS

7. |it is not uncommon for a 7. |3aciyKuTh NpU3HAHHE,
director to have considerable HE00X0IMUMOE JIJIs ycrexa
influence in these crucial areas.

8. |closely with actors during 8. |packampoBka, co3maHue
production, leading their 3CKHA30B I10CJIEI0BATEILHOCTH
movement and honing their MIpeaBapUTEIHLHO
performance BU3YyaJIN3UPOBAHHBIX

rpadUUeCKuX U300paKeCHUN

9. |need actors enthusiastic about |9. |HaYHHAIOIHNA pexKICCEP
the character they play COCTABIIACT CONUIHOE PE3IOME U

HaJIa)KUBAeT OTHOIICHUS

10. | who are in line with his 10. | oT nepBOHAYaNIBHOTO 3aMbICiIa
aesthetic and tonal vision for JI0 KOHEYHOr 0 IPOYyKTa
the film

11. | storyboarding, sketching a 11. | ckopee Bcero, ecTh
sequence of pre-visualized poheCCUOHABI, OTBCYAIOIINE
graphics 3a I0A00pP aKTEePOB, HAIMCAHUE

CLeHapusl, JU3aliH NeKopaluil 1
KOCTIOMOB

12. | focus should be on the 12. | becuncieHHOE MHOKECTBO
performances of the actors JIPYTUX TTOTOTOBUTEIBHBIX
more so than the technical pabot
details of production.

8. Read the questions and choose the correct answers.

1. What is the main responsibility of a film director on set?

a) Handling the distribution of the final product

b) Selecting actors for the film

¢) Managing the budget and finances

d) Leading the crew to capture the artistic vision of the film

2. Why is film school considered an important investment for aspiring
directors?

a) To learn how to operate a digital camera

b) To network with professionals in the industry

¢) To gain experience in directing commercials

d) To discover personal identity and develop creativity

3. In pre-production, what is a common planning method used by directors

to visualize how a scene will play out?
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a) Marketing analysis

b) Location scouting

¢) Storyboarding

d) Theater rehearsals

4. What is the director’s primary focus on set during production?

a) Ensuring the crew follows safety protocols

b) Setting up lighting equipment

¢) Managing the budget

d) Guiding the performances of the actors

5. Why is the director ofien present in the editing room during post-production?
a) To make sure the film is accurately edited together

b) To create a director’s cut version

¢) To finalize the music and sound effects

d) To supervise the marketing campaign

6. Who does the film director answer to during the production of a film?
a) The distributors

b) The actors

¢) The producer

d) The editor

7. What is the role of the film producer in relation to the director?

a) Creating the storyboard concepts

b) Supervising the pre-production process

¢) Managing the distribution of the film

d) Overseeing the bureaucratic business aspects of production

8. What virtues are required for someone to become a successful film director?
a) Leadership and imagination

b) Networking and salesmanship

c¢) Technical skills and expertise

d) Humility and cooperation

9. What is the purpose of the Director’s Guild of America’s Assistant

Directors Training Program?

a) To provide funding for independent films

b) To organize film festivals

¢) To train future directors in assistant roles

d) To offer internships for aspiring directors

10. In what cities are aspiring filmmakers likely to find opportunities to

gain experience in the film industry?
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a) Rome and Sydney

b) London and Paris

¢) Toronto and Vancouver

d) Los Angeles and New York

9. Give the general idea of the text in English.
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HOW TO WRITE A SCREENPLAY
UNIT X

. Practice the pronunciation of the new words and memorize them.
. accumulate [a2'kju:mjulert] HakanmBaTe, cCOOMpaTh, HAKOMUTHCS

. adhere [od 'h1o] mpuHIIaTh, IPHCTaBaTh, TPUACPKUBATHCS

. assume [9'sju:m] mpenmonaraTh, JOMYCKaTh, 3AHUMATh

. blueprint — mpoext

. bragging [ 'braeg] xBactaThcs

. confess [kon'fes] ncroBenoBaThes, MpU3HABATHCS

. convention — yCIIOBHOCTb

. correspond — COOTBETCTBOBATh

. declarative [di'klaerativ] nexnapaTuBHBIN, ONHCATEILHBIN

10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.

descended upon — oOpymUTECS Ha
enmesh [n'mef] BTSHYTb, OIyTaTh, 3aIyTaTh
ensure [n' [U9] rapaHTHPOBATh, 00ECIICUNUTH, TOOUTHCS
exterior [1k'st1(e)r1a] Hapy»KHast CTOpOHA; BHEITHUH
framework — kapxac
gem [d3em] qparoreHHBI KaMeHb, KEMUYKIHA, CAMOIIBET
genre [ '3DNro] CTHIIB, XKAHP
grappling with — GopoTscs ¢
guideline ['gaidlain] pykoBoJCcTBO, yka3aHHe, MHCTPYKIHSI, OPUSHTUP
interior [In'tiorio] BHyTpeHHee YOPaHCTBO; BHYTPEHHHI
jargon ['dza:gon] »aproH, »xaproHu3m, CJIeHT
logline — cro)KEeTHBIC JIMHUY, JIOTJIAH
margins [ 'ma:d3in] npuObLIb, HAIICHKA; OIS (311.)
midpoint — cepeauHa, CpeHss TOYKa
misunderstanding — HetopazymeHue
. nuggets [ 'nagits] camopoxu
offscreen — 3a kagpom
ongoing  ['pngourm)]  TPOMOKAMOUIUICA,  MPOUCXOMISIIUH,
HSIOIIANCS
overcome — IpeoJoNIeTh
parenthesis [pa'ren0isis] ckoOka, Kpyrias ckoOka
. parsec [ 'pa:sek] mapcek
pay off — NpUHOCHUTH MIIO/IBL; OKYTIUTHCS
screenplay — crienapuii
seed — cemsi, 3epHO
seemingly ['si:miplt] mo-BuaMMOMY, BUIUMO; KXKYIIUHCS (311.)
slugline — mox3aronoBok
succumb [sa'kam] mongaBaThesl, HE YCTOSTh, YCTYITUTh
Synopsis [SI nppsis] KpaTkuii 0030p, pe3rome
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38. treatment- 0030p (311.)

39. ultimately [ Altimitli] B KOHIIe KOHIIOB; B KOHCUHOM CYETE; B UTOIC;
HAKOHEIT

40. unresolved  [AnrT'zolvd]  HepaspemieHHBIH,  HEPEUICHHBIH,
HeyperyJIupOBaHHbIN

41. villain [ 'vilon] 3moneit, Heroasii, Mep3aBel], MOUIeIT

2. Practice the pronunciation of the following word-combinations and
memorize them:

1. crack cases — packphbITh Jienia

2. dedicated professionals — npeaanHbie cBOoeMy Jielly IpodeccroHalbI

3. desolate desert planet ['desolot] Ge3itoqHasI TyCTHIHHAS IUIAHETA

4. dialogue-heavy movies — QuiabMbl ¢ OOJBIIUM KOJIUYECCTBOM
JIaJIOTrOB

5. do a voice over — roBOpHUTH 3a KaJI[pOM

6. elevator [ eliverta] pitch — mpe3enrarms

7. encounter an obstacle — cTajKuBaThCs C NPEMATCTBUEM

8. fast-talking characters — OGBICTpO rOBOpSAIIIE IEPCOHAKA

9. final draft [dra:ft] okoHUaTETBHBII BapHaHT

10. hook the audience — 3arenuTh ayAUTOPHIO

11. inciting incident — MPOBOKAIIMOHHBIN HHITUIACHT

12. occasional exceptions — peqKHe UCKITFOUSHHs

13. passionate speeches [ pafnit] cTpacTHbIC peun

14. quotation marks [kwou ter/n ma:ks] kaBbraku

15. synopsis of the story — kpaTkoe H3JI0)KEeHUE CIOKeTa

16. the summation of the story — kpaTkoe U3JI0’)KeHUE CIOXKETa

17. to draw the audience — npuBIeYb ayAUTOPHIO

18. unconventional screenplay — HeTpaaUIIMOHHBIH ClieHApUIT

3. Read and translate the text.
Text I
What is a screenplay?

It can take years to make a movie. And just like any other big project, it
has to start with an idea. If a movie is like a building, then the screenwriter
is the architect. A movie script is the framework of the building. It is your
blueprint. It is your plan. All movies, from blockbuster feature films to film
school short films, begin with a screenplay, and it’s the single most important
document you’ll produce in the entire filmmaking process. Script writing is
an industry as much as an art or craft. Professional screenwriters are expected
to adhere to formatting conventions and industry standards. A member of a
production company should be able to pick up a screenplay and immediately
know where to find basic things like the title page, name of the screenwriter,
and their Writer’s Guild membership number. They should also be able to
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casily find a synopsis of the story, the main character, and genre. Here are the
basic elements of screenplays, according to Hollywood pros.

The three-act structure

Most movie scripts follow a three-act structure.

The page-by-page action of a script should correspond with the minute-by-
minute action of a movie. “Each page in script format is about one minute,”
says filmmaker Whitney Ingram. “Ninety minutes is 90 pages.” There are
occasional exceptions. Dialogue-heavy movies with fast-talking characters
might say more than a page a minute, but in general, time and pages line up.

Act one

Act one introduces the characters and the central conflict of the story. It’s
also where filmmakers need to draw in the audience and get them to care
about the movie. You’ve got two important functions to begin any movie.
That is, hook your audience and get them to care about the characters. Act one
usually includes an inciting incident, in which the main character encounters
an obstacle or challenge that they have to overcome and will spend the rest of
the movie grappling with.

Act two

During act two the characters are enmeshed in the issues, challenges, and
conflicts that take up most of the movie. Issues are ongoing but unresolved,
and everything is up in the air. The midpoint is right in the middle of the story
when all of the issues have accumulated. Act two is often where characters
are at their lowest point, where villains usually get a few wins in, and where
things can seem hopeless or unresolvable. Throughout act one and act two, a
good screenwriter includes moments and elements that pay off in act three.

Act three

Acts three sees the characters change, rise to a challenge, and ultimately
overcome or succumb to the forces that have descended upon them. Act
three is when the characters face the movie’s central challenge. It’s when
heroes storm the castle, detectives crack cases, and romantic leads give
passionate speeches confessing their love. It’s also where other, smaller
seeds that you’ve planted throughout the screenplay pay off. The key to
good screenplays is that you set up all these little nuggets or gems that are
paid off in the third act.

The three-act structure is a guideline and a convention, not a rule. Many
filmmakers go beyond it and tell stories that do not have clear first, second, or
third acts, or even clear characters or conflict. You should be free of mind in
your approach not only to content, but also to form. It is possible to write an
unconventional screenplay, but if you do, be intentional.

Screenwriting terms

Screenwriting, like every profession, has its own specialized collection
of terminology, slang, industry terms, and jargon. Here are a few terms you
might find helpful:
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Sluglines

Every scene in a script begins with a slugline — also known as a scene
heading — a short description of where the scene takes place. Sluglines always
indicate whether or not a scene is interior or exterior, where it is exactly, and
time of day. A scene that takes place on Tatooine, for instance, would begin
with a slugline like:

EXT — TATOOINE — DAY

A slugline inside the Death Star would look like:

INT — DEATH STAR — NIGHT

And so on.

Action lines

Action lines are simple and declarative, and after you get them out of the
way you can start describing the setting with action lines, which might sound
like: “Fade in on a desolate desert planet. We see R2-D2 and C3PO walking
across the seemingly endless dunes.” Action lines give readers an idea of what
should be happening in the scene, and what the characters are doing when we
see them.

Dialogue

Dialogue usually takes up most of a movie script. Dialogue has the
character’s name above it and is usually written without quotation marks. It’s
also written with large margins or is centered to set it apart on the page from
action lines and other copy. For example, Han Solo bragging about the speed
of his ship would be: HAN

You’ve never heard of the Millennium Falcon? It’s the ship that made the
Kessel Run in less than twelve parsecs!

Sometimes dialogue contains special instructions or notes in parentheses,
like if a character is offscreen or doing a voiceover. Obi-Wan telling Luke to
turn off his targeting computer could look like:

KENOBI (v.0.)

Use the Force, Luke.

Beat

Important events or moments in a screenplay are known as beats. A story
beat is some significant moment. It’s when things can turn in some different
direction. Examples are a detective finding an important clue, an action
hero getting injured, or the leads in a romantic comedy having a conflict or
misunderstanding that drives them apart.

Loglines

The logline is the summation of the story in one sentence. A logline is often
the first thing studio decision-makers hear about a movie, and screenwriters often
start their screenwriting process with a logline and go from there. However, it’s
always possible to change a logline after you’ve written a final draft.

Loglines often contain a hook. Usually there’s some kind of irony in the
logline. That irony usually shows off how the film is different or unusual.
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Elevator pitches

Elevator pitches are a bit longer than loglines, but still short. An elevator
pitch is a short description or synopsis of a project that usually takes up about
30 seconds, the length of an elevator ride. The elevator pitch for Hamlet would
sound something like: “The king dies, and his brother assumes the throne. The
dead king’s son suspects that his father was murdered, and works to bring
down his uncle.”

Obviously this leaves a lot out, but the focus is on describing the movie
quickly.

Treatments

A treatment is a written document that outlines the story and main
ideas of a movie. It’s usually written in the present tense and sticks to
the main story beats and big moments of the film. Treatments are usually
much shorter than screenplays, but they can sometimes be up to 60 pages
or so.

Shooting script

Once a film is in production, a shooting script is created. This version
of the screenplay numbers the scenes to help all departments coordinate
their work — especially helpful as most films are shot out of order (not
chronologically based on the events of the screenplay).

For example, if a movie has several separate scenes that take place in a
casino, the shooting script uses numbers to note that all of those scenes can be
filmed in the same block of time, even if they appear at different times in the
movie. Colored pages are used in shooting scripts to help teams ensure they
are working with the most recent version. Any updates are added to shooting
scripts in a new color.

Movie magic on the page

Film production is a long process that can take years, and it often involves
hundreds if not thousands of dedicated professionals. But every blockbuster
starts with a movie idea from the script writer. A film script is a guide to
collective projects, like a blueprint for a building — or a treasure map for a
voyage of discovery.

4. Give answers to the following questions on the basis of the text.

1. How important is the role of a screenwriter in the filmmaking
process?

2. What are the key elements of a screenplay according to Hollywood
professionals?

3. Why is the three-act structure a common guideline in screenwriting?

4. How do screenwriters ensure that the page-by-page action of a script
corresponds with the minute-by-minute action of a movie?

5. What is the purpose of act one in a screenplay and how does it engage
the audience?
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6. Why is act two often considered the most challenging part for characters
in a screenplay?

7. In what ways do characters evolve and face challenges in act three of a
screenplay?

8. How can screenwriters effectively set up and pay off narrative elements
throughout a screenplay?

9. Why is it important for screenwriters to be familiar with specialized
terminology and jargon in the industry?

10. Can you provide examples of how sluglines, action lines, and dialogue
are used in a screenplay to enhance storytelling?

11. How do special instructions or notes in parentheses impact the way
dialogue is presented in a screenplay?

12. Why are beats considered important events or moments in a screenplay,
and how do they influence the flow of the story?

13. What role does a logline play in summarizing a movie’s story in just
one sentence, and why is it crucial for screenwriters?

14. In what ways do loglines often incorporate irony to make a movie
stand out from others?

15. How do elevator pitches differ from loglines, and why are they essential
for quickly describing a project?

16. What is the purpose of a treatment in outlining the story and main ideas
of'a movie, and how does it differ from a screenplay?

17. Why is a shooting script necessary during the production phase of a
film, and how does it help coordinate different departments?

18. How do shooting scripts use numbering and colored pages to streamline
the filming process and ensure accuracy?

19. Can you discuss the significance of the collaborative effort involved in
film production, starting from the scriptwriter’s initial idea to the final product
on screen?

5. Give Russian equivalents of the following:

OH JIOJDKEH HaYMHATBHCS C MJIEH; KapKac 3/1aHus; OT NOJTHOMETPasKHBIX
0710K0acTepOB 10 KOPOTKOMETPa)KHBIX (MIBMOB AJIS KHHOIIKOJ; 3TO
TakKasg K€ HUHAYCTpUA, KaK HCKYCCTBO HIIM PEMECIIO; HOJIKHBI 6I)ITI) B
COCTOSIHUM JIETKO HAaWTU KPaTKOe COAEPIKaHHE CIOXKETa; MOCTPaHHYHOE
JICHCTBUE CIICHApUS;MHOTAA OBIBAIOT HCKIIOYEHHsS; B LIEJIOM BpeMsl U
CTPaHHUIBI COBIAJAIOT; co3AareisiM (uibMa HEOOXOAMMO IPHBIICYD
ayJIMTOPHIO U 3aCTABUTH €€ 3aNHTEPECOBATHCS (PHUIIBMOM; IPOSIBUTH 3200TYy
0 IepcoHa)kax; B MEPBOM aKTe OOBIYHO IMPOUCXOIHUT ITPOBOKAIMOHHBII
MHIMJCHT; JOJDKEH MPEOJ0JIETh U ¢ KOTOPBIMH OyaeT 60pOThCs O KOHIIA
¢mIbMa; OKa3bIBAIOTCSA BTAHYTHIMH B IPOOJEMBI, MpEHHpaTeIbCTBa
U KOHQIUKTHI; BCE TMPOOJIEMBl HAKAIUTMBAIOTCS; 3JI0JeAIM OOBITHO
yHaeTcst OJep)KaTh HECKOJBKO I00eI, M CHTyalus MOXKET Ka3aThCs
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0e3Hae)KHOW WIIM HEpa3pelIMMON; NMPUHUMAIOT BBI30OB M, B KOHEYHOM
cyere, MPEOI0JIEBAIOT WM YCTYMAIOT CHJIaM, KOTOpPble OOpYyIIMINCH Ha
HUX; IPOU3HOCSAT CTPACTHBIE PEYH, IPU3HABASICH B JIOOBH; NAIOT TUIOABI 1
apyrue, 6oJjiee MEJIKHE CEMEHa, KOTOPBIC BbI CESUTH Ha IPOTSHKCHUH BCETO
CLICHAPHS; BBl CO3/IA€TE BCE OTH MAJICHBKUE CAMOPOJIKHI HMIIH KEMUYKHHBI,
KOTOPBIC OKYIIAIOTCS B TPETHEM aKTe; OBITH CBOOOJIHBI B CBOEM IIOJXOJIE
HE TOJIBKO K COAEP)KaHUIO, HO U K (POPM; HECKOJIBKO TEPMHHOB, KOTOpPBIE
MOT'YT OKa3aThCs IOJIE3HBIMH Ul Bac; CLieHa B CLIEHAPUHM HAYMHACTCA C
[I0J3aTr0JIOBKA; HAIPABJICHUE NEATEIbHOCTH; II0CHIE TOT0, KaK BBl C HUMH
pa3beperech; OKakeTech Ha IyCTHIHHOW IJIAHETE; HPEACTABICHUE O
TOM, YTO AOJIKHO NPOUCXOIUTH B CHeHe;OGLI‘IHO NUIICTCA 663 KaBbIUYCK;
KpOME TOT'0, OHO HHINETCSI C OOJIBIIMMH MOJIIMU;MOT OBbI cka3zaTh: XAH;
KOTOPBIN IIPeo/1oIIes paccTosiHue 1o Keccens; OUT HCTOPUM — 9TO KaKOW-
TO Ba)XKHBII MOMEHT; CIOXKCTHBIC JIMHHWHU; 4YacTO €CTh BCTaBKa; 0030p;
W3JIAraeTcsl CIOKET W OCHOBHBIE HAEH (HiIbMa; OTPa)KaeT OCHOBHBIE
CIO)KETHbBIC JIMHUM U Ba)KHbIC MOMEHTBI (DMIIbMA; CLIEHApHUil VIS CHEMOK;
CLICHBI IPOHYMEPOBAHBI, YTOOBI TIOMOYb BCEM OT/eNIaM CKOOPJAWHHPOBATH
CBOIO paboTy; CHUMAIOTCS HE 10 TOPSIKY; BCe OOHOBICHUS J0OaBIISIIOTCS
B CLICHAPHH ChEMOK; HAUWHAETCS ¢ Uaen GuiIbMa, IpeayioKeHHOW aBTOpOM
CLICHAPHS

6. Give Russian equivalents of the following:

the framework of the building; adhere to formatting conventions and
industry standards; immediately know where to find basic things like the
title page, name of the screenwriter, and their Writer’s Guild membership
number; dialogue-heavy movies with fast-talking characters; hook your
audience and get them to care about the characters; the main character
encounters an obstacle or challenge; issues are ongoing but unresolved;
villains usually get a few wins in, and where things can seem hopeless or
unresolvable; a good screenwriter includes moments and elements that pay
off in act three; that you’ve planted throughout the screenplay pay off; you
set up all these little nuggets or gems that are paid off in the third act; a
guideline and a convention; be free of mind in your approach not only to
content, but also to form; screenwriting terms; every scene in a script begins
with a slugline; indicate whether or not a scene is interior or exterior; action
lines are simple and declarative, walking across the seemingly endless dunes;
bragging about the speed of his ship would be; things can turn in some
different direction; the summation of the story; contain a hook; suspects that
his father was murdered; outlines the story and main ideas of a movie. It’s
usually written in the present tense and sticks to the main story beats; once a
film is in production; especially helpful as most films are shot out of order;
to help teams ensure they are working with the most recent version; starts
with a movie idea from the script writer.
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7. Match the equivalents to the word combinations given in the left
column.

a)

I.

it can take years to make a
movie

PpOOJIEMBI POJIOIIKAIOTCS, HO
HE PEIalTCs, i BCE BUTAET B
BO3JyXe

in the issues, challenges, and
conflicts that take up most of
the movie

2. |should be able to pickupa |2. |(QHIBMBI C GOTBITNM KOTHIECTBOM
screenplay and immediately JTHAJIOTOB U OBICTPO TOBOPSIIUMH
know where to find basic [IEPCOHAYKAMH MOTYT 3aHHMMATh
things like the title page, OoJIblIIe CTPaHUIIbI B MUHYTY,
name of the screenwriter, HO B ILI€JIOM BPEMSI U CTPAHUIIBI
and their writer’s guild COBIAIAIOT
membership number

3. |most movie scripts follow a |3. |kak pa3 cepeanHa HCTOPUH, KOT/Ia
three-act structure BCE MPOOIIEMBI HAKATITUBAIOTCS

4. |the page-by-page action of |4. |B mepBOM akTe OOBIYHO
a script should correspond MIPOHUCXOIUT POBOKAIIMOHHBIH
with the minute-by-minute WHUUICHT, B KOTOPOM IJIaBHBII
action of a movie TepON CTaJIKUBACTCS C

HPEIsTCTBHEM HIIH IIPO0OIeMOit

5. |dialogue-heavy movies with |5. |10omKeH UMETh BO3MOXXHOCTD B3STh
fast-talking characters might CIICHApUii U cpasy JKe y3HaTh,
say more than a page a rJIc HAUTH OCHOBHBIC CBEICHHS,
minute, but in general, time TaKue KaK TUTYJIbHBIN JIUCT, UM
and pages line up CLIEHApHCTa U €ro YWICHCKUH HOMED

B ['MJIbJIMHU CLICHAPHCTOB

6. |act one introduces the 6. |repou OKa3bIBAIOTCS BTSHYTHIMH
characters and the central B IIPOOJIEMBI, PENHUPATETbCTBA U
conflict of the story KOH(JIUKTBI, KOTOPBIE 3aHUMAIOT

0O0JIBIIYIO YacTh (hHIIbMA

7. |act one usually includes an |7. |mocTpaHWmYHOE IEHCTBHE CIICHAPHS
inciting incident, in which the JTOJKHO COOTBETCTBOBATH
main character encounters an TIOMHUHYTHOMY JEHCTBHUIO QpHiIbMa
obstacle or challenge

8. |have to overcome and will |8. |OGOJIBIIMHCTBO ClIEHAPUCB (PHIIBMOB
spend the rest of the movie COCTOSIT U3 TPEX aKTOB
grappling with

9. |the characters are enmeshed |9. |B mepBoM akTe paccka3blBaeTCs

0 MepPCOHAXKaX U LIEHTPAIBHOM
KOH(IIMKTE HCTOPUHU
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10. | issues are ongoing but 10. | Ha co3anue GuiIbMa MOTYT YHTH
unresolved, and everything rOJbl
is up in the air
11. |right in the middle of the 11. | momxeH mpeo1oNeTh U ¢ KOTOPBIMHU
story when all of the issues Oyzer 60poThes 10 KoHIA (huiibMa
have accumulated
b)
1. |villains usually get a few 1. |3moaesM oObIYHO yaaeTcs
wins in, and where things oJIepKaTh HECKOJIBKO 1o0e],
can seem hopeless or U CUTYyalMsl MOJKET Ka3aTbCsl
unresolvable 0e3HaIeKHON MITH Hepa3pelmnMoi
2. |a good screenwriter includes |2. |pexuccepsl BEIXOST 32 paMKA
moments and elements that 9TOT0 U PacCKa3bIBAIOT UCTOPHH,
pay off in act three B KOTOPBIX HET YETKUX MEPBOTO,
BTOPOTO MJIH TPETHErO aKTOB
3. |the characters change, rise to | 3. |repou IITYpMYyIOT 3aMOK,
a challenge, and ultimately JIETEKTUBBI PaCKPBIBAIOT
overcome or succumb to the Jiena, a POMaHTHYECKUE Fepon
forces that have descended MIPOU3HOCSAT CTPACTHBIC PEUH,
upon them [IPU3HABASICH B JIIOOBHU.TEPOU
MCHAIOTCA, MIPUHHUMAIOT BBI3OB U,
B KOHEYHOM CYETe, IPEOI0ICBAIOT
WK YCTYMAOT CUIIaM, KOTOPbIC
OoOpyHIMIINCh Ha HUX
4. |when the characters face the |4. |HaumHaeTcs ¢ MOA3arojoBKa,
movie’s central challenge TaK)Ke U3BECTHOTO KaK 3ar0JI0BOK
CIICHBI, — KPATKOTO OTHCAHHSI
TOT0, II€ NPOUCXOJIUT HeﬁCTBHe
5. |heroes storm the castle, 5. |repou mMITYypMYIOT 3aMOK,
detectives crack cases, JIETEKTHUBEI PaCKpPBIBAOT JeTa, a
and romantic leads give POMaHTHYECKHE TEPOU TIPOU3HOCT
passionate speeches CTPACTHBIC PEYH, IPH3HABASCH B
confessing their love J1100BU
6. |filmmakers go beyond it and |6. |Xxopommii clieHapuUCT BKIIOYAET
tell stories that do not have MOMEHTBI U 2JIEMEHTBI, KOTOPbIE
clear first, second, or third OKYTISATCS B TPETHEM aKTe
acts
7. |itis possible to write an 7. |mocie TOro, Kak Bbl ¢ HUMH

unconventional screenplay,
but if you do, be intentional

pa3depeTech, BBl MOKETE
HAyaTh OMHUCHIBATH OOCTAHOBKY,
UCTIOJIB3YSI CEOIKETHBIE JINHUU
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8. |begins with a slugline — 8. |repou CTaIKUBAIOTCS C TJIABHBIM
also known as a scene HCTBITAHHEM (PIUTEMA
heading — a short
description of where the
scene takes place

9. |indicate whether or not a 9. |mpexacTaBiIeHUE O TOM, YTO JJOJDKHO
scene is interior or exterior, MIPOUCXOJUTH B CLIEHE U UTO
where it is exactly, and time JIeNaroT NePCOHaKU
of day

10. | after you get them out of the | 10. | MoxHO HamucaTh
way you can start describing HETPAJAUIIMOHHBIN CIICHAPUH, HO
the setting with action lines €CIIU BBI ATO cziesaeTe, OynpTe

LeJICY CTPEMIICHHBI

11. |an idea of what should be 11. | yka3bIBaIOT, SIBISECTCS JIN CIICHA
happening in the scene, BHYTpPEHHEH HITH BHEUTHEH, TIe
and what the characters are MMEHHO OHA HaXOJUTCS U BPEeMS
doing CYTOK

<)

1. |it’s also written with large 1. |Bce 00HOBIIEHUS NO0ABIISIOTCS B
margins or is centered to CLICHApUH ChEMOK B HOBOM IIBETE
set it apart on the page from
action lines and other copy

2. |contains special instructions |2. |cIeHapHii CbeMKH UCIIONB3YET
or notes in parentheses, like U@ pbl, ITOOBI yKa3aTh, 9TO BCE
if a character is offscreen or 9TH CIEHBI MOTYT OBITH CHATHI
doing a voiceover B OJIMH U TOT )K€ MPOMEKYTOK

BPEMEHH, TaXKe eCIIA OHU
TIOSABJIAIOTCA B pa3HOC BPEMA B
bubme

3. |an action hero getting 3. |KpaTKoe OmHCaHHEe MPOCKTa,
injured, or the leads in a KOTOpOE OOBIYHO 3aHUMAET OKOJIO
romantic comedy having a 30 cekyHJI, 9TO COOTBETCTBYET
conflict or misunderstanding [IPOJIOJDKUTEIBHOCTH TIOE3/IKH B
that drives them apart e

4. |the summation of the story |4. |0030pbI 0OBIYHO HAMHOTO KOpOYE,
in one sentence 4eM CLeHapHHU, HO HHOTa

uX 00bEM MOXKET JIOCTHIaTh
60 cTpaHUI] TIIH OKOJIO TOTO
5. |always possible to change a |5. |3aaeliCTBOBaHbI COTHH, SCJIU HE

logline after you’ve written a
final draft

TBICSYHU MPEJAHHBIX CBOEMY JIEITY
poheCCHOHATIOB
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6. |short description or synopsis | 6. |repoii 60eBHKa MOIy4aeT

of a project that usually TpaBMY, UM y INIABHBIX FEPOEB

takes up about 30 seconds, POMaHTHYCCKON KOMEIIHH

the length of an elevator ride BO3HHUKACT KOH(PIUKT FITH
HeJopa3yMeHHe, KOTOpoe X
pasiydaer

7. |this leaves a lot out, but the |7. |3T0 pyKOBOJICTBO K KOJUIEKTHBHBIM
focus is on describing the IIPOEKTaM, KaK IJIaH 31aHus
movie quickly WM KapTa COKPOBHUIIL JIst

MY TENIECTBUSI, TIOJIHOTO OTKPBITHIA
8. |[treatments are usually much |8. |kpaTkoe u3I0KECHUE CIOKETA B
shorter than screenplays, but OJIHOM TPE/JIOKCHUU

they can sometimes be up to
60 pages or so

9. |the shooting script uses 9. |comepkaTcs crienMaIbHEIC
numbers to note that all of WHCTPYKIIMY WIIN TIPUMEUYaHHS B
those scenes can be filmed in KPYTJIbIX CKOOKax, HAIpuUMep, ecliu
the same block of time, even MEPCOHAXK HAXOJUTCS 32 KaApOM
if they appear at different WJIM TOBOPUT TOJIOCOM 32 KaJ|pOM
times in the movie

10. | any updates are added to 10. | kpome TOTO, OHO TTHIIIETCS C
shooting scripts in a new OOBITUMH TTOTISIMH HIIH TT0
color LEHTPY, YTOOBI BBIJICIATE €TO Ha

CTpaHULIE CPeaU NPYTUX TEKCTOB

11. | involves hundreds if not 11. | Bceraa ecTh BO3MOXKHOCTh
thousands of dedicated W3MEHUTH JIOTJIAH II0CIIE TOT'0,
professionals KaK BBI HAITUIIIETE OKOHYATCIHHBIH

BapHaHT

12. | a guide to collective 12. | 31€Ch MHOTOE YIYIIICHO, HO
projects, like a blueprint OCHOBHOC BHHMAaHUC YICISICTCS
for a building — or a KpaTKoOMYy OIHCAHUIO priibMa
treasure map for a voyage of
discovery

8. Which of the listed below statements are true/ false? Specify your
answers using the text.

1. A logline is a detailed outline of the story and main ideas of a movie.

2. Treatments are usually longer than screenplays.

3. Elevator pitches are typically longer than loglines.

4. Shooting scripts help coordinate the work of different departments
during film production.

5. Movie magic on the page refers to the final version of the screenplay.
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6. Beats in a screenplay are insignificant moments that do not impact the
story.

7. Loglines often contain a hook that showcases the uniqueness of the
film.

8. Treatments are written in the past tense.

9. An elevator pitch is a brief description of a project that can be delivered
in about 30 seconds. 10. Colored pages are used in shooting scripts to indicate
updates and changes.

9. Translate the next sentences into English:

1. Ha co3nanue ¢uiabmMa MOTYT YUTH TOJIBI.

2. Bce QuiabMbl, OT  MOJHOMETPAXKHBIX  OJIOKOACTEpOB  JIO
KOPOTKOMETPaKHBIX (DMIBMOB Ul KUHOILIKOJ, HAYMHAIOTCS CO CLIEHApHs,
U 3TO CaMblil BajKHBIN JTOKYMEHT, KOTOPBII BBl CO37aeTe BO BCEM Ipoliecce
cozfanus GpuibMa.

3.  Oxwupgaercs, 4YTO NPOQECCHOHANbHBIC  CIECHApUCTBI  OyayT
MIPUICPKUBATHCS TIPaBHUI OPOPMIICHHS 1 OTPACIIEBBIX CTAH/IAPTOB.

4. CoTpyIHHMK TPOIIOCEPCKON KOMITAHHH JOJDKEH MMETh BO3MOXKHOCTH
MOJTyYUTb CLICHAPUH U Cpa3y JKe 3HATh, T1¢ HAIITH OCHOBHBIE CBEJICHNUS, TAKNE
KaK TUTYJBHBII JUCT, UM CLEHAPUCTA, JETKO HAWTH KpaTKoe H3JIOKCHUE
CIO’KETa, TJIABHOTO T'epOsl 1 XKaHP.

5. BONBIIMHCTBO ClicHAPUEB (DUIBMOB MMCIOT TPEXAKTHYIO CTPYKTYDY.
IlocTpaHn4HOE NEHCTBUE CLEHAPUsl JOKHO COOTBETCTBOBATL IOMUHYTHOMY
neiictButo uibMa. [leBstHocto MuHyT — 310 90 cTpanun. MHorna ObiBaroT
uckiodeHns. @uibMbpl ¢ OONBIIMM KOJMYECTBOM JHAJIOTOB M OBICTPO
TOBOPSIIMMH NEPCOHAKAMH MOTYT 3aHMMaTh OOJIbIIIE CTPAHUIIBI B MUHYTY,
HO B [IEJIOM BPEMsI U CTPaHHIIBI COBIAAIOT.

6. B mepBoM akTe paccKasbIBacTCs O IEpCOHaKaX M IEHTPAILHOM
KOH(JIMKTE UCTOPHH. B mepBoM akTe 00BIYHO IMPOUCXOINUT MTPOBOKAIIMOHHBIHN
WHIUAEHT, B KOTOPOM TJIABHBIM Iepoi CTAJIKUBACTCS C MPEMSITCTBHEM HIIH
po0IeMOii, KOTOpPBIE OH JOJKEH MPEOI0NIETh U ¢ KOTOPBIMHU OyIeT O0poThes
JI0 KOHIIa (priIbMa.

7. Bo BTOpOM akTe IepoM OKa3bIBAIOTCS BTSIHYTBIMH B IPOOJIEMBI,
NPEenupaTesibcTBa U KOH(IUKTBI, KOTOPbIC 3aHUMAIOT OOJBIIYI 4YacTh
¢unpma. Bo BTopoM akTe nepcoHaku 4acTo OKa3bIBAIOTCS Ha CAMOM HH3KOM
YPOBHE, 3JI0/IesIM OOBIYHO YIAETCs OJIEPIKaTh HECKOJIBKO 100e/1, M CUTYaIHs
MOXET Ka3aThCsi 0E3HaAEKHON MITH Hepa3peInMoii.

8. B Tperbem akTe repou MEHSIOTCS, IPUHUMAIOT BBI30B U, B KOHEYHOM
cyeTe, MPEeOI0JICBAIOT WIN YCTYNA0T CHJIaM, KOTOpbIe OOPYIIMIINCH Ha HUX.
B TpeTbem akTe repou CTAIKUBAIOTCS C TIIABHBIM HCIIBITAHUEM (PHIbMA.

9. Cuenapuct, kak ¥ Jro0ast mpodeccus, MMEeT CBOIO COOCTBEHHYIO
CTEIMAIN3UPOBAHHYI0 TEPMHHOJIOTHIO, CIICHT, OTPAclIeBble TEPMHUHBI H
JKAPTOHU3MBI.
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10. Kaxpast cueHa B CIIEHapUM HAUYMHAETCS C IOJ3arojoBKa, TaKkKe
M3BECTHOTO KakK 3arojloBOK CILEHbI, — KpPaTKOTO OIKMCaHWs TOro, TIJie
MIPOUCXOJIUT JICHCTBHE.

11.CroeTHbIC TMHUH AAIOT YUTATEISIM IIPEJCTABICHHUE O TOM, YTO JJOJDKHO
MIPOMICXOUTH B CIICHE M YTO JICTAIOT TICPCOHAXKHU, KOT/Ia MBI X BHIIUM.

12. manmoru 0OBITHO 3aHIMAIOT OOJIBIIYIO YacTh CIieHapus (hrapMa. Hax
JTHATTIOTOM CTOUT UM TIEPCOHAKA, H OHO OOBIYHO MHUIIETCS 03 KaBBIYCK.

13. buT BcTOpuM — 3TO KaKOW-TO BaKHBIM MOMEHT. MIMEeHHO B 3TOT
MOMEHT COOBITHS MOTYT ITIOBEPHYTHCS B IPYTOM HAIPaBICHUH.

14. PeueH3ust — 95TO MUCHbMEHHBIA JOKYMEHT, B KOTOPOM H3JIaraeTcst
CHOKET U OCHOBHBIC UICHU (I)I/IJ'II)Ma.

15. Kak TosbKO (hHIbM HAXOAUTCS B IIPOU3BOICTBE, CO3IACTCSI CIICHAPHIA TIIS
CheMOK. B aToi1 Bepcuu clieHapHsi CLieHbI IPOHYMEPOBaHBI, YUTOOBI TOMOYb BCEM
OT/IeNiaM CKOOPJMHUPOBATh CBOIO PaboTy, YTO OCOOCHHO MOJIE3HO, MOCKOJIBKY
00NBIIMHCTBO (PHUIIBMOB CHUMAIOTCSI HE 110 TOPsIKY B (uibMe. [IponsBoacTBo
(huITbMa — JIHUTENBHBIN TIPOIIECC, KOTOPBIA MOXKET 3aHSATH TOJIBL.

10. Read and translate the text.
Text I1
Shooting scripts: Plan your film production
The purpose of a shooting script

A shooting script is a key piece in the production of a motion picture. It’s
a version of a screenplay that includes detailed cinematography instructions
laid out in the order that they’ll be needed, such as certain camera shots, props,
and locations. A shooting script is like a combination of a screenplay and a
shot list.

It’s one thing to have an amazing story in place for your film, but a whole
other set of information is needed for the production team to work together to
realize that vision. “Teams have to be coordinated,” says writer and director
Sam Roden. “I think that’s the main reason you have a shooting script.”

“It sets out a plan for how you’ll actually get the elements that you need to
tell the story,” says videographer David Albright. “You’re looking for specific
types of shots for the angles you want to get.”

The filmmaking journey from spec script to screenplay

To explore a new story they’d like to tell, whether for an established show
or for a new film idea, a screenwriter might write what’s called a spec script,
a script they’re not being paid to write. If the project is approved or bought,
the spec script enters the next screenwriting phase, in which the story is edited
into the final screenplay.

And from screenplay to shooting script

While a normal script or screenplay follows the narrative of the film, a
shooting script is a whole new document adjusted to serve the needs of the
production team throughout principal photography. It’s organized to follow
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the shooting schedule rather than the chronological story. For logistical and
budgetary reasons, you’ll want to film certain scenes together even if they’re
out of sync with the order of the narrative. And a shooting script provides the
plan for exactly what to shoot when.

If you have a story that takes place in a house, then at a park, then at a
school, then at the park again, and then back at the house, you want to capture
all of the house scenes back to back. That way, sets and lighting don’t have to
be taken down and then reconstructed again and again.

“Particularly if you have to deal with exteriors and uncontrollable natural
light, you have to cater your day to when you need to be in different places,”
explains digital producer Matt Monnin. “So a lot of thought goes into planning.
And in bigger shoots, you use union talent and union crews. You pay people
to be there, and you want to use them effectively.

10. Give the general idea of the text in English.

11. Read and translate the text.
Text I11
How to create a shooting script

When creating a shooting script, consider the style that the film script is
written in. For instance, you wouldn’t write the shooting script of a feature
film or short film in the same manner as a commercial film.

“To take a project from a screenplay to a shooting script is to continue
to do the creative work,” says Roden. “The main point is to go through
your script ridiculously carefully and make sure that there’s clarity on what
you’ll do. And if any questions come up, those go through the director and
cinematographer. It’s really about making sure everything’s well thought out
before you show up to the shoot.”

The following steps are typically necessary to develop a shooting script:

1. Storyboard it: Create storyboards of the screenplay to help establish a
visual style for your project.

2. Make a shot list: The director and cinematographer go through the
screenplay and create a detailed list of every shot necessary for the production.
The production director or AD (assistant director) decides the shooting order
for everything.

3. Add every detail: Once a shot plan is created, everyone on your team,
including the production designer, prop master, and costume designer, goes
through the shooting script to make sure every piece of information needed to
capture each shot is included.

What details to include in your shooting script.
Formatting is ultimately up to you and depends on what works best for
your team or production company. If you use screenwriting software, it may
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have a shooting script template you can use. Most likely, you’ll want to
create a spreadsheet-style layout with a header row that labels each column of
information. The information you include depends on the needs of your team
but may include the following:

Scene numbers: These are important to ensure every scene gets covered
and will come in especially handy when editing starts. To break down smaller
scenes within a scene, use the alphabet (e.g., Scene 1a, 1b, lc, etc.).

Camera shots: Include how many and which camera angles to use in each
scene, what types of shots are needed (close-ups, medium shots, over-the-
shoulder shots, POV shots, etc.), and any special information needed for those
shots, such as lighting directions.

What to film: Describe what’s to be shown in each shot, including the
character names, what actions will occur, what objects or B-roll should be
captured in each setting, and any desired acting notes.

Sets and props: Name the location for each shot, list any special props or
set decor involved, and make note of key costuming details.

Special effects and stunts: Describe any stunts, special effects, or
transitions that will occur during the filming or editing (fade-ins, cross
dissolves, abrupt changes where you’ll cut to the next scene, etc.) and any
special considerations needed to allow them to happen.

Editing systems for shooting scripts.

Big productions for feature films or television use a color-coded system
for making edits. Since revisions will occur throughout the pre-production
and production phases, this is a great way to make sure everyone knows
where certain scenes are in the revision process. Pages will be printed on nine
different colored papers to signify which stage of revision they’re in, and if
there are more revisions, the color cycle repeats.

White: Unrevised.

Blue: First revision.

Pink: Second revision.

Yellow: Third revision.

Green: Fourth revision.

Goldenrod: Fifth revision.

Buff: Sixth revision.

Salmon: Seventh revision.

Cherry: Eighth revision.

Go from shooting script to polished project.

A detailed shooting script will help your shoot run smoothly because it’s
like a blueprint for building your vision. Everyone on the production team can
reference the shooting script as a source of truth for each day’s activities. And
there’s no one this document is more important to than the script supervisor or
whoever is in charge of checking that everything has been captured.
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Use your shooting script to take notes as you film.

A script supervisor performs a key role when it comes to ushering the
footage you get into its final form as a well-edited video or film. Even if
you aren’t working on a big-budget production, it’s crucial to have someone
perform this role. The script supervisor keeps an eye on what’s being shot,
looks out for continuity issues with wardrobe and other items, and takes notes
on the script as the shoot moves along.

Your script supervisor makes sure that each shot that’s needed is captured
in a satisfactory way. And they keep notes about which takes have the best
versions of certain lines or which scenes might require “pickups,” or reshoots,
to blend one take into another.

“When I served that role, I would record notes like, ‘Take three was better
than take two, but we need a pickup because they screwed up this one word.
So we’re going to use take three with take four as a pickup starting at this
point,” says Monnin. “You note all of that as you go to make sure that not only
did you capture it, but you captured a good, usable version of it.”

Edit your footage with your shooting script.

Thorough notes and a solid shooting script will make for a more streamlined
editing process. As you or your editor cut together your footage in post-
processing software like Adobe Premiere Pro, you can reference the correct
narrative order using scene numbers. Then you can use the script supervisor’s
notes to know which takes of each shot might be best.

Even if you’re a first-time filmmaker without a full production team, you
can benefit from the use of a shooting script to organize your project.

“Some people think, ‘Oh, you just go shoot and then take what you get and
turn it into something.” But it doesn’t work that way,” says Albright. “You
have to pick a focus ahead of time and figure out what you need to do to build
your story before you start.”

12. Give the general idea of the text in English.

13. Read and give the adequate translation of the text.
Text IV
Screenplay “Casablanca” (1942)

Next up, let’s look at a revered classic: Michael Curtiz’s beloved wartime
romance Casablanca. As with any other screenplay on this list, there’s far
more to be praised than can be covered in so few words. So let’s narrow our
focus and examine Casablanca in regard to its use of conflict.

The story is that of Rick Blaine, a cynical expatriate in French-occupied
Morocco during the Second World War. Prompted by the arrival of his former
lover and her fugitive husband, Rick considers helping the couple escape the Nazis.

As we can see, the premise of the story is wrought with conflict. Set during
the Second World War, the story is inherently imbued with a sense of urgency
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and the threat of violence. We can see this tension in the opening pages of
the script, which contains shots of sudden panic and brutality: “women run
screaming”; “[police offers] dragging frightened refugees”; “the shadow of a
man hanging by a rope”

The external conflict intrinsic to the setting is further complemented by the
internal conflict of the protagonist.

Rick’s Internal Conflict

Rick tussles with several contradictions and competing motivations.

For instance, he is outwardly cynical yet deeply compassionate. Despite
being impartial to the conflict (his nightclub, Rick’s Café Américain, is open
to all), he resents the German repression.

Rick finds his position further complicated by the arrival of Ilsa and
Laszlo, who are trying to escape Casablanca.

As Rick’s former lover, Ilsa introduces a degree of emotional uncertainty.
Will Rick help or hinder the couple’s goals?

Additionally, Laszlo’s position as a prominent figure in the Resistance
movement creates further complexity. Any action that Rick chooses to take
now has broader political implications. As such, Rick’s dilemma is both
intensely personal and acutely political.

Ilsa and Laszlo are catalysts, spurring Rick into action and prompting him
to abandon his neutrality. Rick subsequently chooses to assist the couple —
even to his detriment — in a series of gestures that demonstrate the triumph
of moral duty over self-interest. This completes Rick’s character arc: moving
from cynical indifference to decisive action.

14. Give answers to the following questions on the basis of the text.

1. How does the setting of World War II enhance the conflict in
Casablanca?

2. In what ways does Rick Blaine embody internal conflict in Casablanca?

3. How do Ilsa and Laszlo contribute to Rick’s internal conflict in the film?

4. What pivotal moment in the story prompts Rick to abandon his neutrality
and take action?

5. How does Rick’s character arc evolve throughout the film?

6. What do the shots of sudden panic and brutality in the opening pages of
the script symbolize in Casablanca?

7. How does Rick’s neutrality in running Rick’s Café Américain contrast
with his actions towards Ilsa and Laszlo?

8. What themes of sacrifice and duty are explored through Rick’s choices
in Casablanca?

9. How does the political landscape of Casablanca add complexity to
Rick’s decision-making?

10. What role does Rick’s former lover, Ilsa, play in driving the narrative
forward in Casablanca?
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The setting of World War II in Casablanca imbues the story with a sense
of urgency and threat of violence. The backdrop of the war creates external
conflict that heightens the stakes and tension in the narrative.

Rick Blaine embodies internal conflict in Casablanca through his
contradictory nature — being outwardly cynical yet deeply compassionate.
His struggle with his feelings towards the German repression and his decision
to help Ilsa and Laszlo reflect the internal turmoil he experiences.

llsa and Laszlo contribute to Rick’s internal conflict by introducing
emotional uncertainty and political implications. Their presence forces Rick
to confront his past, his feelings for Ilsa, and make decisions that go against
his self-interest

The arrival of Ilsa and Laszlo in Casablanca serves as a pivotal moment that
prompts Rick to abandon his neutrality. Their plea for help and the realization of
the broader implications of their situation compel Rick to take action.

Rick’s character arc in Casablanca evolves from cynical indifference to
decisive action. His interactions with Ilsa and Laszlo lead him to reassess his
values, ultimately choosing to prioritize moral duty over self-interest.

The shots of sudden panic and brutality in the opening pages of the script
symbolize the chaos and violence of the wartime setting. They set the tone for
the external conflict that pervades the story and highlights the danger faced
by the characters.

Rick’s neutrality in running Rick’s Café Américain contrasts with his
actions towards Ilsa and Laszlo by showcasing his internal conflict. While
he maintains a facade of detachment, his involvement with Ilsa and Laszlo
reveals his emotional depth and capacity for compassion.

Themes of sacrifice and duty are explored through Rick’s choices in
Casablanca as he prioritizes helping Ilsa and Laszlo over his personal interests.
His decisions reflect a willingness to sacrifice for the greater good and fulfill
his moral obligations.

The political landscape of Casablanca adds complexity to Rick’s decision-
making by intertwining personal relationships with broader implications. Rick’s
choices are not just about love and loyalty but also about resistance against
oppression, showcasing the intricate web of motivations guiding his actions.

Ilsa plays a pivotal role in driving the narrative forward in Casablanca. Her
reappearance in Rick’s life sparks a series of events that challenge his beliefs,
evoke emotional turmoil, and ultimately push him towards a path of moral
awakening and decisive action

15. Read and give the adequate translation of the text.
Text V
The Significance of the Screenplay
Film is a highly collaborative medium. Most movie viewers probably do
not think of the collaboration process each time they sit at the theater, or at

118



their computer, but the required teamwork is significant, as any moviegoer
who has actually sits through the end credits can attest. In this multi-faceted
form of communication, it is hard to indentify precisely what the most
important component, or who the most important team member, is. However,
there is a strong case to support the notion that the most vital piece of a film
is the screenplay, making the screenwriter a film’s most valuable — and often
underappreciated — player.

It is impossible to envision a film without a script, as the script is the base
for what appears onscreen. It contains, as Assistant Professor of Film Debbie
Danielpour explained in a November 10 lecture to the Boston University (BU)
College of Communication (COM), what is both seen and heard. This includes
a film’s structure, its dialogue, and perhaps most importantly (as movies were
silent until 1926) a description of the scene’s most significant action.

Moreover, it is almost impossible to envision a good film with a bad
screenplay. Syd Field, the “Father of Structure” and author of Screenplay (a
book CNN once called “The Bible of the Film Industry”) has spoken at length
on this issue. Field said definitively, in an interview with ABS-CBN News,
“You can never make a good movie out of a bad screenplay.” Indeed, it is
possible to have a good script with poor production value and subsequently
a poor film, but challenging to see the other way around. Field continued, “A
screenplay is the foundation of a movie. If it’s not there, like in any building,
it’s gonna weaken and crumble.” This idea of the screenplay as the start, the
spawn, the foundation of the final work of art seems the strongest support for
the idea that it is therefore the most pertinent piece of the product.

However, Professor Danielpour, who also created the Screenwriting
Certificate Program at Emerson College, says she is “not sure” that “the most
critical aspect of the success of a film is the screenplay.” Professor Danielpour
argues that, “depending on what sort of film it is, the direction could be more
critical to its success.” Though she noted in her response that, “in a narrative
film, it’s essential to start with a strong script,” Professor Danielpour clearly
could not commit to the claim that the screenplay was the most important key
to a film’s success. Her colleague, B.U.’s Associate Professor of Film Charles
Merzbacher, was more ready to accept the idea. “I wouldn’t dispute your
assertion,” he said. “I often say that any director who has a good script and
the right cast is well on their way to success.” Merzbacher is acknowledging
the collaborative process that filmmaking requires (the director, the cast) but
could not find his own genuine argument against the screenwriter’s position
as the most important.

Before acknowledging and responding to Professor Danielpour’s
point, it would be best to briefly do the same for Professor Merzbacher’s
noteworthy mention of the cast. Though more actors are far more famous than
screenwriters (when one refers to a “star’” one is probably speaking of a lead
actor than even an award-winning screenwriter) and though a given actor’s
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name is slammed on the movie poster or ad campaign, this only proves a
disproportionate admiration and acclamation for the cast over the most critical
component of the crew. Though Philip Seymour Hoffman’s portrayal of the
title character in “Capote” might have been challenging and sensational, he
was, in the end, memorizing and reciting lines Dan Futterman wrote on the
page. To further illustrate this point, Katherine Atwell Herbert’s Writing
Scripts Hollywood Will Love addresses the issue of actor versus writer in the
industry. She writes, “We know that bankable stars are important... but it’s
really the script. Leonardo diCaprio, considered the hottest ticket around since
‘Titanic,” didn’t save ‘The Man in the Iron Mask’ from a stifling box office...
And even the hyper-kinetic Robin Williams couldn’t get ‘Jakob the Liar’ to
sell any tickets.” These examples speak to the way in which the quality of the
script (which should translate into good reviews) often outweighs the talent of
an actor — even a celebrity like diCaprio and an Oscar-winner like Williams.

This brings us to the key and common argument Professor Danielpour
made before: the director might be the most important player on the team.
Indeed, the screenwriter is not even usually on the set — where the very
product in question is being shot, acted, and put into film. Furthermore, films
are often marketed or credited as (for example) “a Steven Spielberg film” or
“a film by Martin Scorsese,” putting the director in the center and accrediting
almost the entire process and product to the individual who directed the movie.

Paul Aaron — a director, writer, producer, traveling professor, and
president of his own production company, Suntaur Entertainment — claims
that this stigma arose during the French New Wave. As discussed in Associate
Professor of Film Studies Roy Grundmann’s November 24 COM lecture,
this was a period in the late 1950°s and 1960’s in which a group of French
filmmakers (Grundmann cited Francois Truffaut as one) were seen as artists
as opposed to merely directors. Grundmann described this author-function as
a profiting sect of the industry wherein Hollywood could make money off the
artist, specifically the 1960’s and 1970’s “movie grad generation” alum like
Francis Ford Coppola or Martin Scorsese. Aaron, who says the French were
“director-centric” as the author of the film “switched from writer to director,”
seems to reject the myth of directors (despite being an award-winning one)
being the center of the art. In fact, he rejects film being called “art” at all. “It’s
a craft,” he argues. “It’s an assemblage of people dedicated to illuminating
the same story — editors, directors, actors, designers. And because the story
begins with the screenplay, although people argue because of the final result
that it is the director’s vision onscreen, the director couldn’t have a vision if
he didn’t have a script.” Aaron rightfully finds this rather unfair: “Everyone
remembers Frank Capra directed ‘It Happened One Night’ but no one
remembers who wrote the screenplay.”

There is an unfortunate status quo in both Hollywood and society that
disregards the writer, or at least marginalizes him or her, in monetary and
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fame-related terms. There are very few famous screenwriters that the average
American can name, yet the famous movies any American can name would
not have existed without that nearly anonymous writer. One potential reason
for this is due to the glory, or lack thereof, of roles in the process: it is more
glamorous to be an attractive and made-up actor with a trailer, or a director
in charge of bossing around a cast and crew, than a man or woman drafting
alone at a typewriter or laptop computer screen. With the insertion of New
Media into the picture, there are even more issues surrounding the respect of
the writer. This was best illustrated by the Writers Guild of America strike
in 2007 and 2008. In November of 2007, WGA members began a strike
over the Minimum Basic Agreement contract with the Alliance of Motion
Picture and Television Producers. The issues in the contract surrounded DVD
residuals, animation and reality TV writers, and New Media technology.This
technology included Internet downloads, streaming, IPTV, and smart phone
programming; 1.2% of revenues from one-time online stream viewings went
to writers, but nothing from website-downloaded content. Casts and crews
from countless television series and films picketed in support of the working
writers, citing their utter necessity in the industry and the need for greater
monetary respect in the modern-day market.

Yet even those living in Hollywood and immersed deeply in the industry,
like Paul Aaron, know how important and furthermore how underappreciated
the screenwriter is. “The only time when a film is perfect,” Aaron says, “is
when a film is well-written.” He went on to create an analogy between a film
and a song: “the song is still written by the composer. You can rearrange it,
you can raise the volume — but you’re still playing the song written by the
composer.”

Film is indeed a craft, combining the talents of hundreds upon hundreds of
craftsmen. These craftsmen are united in the common goal of telling a story
to the best of their ability. But what story? There must be a starting point of
the product — and that starting point is the screenplay, the offspring of the
screenwriter. This is not to suggest every screenplay births from the idea of
the screenwriter — not all scripts are “spec scripts,” or those written without
the invitation from a studio or company. In fact, countless ideas for movies
are invented by a producer, a company, a director, or a powerful actor in
the industry. However, it is the screenwriter who establishes the fundamental
themes, structure, characters, dialogue, and action (what is seen and heard
onscreen) for the film. The screenplay is the most significant aspect of the
entire medium of film, and oddly enough, often the least appreciated.

16. Read the text once again. Connect the questions with the answers
given below and translate them

1. What is the role of a screenplay in the filmmaking process?

2. Why is a good screenplay considered essential for a successful film?
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3. How did Syd Field emphasize the importance of a screenplay?

4. Why do some argue that the director is the most critical player in
filmmaking?

5. In what way did Associate Professor Charles Merzbacher highlight the
importance of a good script and the right cast?

6. Why do some believe that screenwriters are underappreciated in the film
industry?

7. How did the French New Wave impact the perception of directors in
the film industry?

8. What was the primary concern of the Writers Guild of America strike
in 2007 and 2008?

9. How did Paul Aaron emphasize the importance of a well-written
screenplay in filmmaking?

10. Why is the screenplay often considered the most critical aspect of a
film’s success?

a) Some argue that the director plays a pivotal role in the success of a film
because they bring the screenplay to life through their vision and direction.

b) Paul Aaron emphasized that a film is perfect only when it is well-
written, comparing a screenplay to a composer’s song in its significance.

¢) The French New Wave eclevated directors to artists rather than mere
directors, influencing the recognition and focus on the director in filmmaking.

d) The screenplay sets the foundation for the entire film, dictating the
themes, characters, dialogue, and actions, making it a vital component in the
filmmaking process.

e) The Writers Guild of America strike aimed to address issues surrounding
fair compensation for writers in the rapidly evolving landscape of New Media
technology.

f) The screenplay serves as the foundation of a film, outlining the structure,
dialogue, and significant actions of the scenes.

g) A good screenplay is crucial as it lays the groundwork for the entire
story, and without it, it is challenging to produce a quality film.

h) Syd Field, known as the “Father of Structure,” stated definitively that a
good movie cannot be made out of a bad screenplay

i) Merzbacher expressed that a director with a strong script and the right
cast is well on their way to a successful film.

Jj) Screenwriters are often undervalued compared to actors and directors,
as their contributions are less visible despite being the creators of the story.

17. Read the questions and choose the correct answers.

1. Who is often considered the most valuable player in a film by providing
the foundation for the final work of art?
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a) Director

b) Actor

¢) Producer

d) Screenwriter

2. According to Syd Field, why is it challenging to make a good movie out
of a bad screenplay?

a) Dialogue is not important in a film

b) The screenplay serves as the foundation of a movie

¢) Good production value can compensate for a bad screenplay

d) A bad screenplay does not impact the final product

3. Who emphasized the importance of a screenplay by stating, “You can
never make a good movie out of a bad screenplay”?

a) Steven Spielberg

b) Leonardo diCaprio

¢) Martin Scorsese

d) Syd Field

4. Which individual is credited as the “Father of Structure” in the film
industry?

a) Steven Spielberg

b) Syd Field

¢) Martin Scorsese

d) Philip Seymour Hoffman

5. According to Professor Danielpour, who might be more critical to the
success of a film depending on the type of film it is?

a) Director

b) Actor

c¢) Producer

d) Screenwriter

6. Who has been acknowledged as well on their way to success if they have
a good script and the right cast?

a) Producer

b) Editor

¢) Screenwriter

d) Director

7. In the context provided, who is typically the most famous member of a
film crew?

a) Actor

b) Director

¢) Cinematographer

d) Screenwriter

8. According to Katherine Atwell Herbert, which is more crucial in the
film industry despite the disproportional admiration for actors?

a) Cinematography
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b) Special effects

c) Screenplay

d) Production value

9. Who is often credited as the center and the individual who almost

entirely directs the process and product of a movie?

a) Editor

b) Actor

¢) Director

d) Producer

10. What role did Paul Aaron suggest the screenplay plays in the

filmmaking process?
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b) It is the final touch to a film

c) It has little influence on the final product
d) It is the backbone of a good production



FILM CRITICISM AND ITS ASPECTS
UNIT XI

. Practice the pronunciation of the new words and memorize them.
. apprehensive [@pr1 hensiv] npeayBCTBYONIMH, TOHATIUBBIH
. close-ups [klous Aps] kpyITHBIE TIITAHBI
. contagion [kon terdzon] 3apa3a, nH(eKIHs; pacipocTpaHEHHE
. contradict [kontro'dikt] mpoTHBOpEUHTH, TIEPEIUTH, BO3PAKATH
. convey [kon'ver] mepenaBaTh, BEIpaxkaTh
courageous [ko'reidsos] cMelblif, My>KECTBEHHBIH, OTBAXHbIM,
OeccTparnrHbiit

7. cuddly [ 'kadli] mpusTHBIH, pUBICKATSIBHBIHN, IUTFONICBBIN

8. derived [d1'rarvd] momydeHHBIH, BEIBSICHHBIH, B3SThIN

9. echo [ 'ekov] mOBTOPSATH, OTpPaXKAThH

10. enhanced [m'ha:nst] yaydIIeHHBIH, yCOBEPIICHCTBOBAHHBIN;
MOBBILLIEHHBIN

11. enthralling [ 'Oro:lm] YBJIEKATEJIbHBIH, 3pEJUIIHBIN,
3aBOPAKUBAIOIIUIA

12. enthusiastically [m8ju:z1 @stikli] ¢ Boctoprom, ¢ BooayIieBIeHHEM

13. eschew [1s'fu:] cropoHuThCS, W30ETaTh, BO3ICPKUBATHCS,
OCTeperaThes

14. evaluate [1'vaeljuert] oueHuTh

15. flooded ['fladid] 3aToruteHHBIiH, HABOIHCHHBIH

16. genuine [ 'dzenjoin] noIMHHBIN, UCTHHHBIA, HICKPEHHUN, HACTOSIIHIA

17. grounded ['graondid] ocHOBaHHBIH, 000CHOBAaHHBII

18. indulge [mn'dalds] 6anoBath, mpegaBaThes, MOTaKaTh, IOTBOPCTBOBATH

19. interaction [mtor akn] B3aumoeiicTBIE, B3aHMOCBSI3b

20. intricate — 3aIyTaHHbIH, CIIOKHBIN

21. juxtaposition [d3akstopa’zifn] cocencTo, conocraBieHne

22. manipulation [manipju’lerfn] oOpaboTka, yrpaBieHue

23. metaphor [ 'metofo] meTadopa

24. montage [mon'ta:3] MOHTax

25. neglect [n1'glekt] mpenebperats, HTHOPUPOBATH, YIIYCKaTh, 3a0BIBATH

26. neo-realism [ 'ni:ovu- rolizom] HEOpeanTu3m

27.  over-sentimentalizing  ['ouvo  sentimentalizing]  w3nuuIHE
CEHTUMEHTAJIbHBIN

28. overuse [ ouvoju:s] 30yHOTPEOIATH

29. pretense [pr1'tens] oTroBopka, MpeyIor; MPUTBOPCTBO; MPETEH3NS,
NPUTSI3aHUE

30. realism [ 'rrolizm] peanusm

31. relatable — OTHOCHTEIBEHBIN

32. remain [11'mein] octaBaThCs, MpeOBIBATh

NN AW
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33. reveal [r1'vi:l] packpbITh, BBISIBUTB

34, scruffy ['skrafi] HepsAIUIMBEIN, HEYXOXCHHBIH, TPS3HBIN,
HNOTpeNaHHbIN

35. single out — BBIICTHTH

36. suggestive [so'dgestrv] HamOMHHABIIWK, HABOAAIIUMH  Ha
pa3MbIIIICHNS

37. susceptible [so'septobl] YyBCTBUTENBHBIN, BICUATINTEIHHBIH,
CKJIOHHBIN

38. tampering — Mo ienKa, BMENIaTeIbCTBO, B3JIOM

2. Study the following word- combinations and memorize them:

1. distorted angular shapes — uckakxeHHbIE yriioBaTble (HOPMBI

2. the very essence of cinema — camy cyTb KuHemarorpada

3. strongly inclined against — kaTreropuyecku MpoTHB

4. staircase sequence — 3MH30/ C JECTHULIEH

5. intercuts shots of a stroller rolling down the steps — kaapbI ¢ KOJISCKOIA,
KaTAIIeHCs MO CTYNEeHbKaM

6. it will lay bare for you all its cruelty and its ugliness — oH 0OHaXUT
nepez BaMHu BCIO CBOIO JKECTOKOCTh U YPOJICTBO

7. spreads his menacing black wings — pacmpaBnseT CBOM TPO3HBIC
YEpHBIE KPBUIbS

8. intrusive editing — HaBS3YMBBII MOHTaX

9. can push its message forward in an obvious, metaphorical, or subtle
way — MOXeT OBbITh OoJiee HIH MEHEe MOHITHBIM, OH MOYKET BBIPaXKaTh CBOC
MOCIaHUE OYCBH/IHBIM, META()OPUICCKUM MIIH TOHKHM 00pa3omM

3. Read and translate the text.

Text I

An Analysis of Film Critic Andre Bazin’s Views on Expressionism

and Realism in Film

Film critic Andre Bazin had very strong feelings on the subject of montage
and realism. In his article “The Evolution of the Language of Cinema”, he
explains his theory that montage, although necessary in many cases to make
a film work, can be heavily overused. From the start he makes a distinction
between “those directors who put their faith in the image and those who put
their faith in reality”.

In fact to Bazin, reality and everything that can support it such as sound,
deep focus, and invisible editing, define what film should be. Although he
admits that “it was montage that gave birth to film as an art”, he is apprehensive
of anything that supports “the creation of a sense or meaning not proper to the
images themselves but derived entirely from their juxtaposition”. He feels
that any manipulation of the image such as the suggestive editing developed
by Eisenstein or the dramatic sets and lighting of German Expressionism
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stands in the way of releasing film’s true potential for realism. He claims that
the introduction of sound, far from destroying film as an art form, actually
enhanced it as an essential element of reality.

Bazin makes a distinction between two different movements in silent
film, one in which “montage and the plastic composition of the image
are the very essence of cinema” and therefore in no need of support from
sound, and another where the “image is evaluated not according to what
it adds to reality but what it reveals of it”. In the second instance the
introduction of sound helped reveal an aspect of reality that was missing
before, and actually enhanced the art of film instead of competing with
it. A good example of the first movement would be Robert Wiene’s The
Cabinet of Dr. Caligari.

The atmosphere and plot of the film are revealed entirely through visual
means, using wildly abstract sets and dramatically exaggerated makeup. The
film unfolds in an enthralling, completely artificial environment where even
the movements of the actors echo the distorted angular shapes of their setting.
Bazin is right in stating that such films are an entirely separate art form. The
story is conveyed through the intricate interactions between images, lighting,
composition, and movement. If The Cabinet of Dr. Caligari was suddenly
flooded with sound, its delicate visual poetry would have been destroyed by
the harsh invasion of reality. Reality has no place in this hallucinatory world
of illusion, its beauty is in its dreamy detachment from the grounded, solid
world outside the screen.

Bazin argues against any device that can be used to manipulate the
audience’s perception of the scene and its potential to remain ambiguous and
open to interpretation. Naturally he is strongly inclined against the montage
techniques displayed in the films of Eisenstein.

The famous staircase sequence from The Battleship Potemkin employs
montage to create the illusion that the staircase is almost endless, and intercuts
shots of a stroller rolling down the steps with close-ups of horrified faces
and dying people, thus destroying the reality of the actual space and using
metaphors and juxtaposition to create a specific response. The scene definitely
conveys a message and manipulates the audience in a very obvious way.

He writes enthusiastically about the style of Erich von Stroheim whose
philosophy of filmmaking Bazin describes as “Take a close look at the world,
keep on doing so, and in the end it will lay bare for you all its cruelty and
its ugliness.” He appreciates neo-realism as “a kind of humanism” first and
a “style of filmmaking” second. This is really apparent in his review of
Umberto D, where he describes how the scene with the maid waking up in
the morning is broken up into smaller and smaller units and shot continuously
turning “life itself” into “spectacle” and “visible poetry”. He seems very taken
by the idea of shooting an entire film about a man to whom nothing happens
for ninety minutes.
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He is very specific in his ideas and beliefs, but he sometimes almost
contradicts himself with his choice of examples. He singles out F.W. Murnau
among the German Expressionists as a director who is primarily interested
in “the reality of dramatic space”, eschewing artificial montage techniques
for genuine settings and movement. However he seems to entirely neglect
Murnau’s Faust, which is entirely dependent on the manipulation of montage
and space for its dramatic effects. The scene at the beginning of the film where
the monumental figure of the Devil spreads his menacing black wings over
an unsuspecting town, sending down clouds of contagion, is dramatically
intercut with images of suffering and destruction in the streets below. This
scene makes no pretense of realistic space and gains much of its intensity from
the art of suggestive montage.

Bazin gives Orson Welles’s Citizen Kane as a vivid example of the
replacement of montage with depth of frame. By using deep focus, Welles
is able to “cover whole scenes in one take”, allowing the audience to see
the whole picture and interpret the scene independently of intrusive editing.
There are definitely many elements of realism in Citizen Kane, but Orson
Welles indulges in a great deal of symbolic and metaphoric montage to tell his
story. Welles even uses the “realistic” device of deep focus to create symbolic
effects such as placing a character further into the room to make him seem
smaller and more insignificant.

Is it really possible for any film to truly be worthy of Bazin’s ideals? Bazin
himself admits that it is hardly possible to make a film without montage at all.
Some compression of time and shifts in camera position are inevitable. But it
is equally as impossible to make a film without making some sort of statement
and imposing some type of perspective on the viewer. A film, however it is
shot, is and always will be a work of art. It cannot help but express in some
way the views and feelings of its creator. It can be more or less relatable, it
can push its message forward in an obvious, metaphorical, or subtle way, but
the message is still always there. The very act of making a film is already
tampering with reality by capturing it in an artificial form.

Even Umberto D, lauded by Bazin as “one of the most revolutionary and
courageous films of the last two years”, which “destroys drama at its very
basis” is susceptible to manipulation. Escaping the snares of visible montage
it nonetheless demonstratively uses images to manipulate the audience’s
sympathies. The figure of Umberto D’s dog is a perfect example of this. The
film does an admirable job of not over-sentimentalizing the figure of Umberto
himself. A small, scrufty, cuddly dog sitting on the pavement with a hat in its
teeth begging for money, however, is hardly an image worthy of Bazin’s high
standards. The purest form of Bazin’s vision of the ultimate realistic film,
with no visible montage, no plot, no artificial or suggestive elements, and no
signals sent to the audience to aid in its interpretation, is perhaps contradictory
to the very purpose of this art form’s existence.
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4. Read the text and answer these questions:

1. Is montage, according to Andre Bazin, an essential element in film or
does it detract realism he believes film should embody?

2. How does Bazin differentiate between filmmakers who prioritize
the image over reality, and those who emphasize reality as the core of
cinema?

3. Can sound, according to Bazin, enhance the realism of a film or does it
detract from the purity of visual storytelling?

4. How does Bazin view the introduction of sound in silent films and its
impact on the portrayal of reality?

5. What is Bazin’s opinion on the use of montage to manipulate the
audience’s perception in films, like in Eisenstein’s works?

6. How does Bazin contrast films that rely on montage and visual
composition with those that aim to reveal aspects of reality through sound and
image evaluation?

7. In Bazin’s eyes, how does Erich von Stroheim embody the philosophy
of filmmaking that values the raw depiction of reality?

8. How does Bazin view F.W. Murnau’s approach to cinematic realism,
specifically in the context of German Expressionism?

9. What role does deep focus play in Bazin’s argument about the
replacement of montage in films like Orson Welles’s “Citizen Kane”?

10. Can any film truly align with Bazin’s vision of ultimate realism
and authenticity, or does the inherent nature of filmmaking make this an
unattainable goal?

TEXT 11
5. Practice the pronunciation of the new words and memorize
them.
1. aesthetics [i:s'Oetiks] acTeTnka
. blend [blend] rapmoHupOBaTH, COYETATH
. ciné-club [sinekloeb] xuHOKITYO
. crystallize [ 'kristolaiz] kpucrammuzoBartbes, chOpMUPOBATH
. excerpt [ 'eks3:pt] OTpBIBOK, IUTATA, BBIACPIKKA.
. filmmaker ['filmerkor] pexxuccep, kunemarorpagpuct
. foster ['fosta] comelicTBOBaTh, CITIOCOOCTBOBATH, MOACPKATH
. narrative [ narativ] u3JioxkeHue, pacckas, IOBECTBOBaHHE
. oversimplification [ouva'simplifike1/n] upesmepHoe ympouienne
10. presskit — npecc-iogbopka
11. reviewer [r1' vju:a] KpUTHK, 0003peBaTEIb, PELICH3EHT
12. shape — copmupoBath
13. situate [ 'siffuert] pacmonaraTs, MOMECTHTb, PACCMAaTPHUBATH (311.)
14. tolerance [ 'tplorons] TepmuMoCcTh

O 03N D bW
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6. Practice the pronunciation of the following word- combinations and
memorize them:
1. bold speculation — cmenoe paccyxaeHue
. commercial storytelling cinema — KoMMepYecK1ii KHHOTeaTp
. essay mode [ 'eser] — dopma, 3cce
. film studies — kuHOBenECHUE
. filmic expression — knHeMaTorpaduuecKkoe BrIpaKEHHE
. gentlest way — HEKHEHIIINI CMBICIT; CAMBIi yTOHYCHHBIH CIIOC00
. living link — >xuBas cBs3b
. particular emphasis — oco6oe BHIMaHHE
. pictorial style — »XKMBOTIFICHBIH CTHITh
10. pivotal role [ 'prvetl] — krodeBast poib
11. sensitive overview — moapoOHBIi 0030p
12. subtle reflection — ToHKOE pa3MbIlIICHUE
13. tremendous figure — BbIAaOMIASICS TMYHOCTH

O 03N L b WIN

7. Read and translate the text.
Text I1
Observations on film art
Kristian Thompson and David Bordwell

André Bazin was born in 1918 and died on 11 November 1958. In his short
life he became, without aiming at it, one of the greatest theorists and critics
of cinema.

A central figure in the founding of Cahiers du cinéma, Bazin was also
active in building film culture through ciné-clubs and festivals, most notably
Cannes and the Festival du film maudit. His writings were poetic, original,
and provocative in the gentlest way you can imagine.

As a reviewer he discussed hundreds of releases, and in essay mode he
produced subtle reflections on cinema as both medium and art. He wrote about
Westerns, pin-ups, Stalinist cinema, documentaries on art and exploration,
and of course the commercial storytelling cinemas of France, Italy, and
Hollywood. His friendship with two generations of filmmakers — Renoir
and Truffaut, among others — gave him a living link to film history. Many
would argue that the “young cinemas” of the 1960s, building on both Italian
Neorealism and the pictorial styles that crystallized in the 1940s, owe a great
deal to the tradition of critical debate he fostered.

Bazin’s thousands of pieces have now been gathered by Hervé Joubert-
Laurencin. A three-volume collection is scheduled to appear this week in a
deluxe edition published by Macula of. The press kit, with excerpts, is here.

Beyond reading the work itself, if you want to know more about the
man, [ think the best place to start is with Dudley Andrew’s biograthy. It’s a
sensitive overview of Bazin’s life and thought, giving particular emphasis to
the philosophical and religious influences on him.
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Bazin has shaped my thinking about film history and aesthetics since
1967, when 1 first read Hugh Gray’s translation of What Is Cinema? 1 taught
his work for decades here at Wisconsin, and in On the History of Film Style,
I tried to analyze his pivotal role in our understanding of the “development
of film language.” That chapter situates his thinking about technique in the
context of the “nouvelle critique” of the 1930s and 1940s, a trend that tried to
locate an aesthetic suitable for the sound cinema.

Later, I wrote an essay for the German journal Montage a/v, which ran a
special 2009 issue devoted to Bazin. That piece suggests how Bazin’s thinking
has shaped my own approach to understanding cinema.

To see Bazin as being “for” deep-focus and the long take and “against”
montage is an oversimplification, it seems to me. He saw more deeply and
more widely than that, not least because he was always aware that filmic
expression — in style, in narrative — changes across history.

Film criticism owes Bazin an immense debt; he taught us to look closely
at what’s onscreen

There are many ways of thinking about his work, as you can see from the
swelling number of articles, books, and conferences devoted to him. He remains
a tremendous figure, blending modesty, tolerance, patient attention, close
viewing, and bold speculation. Film studies could scarcely exist without him.

8. Answer these questions:

1. What were some of the topics André Bazin wrote about in his critiques
and essays?

2. How did Bazin contribute to film culture beyond his writings?

3. In what ways did Bazin’s relationships with filmmakers like Renoir and
Truffaut influence his work?

4. Can you elaborate on the significance of Bazin’s impact on the “young
cinemas” of the 1960s?

5. How did Bazin see filmic expression evolving across history?

6. What was the role of Bazin in developing our understanding of “film
language”?

7. How did Bazin’s philosophical and religious influences impact his work
in cinema?

8. What are some of the key themes explored in Bazin’s writings on
cinema as a medium and art form?

9. How has Bazin’s thinking influenced the field of film criticism?

10. What are some ways in which André Bazin’s work continues to impact
film studies today?

8. Give Russian equivalents of the following:
caM TOTO He JKeJasl; ABIAACH NEHTPaIbHOW (PUTYpOH B CO3MaHUM KUHO;
MIPOU3BEACHUS OBUIM NMOSTHYHBIMU, OPUTHHAIBHBIMHU U TPOBOKALMOHHBIMU;
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Kakoi TOJBKO MOXKHO ce0e NpEeICTaBUTh; B KaueCTBE PELEH3CHTa OH
00CyZMIJI COTHHM PEJIM30B; BBICKA3aJ TOHKHE PAa3MBIIUICHUS O KHHO; Jlayia
€My JKHUBYIO CBA3b C HUCTOpPHEH KHHO; MHOTHE YTBEP)KIAOT, OCHOBAaHHOE
KaKk Ha MWTAJbIHCKOM HEOpealn3Me, TaK ¥ Ha >KUBOIMCHBIX CTHIISIX,
chopmupoapmxcs B 1940-x romax; BO MHOTOM 00s3aHO; KOTOPYIO OH
MOJ/ICPKNUBAIT; TUIAHUPYETCS BBIXOA TPEXTOMHON KOJUIEKIIUH B TIOaPOYHOM
W3aHUH; TOMHMO YTEHHSI CAMOTO NTPOM3BEICHNUS; TIOAPOOHBIN 0030p KU3HU
1 MBIIIUTEHUS; 0c000€ BHIMAaHUE yAeNIsAeTCs (GIIOCOPCKOMY U PETUTHO3ZHOMY
BIIUSIHUIO; C(HOPMHUPOBAT MOH MIPEACTABICHUS 00 HCTOPUH U SCTETHKE KHHO;
MIPEeIo1aBall €ro TBOPYECTBO; PACCMATPUBACT CBOM PA3MBIIIIICHUS O TEXHUKE;
oIyOJIMKOBaJI CIENHUAIbHBIA BBITYCK; C(HOPMHPOBAIIO MO COOCTBEHHBII
MOJX0J] K MOHUMaHHI0 KHHeMaTorpada; MHe Ka)XeTCsl, 4TO; PacCMaTpHBATh
bazena kak yenoBeka, KOTOPBIH «3a» IITyO0KHH (POKYC U JITUTEIIBHYIO ChEMKY;
HE B IIOCJIEHIOI0 OYEPE/Ib IOTOMY, YTO BCET/1a OCO3HABAIL, YTO; BHUMATEIBHO
CMOTpPETh Ha TO, YTO MPOUCXOAUT HA IKPAHE; O €ro TBOPUECTBE MOXKHO MO-
Pa3sHOMY CYANTbh; COUETAIONIEH B ce0e CKPOMHOCTh, TEPITUMOCTD, TEPIICINBOC
BHUMaHHE, TPUCTAIBHBIN IIPOCMOTP U CMEJIbIE PacCy KICHHS.

9. Give English equivalents of the following:

without aiming at it; produced subtle reflections on cinema as both medium
and art; the tradition of critical debate he fostered; collection is scheduled to
appear; in a deluxe edition; press kit with excerpts; giving particular emphasis
to the philosophical and religious influences; tried to analyze his pivotal role;
a trend that tried to locate an aesthetic; the swelling number of articles, books,
and conferences; remains a tremendous figure; could scarcely exist; has shaped
my own approach; “for”” deep-focus and the long take and “against” montage;
saw more deeply and more widely; changes across history; he taught us to
look closely at what’s onscreen

10. Make a plan of the text and retell it looking in your plan.
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HISTORY OF FILM STYLE
UNIT XII

. Practice the pronunciation of the new words and memorize them.
. aesthetic [i:s'Oetik] acTeTnueckuit
. affiliate [o'filrert] otmenenue, prmman
. cinephile ['smofail] kurOMaH
. circulation [s3:kju'ler/n] kpoBooOpareHne, pacpocTpaHeHNE
. close-up [klous Ap] kpymHBIi MIaH
6.commitment ko ' mitmant] 00s13aTeIbCTBO, IPEAAHHOCTD, IPUBEPKEHHOCTh
7. consensus [kon'sensas] cornaiieHue, coriiacue, KOHCEHCYC
8. contemporary [kon'temparari] poBECHUK, CBEPCTHHK, COBPEMEHHHUK
9. dissemination [disemr nerfn] pacnpocTpaneHue
10. fluid [ ' flu:id] *KuAKOCTH; N3MEHUNBBIH, MTJIABHBIH
11. hazard [ "hazod] onacHOCTE, pUCK, Bpe
12. ignorant [ '1gnarant] HeoOpa30BaHHBIN, HEBEKECTBEHHBIN
13. incessantly [1n'sesntli] HempepbIBHO, TOCTOSHHO
14. intelligentsia [mtelr dzentsto] MHTEITUTEHT, HHTEIUTAT CHITHS
15. medium ['mi:diom] cpemgHuii, yMEpEeHHBIH; CpeACTBa MacCOBOI
nHpOpManuH (311.)
16. peculiar [pr kju:l1o] cBoe0Opa3HbIil, 0cOOCHHBIH, XapaKTepHBIN
17. periodicals [prort pdiklz] nepuoauueckue n3gaHus
18. potpourri [pav ' puri] apoMaTHyecKasi CMECh, OMyPPH
19. print [print] me4aTh, OTIIEYATOK
20. recast [ 'ri:ka:st] nepenenka, nepepaboTka
21. regardless [r1'ga:dlis] HecMOTpst Ha, HE3aBUCHMO OT
22. review [r1'vju:] 0030p, OT3BIB, pEIICH3US
23. scantily ['skaentili] ckynHO
24. scholars ['skolo] ctunenmuar, ucciae0BaTeNb, YICHBIH
25. venue [ 'venju:] MecTo BCTpedH, MECTO cOOpa; MapTHEPHI

N B W N =

2. Practice the pronunciation of the following word- combinations and
memorize them:
. acknowledge [ok 'nplid3] noarBepxnarh, Ipu3HaBaTh
. acquaint [ kweint] 3HaKOMHTB
. consolidate [kon'solidit] ykperists, 00beAMHUTH
. convert [ 'konvs:t] mpeBpaiare, npeodpa3oBath
. credit [ 'kredit] 3auncisTh, NPUNKUCHIBATH
. dedicate [ 'dedr.kert] mocBsimaTh, mpUACPKUBATHCS
. dedicate [ 'dedikert] npegHa3HAYATH, TOCBSIIATH
. disseminate [d1'semineit] paccenBath, pacpoOCTPaHATH
. elaborate [1'laeb(9)rat] moaroToBUTH, pa3padaThIBaTh

O 001N L WK —
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10. forge [fo:d3] KoBaTh, MOAICIBIBATE, CO31aBATh

11. maintaine [men'temn| moanepKUBaTh, IPUACPKUBATHCS
12. mount [maunt] MOHTHPOBATh, IOJJHUMATHCS, OPTrAHU30BATh
13. pickout [pik auvt] BEIIENATE, OTOMPATH, OTMEYATH

14. proliferate [pro'liforert] pacnpoctpasaTs

15. promote [pro’'mout] cnocoOCTBOBATh, CTUMYIHPOBATH, TPOJABUTATH
16. refine [r1'fam] ycoBepIIeHCTBOBATH, YIIydIIaTh, YTOYHATH
17. rejec [r1'd3zekt] oTBeprarp

18. revive [r1'varv] Bo3pokaaTh, BOCCTAaHABIHUBATh

19. staples [steipl] ckpemisiTh, CIINBATH

20. sustain [sos'tein] COXpaHHUTb, MOJIEPKUBATH

21. vanish ['venif] nponasaTh, HCapsAThCs, HCUE3aTh

3. Read and translate the text.
Text 1
“FILM CULTURE AND THE BASIC STORY”’
by David Bordwell

Within thirty-five years of the invention of cinema, critics around
the world had arrived at a remarkable consensus on the medium’s
achievements. How did the Basic Story come to be disseminated so
widely? Certainly not only through such monographs as Rotha’s; before
1940 very few book-length histories of cinema were published. Instead,
institutions created by international film culture served to maintain and
update the Basic Story.

Periodicals played a key role. National film industries had their
catalogues and trade journals, which during the 1900s and 1910s often
discussed the emerging canon and tested out aesthetic ideas as well.
Publicity and trade journalism often helped a film achieve classic status. The
reputation of Griffith, for instance, was forged outside the rarefied precincts
of film historians. When Griffith left Biograph in 1913, hi spublicistran an
advertisement in the New York Dramatic Mirror claiming that his films
were responsible for “revolutionizing Motion Picture drama and founding
the modern technique of the art.” The advertisement credited Griffith with
introducing the close-up, parallel cutting, suspense, the fade-out, and
restrained acting. The Birth of a Nation was later greeted in the same paper
with the headline “Summit of Picture Art.”

Occasionally the stylistic innovations that historians picked out were
also promoted by the industry. For example, once The Last Laugh had been
recognized for its fluid camera movement, Ufa could publicize other films
that employed die entfesselte Kamera (“the unchained camera”) and celebrate
Murnau’s film as the first to “break through the limitations that the cinema
had hitherto placed upon the gaze of the spectator.” Technical novelty, then as
now, could help sell a movie.
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The Basic Story was also supported by film journalism. The canonical
works were celebrated time and again in the small film magazines that
proliferated during the period. France’s Cinea (founded in 1921) was followed
by Germany’s Filmwoche (1923), Austria’s Filmtechnik (1925), Belgium’s
Camera (1932), Scotland’s Cinema Quarterly (1932), and England’s Sight and
Sound (1932) and Film Art (1933). In the United States there were Cinema
Art (1923), Movie Makers (1928), and Experimental Cinema (1930), among
others. Perhaps the most internationally important journal was Closeup,
founded in 1927. Published in Switzerland, where uncensored versions
of films were comparatively easy to see, Close-Up promoted European art
cinema, Soviet film, and the international avant-garde.

With a hundred years of cinema behind us, it is difficult for today’s readers
to appreciate the fascination that the Basic Story held for the writers of the
little film magazines. Aware of only a dozen or so years of film production,
writers in the mid- to late 1920s incessantly returned to the same films and
directors. Open the handsome oversize journal Photo-Cine for January 1928
and you will find debates on L’Herbier and Rene Clair, script extracts from
Gance’s Napoleon, a study of Epstein’s Impressionist experiment La glace a
trois faces (1928), an article on E. A. Dupont, and a long essay on Fritz Lang’s
career, illustrated with superb stills from Siegfried (1923) and Metropolis.

During the 1920s, this conception of silent-film artistry was sustained by
the metropolitan film society, or cine club. Paris became the center of the
movement.

Informal groups founded by Louis Delluc and Riccioto Canudo in 1920
were merged with Moussinac’s Le Club Frarnsais du Cinema (founded in
1922) to create

Le Cine-Club de France in 1924. A year later Charles Leger founded La
Tribune Libre du Cinema, and in 1928 Moussinac and associates created the
left-wing club Les Amis du Spartacus, the venue for banned Soviet films. By
1929, with eight clubs in Paris alone and others in cities all over the nation,
there emerged an association, La Federation Francaise des Cine-Clubs.

Clubs sprang up elsewhere. The United Kingdom’s most famous club was
the Film Society, a London venue founded in 1925. In Germany, several left-
wing clubs devoted themselves to showing Soviet works. The most powerful
group was Berlin’s Volksverband fur Filrnkunst, which was said to have had
over forty affiliates and 50,000 members across the nation. Amsterdam’s
Filmliga, founded by Joris Ivens and others in 1927, made its journal a
clearinghouse for information on other countries’ clubs.

Specialized theaters began catering to the demand for classic or prestigious
films. In Paris, Jean Tedesco’s Vieux-Colombier (a legitimate theater
converted to a cinema in 1924) showed not only recent avant-garde work but
also older films discussed in the journals. Tedesco’s example was followed
by Armand Tallier’s Studio des Ursulines, which opened in 1926. In Berlin,
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the Kam era dedicated itself to a policy of showing artistic films, regardless of
age. In the United States, a “little cinemas” movement modeled on the “little
theater” trend emerged in the mid-1920s. In New York there appeared the
International Film Arts Guild, which had strong ties to Close-Up. By 1929
the United States had a loosely affiliated chain of alternative cinemas, with
New York’s Little Carnegie linked to kindred venues in Buffalo, Rochester,
and Chicago.

In these clubs and specialized theaters, the key works of the still-emerging
Basic Story would be premiered or reshown. The Vieux-Colombier screened
current releases and revived Caligari, early works of Chaplin, Sir Arne’s
Treasure (1919), Siegfried, and Broken Blossoms (1919). London’s Film
Society mixed older films with more recent works. In 1928 the Society
screened the 1907 Ben-Hur, Chaplin’s Kid Auto Races at Venice (1914),
Nosferatu (1922), Pudovkin’s Mother, and Ruttmann’s Berlin: Symphony of
a Great City (1927). The Film Arts Guild of New York imported Potemkin
and brought back Intolerance, Waxworks (1924), and Backstairs.

While the journals, clubs, and theaters were attracting audiences,
intellectuals’ efforts to have cinema recognized as one of the fine arts began
to be acknowledged by more established cultural institutions. During 1921—
1923 the Salon d” Automne of Paris included film sections in its prestigious
annual gallery shows, and in 1924 the Grossen Berliner Kunstausstellung did
the same. Both exhibits featured photographs and designs from outstanding
national productions by Gance, L’Herbier, Lang, and the like. In 1925 the
Exposition des Arts Decoratifs in Paris and the Kino und Photo Ausstellung
in Berlin displayed graphic material from European film classics. Other
international exhibitions were held in The Hague and Stuttgart.

Just when cinema was winning official recognition as a fine art, sound
movies arrived. With a shock, cinephiles realized that their beloved classics
would probably vanish from the screens. It took the death of the silent film to
drive home to intellectuals that motion pictures would need to be preserved
for future generations.

From the cine-dub movement came many of the men and women who
established the world’s first film archives. The Cinematheque Francaise,
founded by Henri Langlois, Georges Franju, and Jean Mitry in 1936, grew out
of the Cercle du Cinema, a club that had shown silent classics. The Museum
of Modern Art Film Library, created in 1935, was headed by Iris Barry, one
of the founders of London’s Film Society. A Brussels cine club, Le Club
de I’Ecran, became the basis for the Belgian cinematheque. “Each of these
archives,” wrote Langlois, “is the last creation of that great movement of
opinion that, from 1916 to 1930, had arisen in defense of the cinema.”

Other film archives appeared in Sweden (1933), Germany (1934), London
(1935), and Milan (1935). Most took as their mission the preservation of the
country’s film heritage and the dissemination of national film culture, but
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they also maintained the canon that had emerged in the silent era. The Birth
of a Nation was one of the first two films Langlois acquired. The initial
public screening sponsored by London’s National Film Library included
The Great Train Robbery, a Lumiere short, a Chaplin film, and The Birth
of a Nation.

The Museum of Modern Art Film Library in New York illustrates how
a prominent archive could grow out of 1920s film culture and consolidate
the Basic Story. In 1932 Alfred H. Barr insisted that film have a place in
the new museum he would direct: People who are well acquainted with
modern painting or literature or the theatre are amazingly ignorant of modern
film. The work and even the names of such masters as Gance, Stiller, Clair,
Dupont, Pudovkin, Feyder, Chaplin (as director), Eisenstein, and other great
directors are, one can hazard, practically unknown to the Museum’s Board of
Trustees ... The only great art peculiar to the twentieth century is practically
unknown to the American public most capable of appreciating it.

Despite MOMA'’s commitment to modernism, the Film Library focused
comparatively little on cinema’s avant-garde-the films made in the wake of
Cubism, abstraction, Dada, and Surrealism. Instead, the collection came to
center upon those Hollywood and European classics that had already been
praised by historians. This was partly because there was no comparably
elaborated historical account of the still-young avant-garde cinema. In addition,
Barr’s choice for film curator was someone for whom the development of
mainstream cinema provided the impetus of film history.

Reviewing movies for London newspapers during the 1920s, Iris Barry
had showered praise on Griffith, Sjostrom, Lubitsch, Lang, Murnau, Dupont,
and other canonized directors. As a member of the Film Society board, she had
helped the Soviet classics circumvent censorship and find an audience among
the British intelligentsia. Barry had then moved to New York and started
working at the museum in 1932. When MOMA created its Film Library in
1935, she was appointed librarian, and her husband, John Abbott, was named
director.

Barry and Abbott set out to acquire major early films, quickly purchasing
titles by Melies, Porter, and Griffith. By 1937 the Film Library held seven
hundred titles. Barry also sought to educate the public. She arranged for an
extension course to be offered at Columbia, where lectures by Hitchcock and
King Vidor were accompanied by extracts from their work. Scholars were also
featured. Barry recalled a lecture by Erwin Panofsky: “The fact that Panofsky
had evidently long studied and esteemed movies, that he cited the pictures of
Greta Garbo and Buster Keaton as familiarly and learnedly as he customarily
referred to medieval paintings, really made a dent. What snob could venture
now to doubt that films were art?”

In 1939 MOMA opened in new quarters on 53rd Street, and as part of
the occasion the Film Library launched a cycle of seventy films surveying
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“the main body of film-making from 1895 onwards.” The thirty programs
presented an overview of the Basic Story, including “The Development of
Narrative” (1895—1902), programs on early American masters, “The German
Film: Legend and Fantasy,” “The Swedish Film,” and ending with a potpourri
of sound-film genres. Now that MOMA had a theater of its own, Barry began
daily screenings from the collection, thereby making the Film Library the first
archive to offer regular public exhibition.

Inevitably, vagaries of availability and notoriety slanted the MOMA canon.
The Film Library had access to relatively few films from the major French
silent directors, so Feuillade, Delluc, and their contemporaries were scantily
represented. Whereas some archivists believed in seeing and collecting as
much as possible, Barry was highly selective. Eisenstein, Pudovkin, and
Dovzhenko formed MOMA’s great Soviet troika, while Dziga Vertov, Boris
Barnet, Lev Kuleshov, Sergei Yutkevich, and the Fex collaborators Grigori
Kozintsev and Leonid Trauberg were virtually ignored. Because of MOMA’s
holdings, U.S. cinephiles could view Fridrikh Ermler’s Fragment of an
Empire (1929), but Kozintsev and Trauberg’s New Babylon (1929) remained
unknown for decades. Dreyer was known through Leaves from Satan’s Book
( 1920) and La Passion de Jeanne d’Arc (1928), not through The President
(1919) or Mikael (1924) or Thou Shalt Honor Thy Wife (aka The Master of
the House; 1925).

Confident in her tastes, Barry rejected films by major directors. Griffith,
however, held a place apart. He was, she claimed, “the ruling planet of
the birth of motion picture production.” During the 1930s she acquired
many of his Biograph titles, and Griffith gave MOMA a large collection of
personal papers. In 1940 Barry mounted the first retrospective of his work
and accompanied it with a major catalogue. There she praised his Biograph
films for seeking to liberate the motion picture from the theater by means
of changing camera distances and alternating scenes. For Barry, creative
editing began with The Great Train Robbery and culminated in The Birth
of a Nation and Intolerance; Griffith’s techniques laid the foundation for
Soviet Montage a decade later. There is little doubt that Barry’s efforts lifted
Griffith’s reputation enormously.

Perhaps the Film Library’s most influential activity was its circulation of
16mm prints to colleges and museums. The programs aimed to “illustrate the
history, technique, and aesthetics of this new art.” Prefaced by explanatory
titles written by Barry and accompanied by program notes, the MOMA
programs became staples at public libraries and college campuses. In 1938 the
Library won an Academy Award in honor of these efforts to make available to
the public “the means of studying the motion picture as one of the major arts.”

At a period when most archives seldom opened their doors to researchers,
U.S. scholars and teachers relied almost exclusively upon Barry’s circulating
programs. Ince’s Civilization (1916), Erich von Stroheim’s Blind Husbands
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(1919) and Foolish Wives (1922), the comedies of Douglas Fairbanks and
Harold Lloyd, Caligari, The Phantom Chariot (1920), Potemkin, Mother,
and other MOMA classics came to typify the silent cinema for generations
of Americans. Well into the 1970s, American scholars’ study of silent film
history rested largely upon the Basic Story as recast by the MOMA Film
Library. For example, Lewis Jacobs’ Rise of the American Film (1939), which
elaborates the international version of the Basic Story, was researched with
the assistance of Barry and her staff. The influence of the MOMA programs
also marks Arthur Knight’s popular survey, The Liveliest Art (1957). Knight,
who worked at MOMA for a time, acknowledges that he hit on the idea for the
book after he had given a lecture illustrated by screenings of The Great Train
Robbery, a Griffith Biograph, a reel from The Last Laugh, and the Odessa
Steps sequence from Potemkin.

MOMA was only one of many institutions that disseminated the Basic
Story throughout international film culture. To a large extent that story
founded the tradition of inquiry into film style. At the same time, and in the
same forums, historians were proposing conceptual schemes that refined
the accepted canon and chronology. These writers created the first research
program dedicated to film’s stylistic history

4. Answer the following questions:

1. How did periodicals contribute to the dissemination of the Basic Story
in the early days of cinema?

2. How did D.W. Griffith’s reputation as a groundbreaking filmmaker
spread outside the film community in the early 1900s?

3. What role did film journalism play in promoting canonical works in the
early 20th century?

4. How did cine clubs and specialized theaters contribute to the preservation
and promotion of classic films in the 1920s?

5. How did intellectual efforts to recognize cinema as a fine art influence
cultural institutions in the early 1920s?

6. What led to the establishment of the world’s first film archives in the
1930s?

7. In what ways did the Museum of Modern Art Film Library in New York
contribute to consolidating the Basic Story of cinema?

8. How did the cinephiles of the 1920s react to the arrival of sound movies?

9. Why did museums and cultural institutions begin to acknowledge
cinema as a fine art in the early 1920s?

10. How did specialized theaters like Vieux-Colombier in Paris and the
Film Society in London contribute to the promotion of classic films in the
1920s?

11. How did the Film Library at MOMA contribute to the public’s
understanding of film history from 1895 onwards?
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12. What factors influenced the selection and representation of films in the
MOMA canon during the 1930s?

13. In what ways did MOMA'’s screenings of early films impact the
perception of major directors like Griffith and Eisenstein?

14. How did MOMA’s Film Library aim to educate audiences about the
history, technique, and aesthetics of cinema through its programs?

15. What role did MOMA play in shaping the study of silent film history
in the United States up to the 1970s?

16. How did film scholars and teachers benefit from the circulating
programs provided by the MOMA Film Library?

17. What influence did MOMA’s programs have on the international film
culture and the tradition of inquiry into film style?

18. How did MOMA'’s approach to film curation and exhibition differ
from other archives and institutions during the same period?

19. In what ways did MOMA contribute to the recognition and appreciation
of lesser-known filmmakers and films in the early 20th century?

20. How did MOMA’s retrospective of Griffith’s work and the circulation
of 16mm prints impact the understanding and study of early cinema?

5. Give Russian equivalents of the following:

OpULIIA K  IIOPa3HTENbHOMY KOHCEHCYCy; CBOOOAHAas  Kamepa;
(hOPMHPYIOIIHMICS KaHOH; IIOMOTAJIN TOIACPKUBATh U OOHOBJISITH OCHOBHYIO
HCTOPHIO; peKJiaMa W OTpaciieBasl XYPHAJIMCTHKA; BEJIHKOJICITHBIC KaJpbl;
KOHIETIHS HMCKYyCCTBA HEMOIO KHHO; CTOJIMYHOE KHHOCOOOIIECTBO, WIIU
KUHOKITY0; Xy/J0’KECTBEHHbIE (DMIIbMBI; JII0O0MMasi KIIaCCHKa; KMHOAPXUBBI;
KWHOHACIIC/IUSI; BBIIAIONIMICS apXWB; CPaBHUTEIBHO MaJl0 IOCBSIICHA;
OTYaCTH ATO OBLIO CBSI3aHO C TEM, UTO; OChINalla TI0XBaJlaMy; 000MTH LIEH3YPY;
npHOOpeTs M3JaHMs; CTPEMHUIICS IPOCBEIIATh OOIECTBEHHOCTh; HEH30EKHO
U3MCHHUIIA; PEKHUCCEPOB HEMOTO KHHO; JIepKalicss OCOOHSIKOM; HET COMHEHHUM
B TOM, 4YTO; YepeIOBaHHE CLICH; CTAIN OJMLETBOPEHHEM HEMOTO KHHO; MIes
KHHTHY [IPHUILIA €My B FOJIOBY; B 3HAUUTEIILHOMN CTEIICHN; UCCIICIOBAHMS CTHIIS
KHHO; ,,Pa3BuTHE MOBECTBOBAHMS»; JKAHPBI 3BYKOBOT'O KHHO; IOTIOJIHUTEILHbIE
KyPCBI; OCMEJINTCS Tellepb YCOMHHUTBCS; aHAJIOTHYHbIE 3aBEACHU

6. Give English equivalents of the following:

publicity and trade journalism; superb stills; focused comparatively little;
he hit on the idea for the book; to a large extent; film heritage; inquiry into film
style; sound-film genres; conception of silent-film artistry; metropolitan film
society, or cine club; this was partly because; showered praise; circumvent
censorship; purchasing titles; sought to educate the public; inevitably slanted;
silent directors; held a place apart; there is little doubt that; alternating scenes;
came to typify the silent cinema; artistic films; beloved classics; film archives;
prominent archive; extension course; venture now to doubt; kindred venues;
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arrived at a remarkable consensus; unchained camera; emerging canon; served

to maintain and update the Basic Story

7. Match the equivalents to the word combinations given in the left

column:

a)

1. |was forged outside the rarefied |1. |mpeBparmia cBOM >KypHaI B
precincts WHPOPMAIMOHHBIA EHTP IS

noJTy4eHHs HHPOpMAaLHH

2. | «revolutionizing Motion Picture |2. |mpeooien orpaHUYeHUs,
drama and founding the modern KOTOpBIE JI0 CUX IOP
technique of the art.» HaKJIa/IbIBaJl KHHEMaTorpad Ha

B3IJISL 3pHUTENS

3. |credited with introducing the 3. | KMHOKapTHHBI HEOOXOIUMO

close-up COXPaHUTb ISl OYAyIIUX
MOKOJIEHUIT

4. |the unchained camera 4. | GompIIOi HOMEp KypHaja

5. |break through the limitations 5. |mpomn3Besn peBOIIOIHIO B
that the cinema had hitherto KHUHOJpaMaTypruu U OCHOBAJIN
placed upon the gaze of the COBPEMEHHYIO TEXHUKY 3TOr0
spectator HCKYCCTBa

6. |with a hundred years of cinema |6. |«Bbe-Komombne» XKana
behind us Tenecko

7. |oversize journal 7. |cBoOomHas Kamepa

8. |made its journal a clearinghouse | 8. |co3maBasiace 3a npeaeiamu
for information Y3KOT0 Kpyra

9. |JeanTedesco’sVieux-Colombier [9. |CMepTb HEMOTO KHHO

3acTaBUJIa MHTEIICKTYalloB
OCO3HATB, YTO ...

10. | It took the death of the 10. | yuuThIBas, 4TO 3a MJICYAMU Y
silent film to drive home to Hac CTO JIeT KuHemarorpada
intellectuals that

11. | motion pictures would need 11. | npUnuCHIBaIN HCIOIB30BAHUE
to be preserved for future KPYITHOTO TIIaHa
generations

b)

Armand Tallier’s Studio des
Ursulines

JIOCTATOYHO MOAPOOHOTO
HCTOPHUYECKOTO ONUCAHUS BCE
el1e MOJIOZIOTO aBaHTap/IHOTO
KrHemarorpada
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2. |the International Film Arts 2. |3acTpemyieHUe OTAEIUTh KHHO
Guild 0T TeaTpa
3. |loosely affiliated chain of 3. |HexBaTka MecT W JypHasl ciaBa
alternative cinemas
4. |close-up, parallel cutting, 4. | MCKITIOYHTENBHO IOJIaTraIrCh
suspense, the fade-out, and Ha pacTpOCTPaHIIONIHECS
restrained acting nporpamMmsl bappu
5. |the key works of the still- 5. |mpenBapsiemble
emerging Basic Story would be MOSICHUTEIbHBIMU 3ar0JIOBKaMU
premiered or reshown
6. |elaborated historical account 6. |crymus YpcynnHOK ApMmaHa
of the still-young avant-garde Tanbe
cinema
7. |vagaries of availability and 7. |TecHO cBs3aHA CETh
notoriety AITEPHATHBHBIX KHHOTEATPOB
8. |for seeking to liberate the 8. | MexIyHapoHas THIIbANS
motion picture from the KHHOUCKYCCTBA
theater
9. |prefaced by explanatory titles |9. |OyayT mpoXoAUTE MPEMBEPHI
WJIM IOBTOPHBIN 1TOKA3
KJIIOYEBBIX IPOM3BEACHUIT
Bce emie (hopMupyroniencs
OCHOBHOM UCTOPHU
10. | exclusively upon Barry’s 10. | KpyIIHBIN MJ1aH, NapaiebHbII
circulating programs MOHTaX, CaclieHCca, 3aTeMHEHUE
U C/Iep)KaHHAsI Urpa aKTepoB
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8. Read the questions and choose the correct answers.
1. What played a key role in disseminating the Basic Story of cinema
according to the passage?

a) Monographs

b) National film industries’ catalogues and trade journals

¢) Art museums’ exhibitions
d) International film festivals
e) Film historians’ analyses

2. Which film was credited with introducing the close-up, parallel cutting,
suspense, the fade-out, and restrained acting?

a) Intolerance

b) Berlin: Symphony of a Great City

c¢) The Last Laugh
d) Nosferatu
¢) The Birth of a Nation



3. In which year was the journal Close-Up founded to promote European
art cinema, Soviet film, and the international avant-garde?

a) 1930

b) 1921

c) 1925

d) 1927

e) 1933

4. Which club was the venue for banned Soviet films in Paris during the
1920s?

a) Les Amis du Spartacus

b) Ciné-Club de France

¢) Film Arts Guild

d) Film Society

e) La Tribune Libre du Cinema

5. The Museum of Modern Art Film Library in New York focused primarily
on which type of cinema according to the passage?

a) Action films

b) Silent films

¢) Avant-garde films

d) Animation films

e) Hollywood and European classics

6. Who founded the Cinematheque Francaise in 1936?

a) Georges Franju

b) Jean Mitry

c) Iris Barry

d) Alfred H. Barr

e) Henri Langlois

7. Which event made intellectuals realize the importance of preserving
motion pictures for future generations?

a) Introduction of sound movies

b) Creation of film clubs and specialized theaters

¢) Inclusion of film sections in prestigious art galleries

d) Emergence of film archives in various countries

e) Official recognition of cinema as a fine art

8. What was the aim of most film archives established in different countries?

a) Preserve national film culture

b) Promote Hollywood blockbusters

c¢) Disseminate avant-garde cinema

d) Showcase animation films

E) Preserve the country’s film heritage and maintain the canon from the
silent era

9. Which city became the center of the cine club movement during the
1920s?
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a) Berlin

b) Paris

¢) Amsterdam

d) London

e) New York

10. Who was appointed as the librarian of the Museum of Modern Art Film
Library in 19357

a) Iris Barry

b) Alfred H. Barr

¢) Louis Delluc

d) Charles Leger

e) Fritz Lang

9. Make a plan of the text and retell it looking in your plan.
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