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Hckyccmeo kuno —
O0O0HO U3 CAMBIX NPEKPACHBIX 3A80€6AHULL
COBPEMEHHO020 Heslogeyecmad.

Pocmucnae IOpenes

BBEJIEHUE

JlaHHast xpecTtoMatusi TpeACTaBisieT COO0OM MOcoOMe MO UYTCHUIO U
IpeJHa3HaYeHa ISl CTYJIEHTOB JIHEBHOTO M 3a0YHOTO OTAEJICHHH CHeluaib-
Hoctu 071301 «HapomHoe XyI0XKECTBEHHOE TBOPYECTBO», CIEHHATU3ALUN
«KuHO-, BUIEOTBOPUYECTBOY.

UreHune — ecTecTBEHHas MOTPEOHOCTh COBPEMEHHOI0 uesoBeka. UreHue
K€ HAa MHOCTPAHHOM $I3bIKE B Halll IPOCBEIIEHHBIN BEK HE MPOCTO KEJIATEIIb-
HO, a COBEPIIEHHO HEOOXOAMMO JJIsl TOr0, KTO XOYeT IIaraTh B HOTY CO Bpe-
MEHEM.

Crnenyer 3aMeTHUTb, YTO AK€ HA POJHOM SI3BIKE UTE€HHE TpeOyeT ompe-
JIeIEHHBIX HABBIKOB M YMEHHUH, KOTOpBIE caMu 10 cebe He hopmupyroTcs. [lo-
TOMY LIEJBI0 JAHHOT'O MOCOOMS SIBJISETCS Pa3BUTHE Y CTYJIEHTOB HAaBBIKOB,
HEOOXOIUMBIX JJI YTE€HUS ayTEHTUYHBIX TEKCTOB MO OyAylIeHd crenuaibHO-
CTH, a TaKXe MOMOIIb B Pa3BUTHHM HABBIKOB YCTHOW peuu B cdepe mpodec-
CHOHAJIBHOTO OOILIEHUS.

UreHnue Kak BUJ PEUEBOM NEATEIHHOCTH BCErla 3aHMMajo ocoboe me-
CTO B Mporuecce o0yueHus. IcKyccTBO UTeHHS SBISIETCS CUCTEMOOOpA3yIOLIei
OCHOBOM 111 (OopMUPOBaHMST HHPOPMAIIMOHHO-AKaJIEMUYECKUX YMEHUH.
VIMeHHO 3TH yMEHHsI IO3BOJISAIOT CTyAeHTaM 3()()PEKTUBHO OPUEHTHPOBATHCA B
OBICTPO PACTYIIUX UH(POPMAIIMOHHBIX MOTOKAX.

OaHuM U3 TPU3HAKOB 3PEJIOr0 YTEHUS SIBJISIETCS YMEHHE U3MEHSTh Xa-
paKkTep YTEHUsl B 3aBUCMMOCTH OT €ro LEIH U CI0KHOCTU TekcTa. CoBepleH-
CTBOBAaHUE HABBIKOB YTEHMSI Ha MHOCTPAHHOM S3bIKE IMPEANOJaraeT OBjaje-
HUE BCEMH €r0 BHJIAMU C Pa3JIMYHOM CTENEHBIO MOJTHOTHI U TOYHOCTH MOHH-
MaHHsI.

B oreuecTBEHHON METOOMKE BBIACISIIOT CIEAYIOLIME BUAbI YTEHUS:
AHAJIMTUYECKOE, U3YyYarolllee, MPOCMOTPOBOE, MTOMCKOBOE, 03HAKOMUTEIBHOE.
B 3apy0OexHOl aHTI0A3BIYHON METOAMKE TAKKE BBIJEISIIOT HECKOJIBKO Pa3HO-

BUJIHOCTEN WJIM YMEHHUW YTEHUS, KOTOPbIE CIIOCOOCTBYIOT PELICHUIO TE€X WIH



MHBIX pEUYEBbIX 3a/1ay: skimming — onpeneseHne OCHOBHOM TeMbl (UJ€n) TEK-
CTa; scanning — MOMCK KOHKPETHOM 3ampaimmBaeMol WH(OpMAaLUU B TEKCTE;
reading for detail — geTanpHOE MOHMMAaHWE TEKCTa HE TOJHKO HA yPOBHE CO-
JepXKaHUsl, HO U CMBbICIIA.

Jiis 2ppexTUBHOrO UYTEHHS HA HMHOCTPAHHOM SI3bIKE HEOOXOAMMO
chopMHpPOBaTh OCHOBHBbIE 0a30BBIE€ TEXHOJOTUU PAOOTHI C TEKCTOM, BKIIIO-
YaroIIUe YMECHHUS:

® UTHOPHPOBATh HEM3BECTHOE, €CIM OHO HE MEIIAET BBHIMOIHCHHIO
MOCTAaBJICHHOM 3a/Ja4H;

® MPOTHO3MPOBATh M BBIWICHATH HY)XHYIO CMBICIIOBYIO HMH(pOpMa-
U1,

® YHUTATh MO KJIFOUEBHIM CIIOBaM;

e paboTath CO CIIOBAPEM;

® UCIOJB30BaTh CHOCKM U KOMMEHTApHH, BCTPEYAIOIIMECS TOCHe
TEKCTa;

® UHTEPIPETHPOBATH U TPAHCPOPMHUPOBATH TEKCT.

[lonnmaHnue TekcTa MpeArnoiaraeT OLUEHKY €ro COACpXKaHHs, M03TOMY
OYEHb BAKHO Pa3BUTh y CTYJEHTOB HABBIK KPUTHUECKOI'O OCMBICIEHHS MpPO-
YUTAHHOTO TEKCTa HA HHOCTPAHHOM SI3bIKE.

[To cTpykType XpecToMaTust COCTOUT U3 IIECTH Pa3JIEIOB:

L. History of Motion Pictures. — MicTopust kuHo.

II.  Theory of Motion Pictures. — Teopus kuno.

III.  Shooting a Motion Picture. — CreMKa KuHO.

IV. Animation. — MyJIbTHIUTUKAIIHS.

V.  Film Corporations and Festivals. — Kunoctynuu u kunodecTuBaiu.

VI.  Film Celebrities. — 3HaMEHUTOCTH MUpPa KHHO.

Kaxnpiii pazznen gaHHOTO MOCOOMS MOXKHO paccMaTpUBaTh aBTOHOMHO.
Bo3MoxkHO Kak mocineoBaTeIbHOE U3YUYEHUE BCEX Pa3/IesiOB, TaK U U3YUCHUE
OJTHOTO W3 Pa3/esioB MOCOOMS KaK OTACIBHOTO 3JIEKTHMBHOTO Kypca. Bwibop
MOCJICIOBATEIFHOCTH U TITYOUHBI U3Y4YCHHS OYJIET ONPEAeIIThCS CIeu(UKOM
y4eOHOM CUTyalluH U MOTPEOHOCTSIMU CTYIEHTOB.

C TeMaTW4ecKOM TOYKM 3pEHHUsI KaXKIbIH pas3zesl MpeacTaBlsIeT coOou

CAUMHOC LCJIOC. OH OTKPBIBACTCA TCKCTOM 0606H_[8,IOIHCFO XapakKTepa, B KOTO-
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pOM cTaBUTCA IpoOieMa WU pacCMaTpPUBAIOTCS WCTOKU PA3BUTHUS TOTO WIIU
WHOTO SIBJICHHS B UCTOPUH WJIM TEOPUU KUHO, 3aTEM CIIEIYIOT TEKCTHI, B KOTO-
PBIX PACKPBIBAKOTCS YaCTHBIE BONPOCHL. MHOTHE TEKCTBI MOTYT CIYXKUThb HE
TOJIbKO UCTOYHUKOM MH(OpMALMH, HO U MPEAMETOM TUCKYCCHH, YTO CIOCOO-
CTBYET Pa3BUTHIO HAaBBIKOB YCTHOW peuu. UTeHHE Kak BUJl PEUEBOM JEATEIb-
HOCTH TPHUOOpETaeT 3HAY€HHE KOMMYHHKATHUBHO-HAMPABIEHHOIO IPOLIECCa;
OHO paccMaTpPUBAETCs KAK IPAKTUKA B PEYEBOM NIEATENBHOCTH, a TAKXKE pas3-
BHMBAET MO3HABATENIBHYIO EATEIBHOCTh CTYAEHTOB M YCUIMBAET UX 3aUHTEPE-
COBAHHOCTb, JIeNas 3aHATHs 00Jiee HHTEPECHBIMU U )KUBBIMHU.

TexcThl MOMOOpaHbl W3 OPUTHHAIBHBIX AHTJIMACKUX M aMEPUKAHCKHUX
HMCTOYHUKOB W DHIMKIONEAMYECKUX CTared 3apyOekHbIX wu3manuii. Yactb
TEKCTOB IMOJBEPIVIaCh aJalTallid W COKpAIIECHUSIM. TEKCThl MpPEICTABISIOT
co00ii UHTEpECHYI0 MH(GOPMAIIUIO SISl CTYAEHTOB, U3yYaIOUIUX 3apy0exHOe U
POCCUICKOE KNHOMCKYCCTBO B KypC€ UCTOPUU U TEOPUU KUHO.

Kaxnaplii TEKCT COMpPOBOXKIAETCS MPUMEUAHUSIMU U OOBSICHEHUSIMHU,
CHUMAIOIIUMHU 3KCTPATIMHTBUCTUYECKUE TPYTHOCTH.

TemaTnyeckass HaNpaBIECHHOCTb TEKCTOB IIO3BOJSET CTYAEHTAM TBOP-
YEeCKU U MPO(ecCHOHATBHO OLIEHUTDH MOTYYEHHYIO U3 TEKCTOB MH(POPMAILIUIO,
COOTHECTH €€ C COOCTBEHHBIM OIBITOM W 3HAHUSIMU M3 JIEKIIMOHHBIX KYypCOB
TaKuX QUCIUIUINH, KaK « Teopust kuHo» u «VcTopus KUHOY.

XpecTtomaTusi CHAOKEeHA MPUIIOKCHUSIMH, BKITFOUAIOIIIUMH CTIHCOK UMEH
BCEMHUPHO-U3BECTHBIX PEXHCCEPOB U AKTEPOB; CHHCOK M3BECTHBHIX (PHIBMOB;
aHrJI0-pyCCKUil cioBapb. B KoHIle mocoOUst JaH CIIMCOK UCHOJIb3yeMOU U pe-
KOMEHyEMOU JTUTEPaTyPHI.

CocraButenu mocoOusi BBIPAKAIOT MPU3HATEIBLHOCTh PEIICH3EHTaM:
KaHJIUJATy UCKYCCTBOBEIEHUS, JOLEHTY Kadeapbl TEOPUHM U HCTOPUHM HC-
KyccTB KeMepOBCKOro rocyaapCTBEHHOIO YHHUBEPCUTETA KYJIbTYpPbl U HC-
kyccTB CunenbHUKOBOM O. B., noueHty kadeapbl HHOCTpaHHBIX S3bIKOB Ke-
MEpPOBCKOT0 MHCTUTYTA ((prinana) Poccuiickoro rocy1apcTBEHHOTO TOPTOBO-
PKOHOMHUYECKOT0 yHuBepcutTeTa Akynunou JI. H. u xannunaty dunocodcekux
HayK, OIEHTY Kadeapsl GoTo-, BUneoTBopuecTBa KemepoBckoro rocynapcr-
BEHHOT'0 YHUBEpPCUTETA KyJIbTypbl U UCKyccTB CBetrnakoBoii E. FO. 3a 3ameua-
HUSI, KDUTUYECKHUE CYKJICHUS U COBETHI, KOTOPHIE MOMOTJIM B MOATOTOBKE Ha-

CTOHIHGI;'I XPpECTOMATHUH K IICHATH.



I. HISTORY OF MOTION PICTURES

INTRODUCTION

Moving images have always been popular. In China, for example, there
were 'shadow plays' 5, 000 years ago. These used firelight to project images of
puppets onto screens. So projection is a very old idea. But cinema only
became possible when this old Asian idea met a new European one —
photography.

The two came together in the middle of the 19th century. That's when
photos were first used in 'magic lanterns'. Before then, these early projections
had used glass slides. The pictures on these slides were painted by hand and
very expensive. In comparison, photos were cheap and easy to produce.

So — by 1850 projection and photography had come together. But the
result still wasn't 'cinema'. How could it be when the pictures didn't move?
The solution to that problem came in several stages.

e The first, in 1877, came via English inventor Eadweard Muybridge.
He discovered a way to take photos very quickly, one after the other.

e Eleven years later, an American called George Eastman produced the
first celluloid film on a roll.

e By 1890, it was possible to take up to 40 photos per second.

e Next, in 1893, came another invention — Thomas Edison's 'Kineto-
scope'. The kinetoscope projected moving pictures, but it had three
problems. (a) It was noisy; (b) the pictures it produced were very low-
quality; (c) only one person could watch a kinetoscope at a time.

Before cinema could be born, one last invention was necessary — a quiet
machine able to project high-quality pictures onto a large screen. And the men
who produced that were two French brothers from the city of Lyons.

'"The Lumiere Cinematograph' allowed large audiences to watch 'moving
pictures'. Its debut took place on 28 December 1895 in a Paris cafe. That day
the Lumieres showed several short films. They were all documentaries and
one of them was called 'Arrival of Train at Station'. Afterwards, Auguste Lum-
iere talked to reporters about his invention. 'It can be exploited for a certain
time, 'he said, 'but apart from that it has no commercial value at all'".

Well, he was completely wrong. In less than a year, cinemas had started to
open in Europe and America. The public's appetite for films was instant and
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enormous — which meant that more and more had to be made. By 1905 movie-
making wasn't just an interesting idea — it was a successful new industry. And
by 1915 it was an industry with a capital — Hollywood, USA.

Hollywood was established in 1912. That's when a group of New York
film producers decided to open a new studio in California. Why California?
Because the climate was good, labour was cheap and there were lots of beauti-
ful locations nearby.

As a result of their decision, Hollywood soon attracted film actors and
technicians from all over the country. While World War One was fought in
Europe, and for several years after, these cinema pioneers made thousands of
black and white films — comedies, tragedies, fantasies, romances and historical
dramas. This was 'the silent era' — the era of Charlie Chaplin, Rudolph Valen-
tino, Clara Bow, Douglas Fairbanks and Buster Keaton. It was called 'silent'
because there was no recorded sound. Instead, the actors'dialogue appeared on
cards shown every 15 or 20 seconds. At the time it seemed perfectly normal.
That's simply how films were.

In fact, even as late as 1924, director D W Griffith declared 'There
will never be speaking pictures'. But Griffith, like Auguste Lumiere 29 years
before, was wrong. A revolution was coming, and its name was...
THE TALKIES.

Recorded sound ended the silent era in 1927. That's when Al Jolson both
spoke and sang in 'Jazz Singer. ' (His first words were 'Wait a minute, wait a
minute folks. You haven't heard nothing yet!') The impact on cinema-goers
was enormous. They loved 'The Jazz Singer' and demanded more and more
talking pictures. The studious quickly obliged and by 1930, audiences were up
from 57 million a week (1925) to 110 million a week. Only 31 years after the
Lumieres' first film-show, modern movies had arrived.

Notes:

1. shadow play — npencraBieHue TeaTpa TeHew;
to attract film-actors — npuBeKaTh KHHOAKTEPOB;
the silent era — spa HEMOTO KMHO;
the impact on cinema-goers — Bo3/ieiicTBUE Ha JIIoOUTENEH KUHO;

O

talking picture — 3ByKoBO€ KHHO.



EARLY EXPERIMENTS

In the early 19th century scientists took note of a visual phenomenon:
A sequence of individual still pictures, when set in motion, can give the
illusion of movement. These scientists attributed this experience to what they
called persistence of vision.

The persistence of vision concept stimulated experimentation with mo-
tion-picture devices throughout the 19th century. Among the first such devices
was a slotted disk with a sequence of drawings around its perimeter. When a
person spun the disk in front of a mirror and looked through the slots, the
drawings appeared to move. The zoetrope, a device developed in the 1830s,
was a hollow drum with a strip of pictures around its inner surface. When
spun, it produced the same effect. In the 1870s French inventor Emile
Reynaud improved on this idea by placing mirrors at the center of the drum.
A few years later he developed a projecting version, using a reflector and
a lens to enlarge the moving images. In 1892 he began holding public screen-
ings in Paris at his Théatre Optique, with hundreds of drawings on a reel that
he wound through his apparatus to construct moving images that continued for
15 minutes.

Inventors began to conceive of combining the principles of these mov-
ing-image devices with the photographic recording of actual movement soon
after the development of still photography in the 1830s. The most famous ex-
periment occurred in the 1870s in California, where railroad tycoon Leland
Stanford hired British photographer Eadweard Muybridge to settle a bet on
whether a galloping horse ever had all four feet off the ground. Muybridge set
up 12 cameras along a racetrack and spread threads across the track with a
contact to each camera’s shutter. Moving along the track, the horse broke the
threads and caused a sequence of photographs to be taken. The photos showed
the horse with all four feet off the ground, and Muybridge went on a lecture
tour showing his photographs on a moving-image device he called the
zoopraxiscope.

Muybridge’s endeavors stimulated French scientist Etienne-Jules Marey
to devise equipment for recording and analyzing animal and human move-
ment. He built what he called a chronophotographic camera that could take
multiple images superimposed on one another. His work was aided in turn by
developments in photographic materials. In 1885 American inventor George



Eastman introduced sensitized paper roll «film» in place of the individual
glass plates then in use. In 1889 Eastman replaced the paper roll with cellu-
loid, a synthetic plastic material coated with a gelatin emulsion.
Notes:
1. aslotted disk — nuck ¢ mpopessimu (co mEsIMu);
2. gelatin emulsion — jxe1aTUHOBAsI AMYJIbCHUS,
3. persistence of vision — HMHEPTHOCTb (MHEPUMOHHOCTH) 3PUTEIBHOIO
BOCITPHUSITHS;
4. multiple image — MHOTOKpaTHOE U300paKEHUE;
5. zoetrope — 30€TpoIl — U300PETEH aHTITUYaHUHOM Y WibsiMOM JIKopkeM
XOpHEpOM;
6. glass plate — crexnsiHHas miacTuHa (TUIMTKA);
7. to conceive of — mpeaCTaBIATS;
8. hollow drum — noserit 6apabaH.

THOMAS EDISON AND WILLIAM DICKSON

Legendary American inventor Thomas Alva Edison turned his attention
to motion pictures in the late 1880s. In his laboratories in West Orange, New
Jersey, Edison assigned to a British employee, William K. L. Dickson, the task
of constructing a machine for recording actual movement on film and another
machine for viewing the resulting images. By 1891 Dickson had produced a
motion-picture camera, called the Kinetograph, and a viewing machine,
dubbed the Kinetoscope.

The Kinetograph was operated by an electric motor that moved the cel-
luloid film roll past the camera lens. Motor-driven cameras, which were bulky
and stationary, were soon replaced by movable hand-cranked cameras. Dick-
son’s key contribution was a sprocket mechanism linked to the camera’s shut-
ter, which momentarily stopped the film roll for each exposure. These separate
still photographic images came to be called frames. Early cameras used a
number of different speeds for exposing frames, but by the advent of sound
film in the late 1920s the standard had become 24 frames per second.

In early 1893 Edison constructed a motion-picture studio on his labora-
tory grounds. On May 9, 1893, he held the first public exhibition of films shot
using the Kinetograph. But only one person at a time could use his viewing
machine, the Kinetoscope. This boxlike structure contained a motor-and-
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shutter mechanism similar to the camera’s. It ran a loop of positive film past
an electric light source, illuminating a tiny image, which the viewer observed
through a small window. Kinetoscope viewing parlors containing many ma-
chines for individual viewing began to open in cities in 1894. Edison and
Dickson apparently gave little thought to a single machine that could project
moving images to a large audience.
Notes:

1. to turn one’s attention — cOCpeOTOYNUTH BHUMAHUE;

2. bulky and stationary — rpoMO3K1ii U HETIOABUKHBIH;

3. sprocket mechanism — 3y04aTblii MEXaHU3M;

4. Kinetoscope — KHHETOCKOI (YCTPOMCTBO JUIsl MPOCMOTpa OBICTPO cMe-

HSIIOLUXCS CHUMKOB, CO3/Ial0IIee BIICUYATIICHUE TBUKCHHS).

THE RISE AND FALL OF KINETOSCOPES

Before the motion picture projector, there was the kinetoscope, which
allowed an individual viewer to watch a brief movie through a small peephole.
By its nature, the experience of viewing a motion picture through a kineto-
scope was individualistic, private, and also intimate.

Thomas Edison developed the kinetoscope, but its roots were in another
Edison invention, the phonograph. First developed in the 1870s as a business
machine to aid dictation, the phonograph amplified sound recorded on cylin-
ders. Phonographs were soon adapted for entertainment purposes, however,
and by the early 1890s they were placed in train stations, hotel lobbies,
amusement parks, and other public areas. By dropping in a nickel, a person
could listen to music or other sound effects through a telephonelike receiver.

In 1893, with phonographs spreading all over the country, Edison ar-
ranged a private demonstration of a new machine for Joseph Lombard, presi-
dent of the North American Phonograph Company. This device, which dis-
played a series of moving pictures through a peephole, was called a kineto-
scope (a term which derived from kinetics, a science that deals with aspects of
motion). Lombard was so impressed by what he saw that he formed a com-
pany to exhibit kinetoscopes at the upcoming World's Columbian Exposition
in Chicago, Illinois. They created a sensation.

In 1894, Lombard received his first commercial shipment of kineto-
scopes, and installed them in a vacant shoe store in New York City. Lombard
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charged an entrance fee of 25 cents, which allowed customers to view up to
five 2)2 minute movies on separate kinetoscopes. Initially, the market was lim-
ited to a relatively wealthy audience, but as kinetoscope parlors began to pro-
liferate in cities across the country, they grew increasingly popular and acces-
sible to the public at large. Some parlors began to offer «kinetophonesy», which
provided music to accompany the images of the kinetoscope.

And what did these people see? Kinetoscopes did not offer viewers the
fully-scripted stories of a feature film, but rather brief glimpses of exotic peo-
ple, places, and things — everything from ethnic dances and foreign landscapes
to trained animal shows. For a city dweller of the 19th century, it was an
astounding novelty to view a beach, a trapeze artist, or even a scantily clad
woman on the kinetoscope.

Indeed, the furtive appeal of such experiences was more fully tapped by
a rival machine, the «mutoscope,» introduced in 1897 by Edison's former as-
sociate William Dickson (who, in fact, had done much of the work on the
kinetoscope). Unlike the kinetoscope, which ran automatically once a coin
was dropped into it, the mutoscope was a hand-cranked machine that allowed
the viewer to control the pace of the action.

Meanwhile, Edison, Dickson, and other entrepreneurs were engaged to
develop — and control — the next phase of the new industry, motion picture
projection, which would allow groups of people to watch a movie simultane-
ously. By the end of the 19th century, a variety of devices had been installed
in kinetoscope parlors and vaudeville theaters for this purpose. Edison eventu-
ally overpowered his rivals in the struggle to monopolize film projection, pri-
marily because of his legal might rather than his technical prowess. But as in
other media, the key to financial success in the movie business lay less in ma-
chinery than in content — in this case the particular movies people wanted to
watch. The future belonged not to inventors, but to movie producers and dis-
tributors, many of whom were immigrants who had first experienced the mov-
ies on the kinetoscope.

Notes:
1. peephole — cMmoTpoBO€E OTBEpCTUE UM CMOTPOBAS IIETb;
2. to arrange a private demonstration — opraHu30BaTh YaCTHBIA MTPOCMOTP;
3. parlor — 3an, cayos;
4. to proliferate — OBICTPO YBENIUYUBATHCS, MOJTYYUTH HMIUPOKOE PACIIPO-
CTpaHEHHE;
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5. to control the pace of the action — KOHTpoJIMPOBATH CKOPOCTH JIEHCTBUS;
6. technical prowess — TEXHU4YECKOE MAacTEpPCTBO.

THE LUMIERE BROTHERS

In France, the brothers Auguste and Louis Lumicre, who ran a factory
in Lyons that manufactured photographic equipment, sought to improve on
Edison’s accomplishment. By 1895 they developed a lightweight, hand-held
camera that used a claw mechanism to advance the film roll. They named it
the Cinématographe, and they soon discovered that it could also be used to
show large images on a screen, when linked with projecting equipment.
Throughout 1895 they shot films and projected them for select groups. Their
first screening for the general public was held in Paris in December 1895.

Elsewhere other inventors were also busy. In Germany, the brothers
Emil and Max Skladanowsky devised an apparatus and projected films in Ber-
lin in November 1895. In Britain, a machine developed by Birt Acres and
Robert W. Paul was used to project films in London in January 1896. In the
United States, a projector called the Vitascope was constructed around the
same time by Charles Francis Jenkins and Thomas Armat.

The Lumicre brothers held a unique place among all these simultaneous
efforts, since they were innovative filmmakers as well as inventors and manu-
facturers. The many films they made during 1895 and 1896, though very short,
are considered pivotal in the history of motion pictures. «Waterer and Wa-
tered» (1896), a brief comedy drawn from a newspaper cartoon, shows a gar-
dener getting drenched with a hose as the result of a boy’s prank. «Workers
Leaving the Lumiere Factory» (1895) and «Arrival of a Train at La Ciotat»
(1896), which shows a train coming to a station and passengers getting off,
were among the so-called actuality films — films that depicted actual events
rather than a story told by actors — for which the Lumiéres became noted.
Notes:

1. to run a factory — ObITh BhagenbleMm Gadpuku (Aep>KaTh, YOPABISATH
babpuxoii);
simultaneous efforts — oTHOBpeMEHHBIE YCUITHS;
a claw mechanism — rpefidepHbIif MEXaHU3M;
a boy’s prank — majocTb MaJIbuUMKa;
Vitascope — BuTtackor, nepBblii KHHOIIPOEKTOD;

AR

first screening — mepBbIil TPOCMOTP.
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ONE-REELERS

During the decade following the advent of projected motion pictures,
films were shown as part of vaudeville or variety programs, at carnivals and
fairgrounds, in lecture halls and churches, and gradually in spaces converted
for the exclusive exhibition of movies. Most films ran no longer than 10
to 12 minutes, which reflected the amount of film that could be wound on a
standard reel for projection (hence the term one-reelers). Many were comedies
or actualities, following the Lumiére brothers’ example. Their purpose was to
show something astounding, unusual, titillating, or perhaps newsworthy.
But filmmakers also struck out in new directions, especially toward fantasy
and narrative.

French magician and filmmaker Georges M¢liés was the outstanding
creator of fantasy films in early cinema. M¢éli¢s exploited the new medium to
enhance his magic acts through techniques such as stop-motion photography —
interrupting the camera’s action and moving or substituting people and objects
— so that, for example, a woman appeared to turn into a skeleton. He created
elaborate backdrops with multiple scenes and costume changes for these so-
called trick films that were widely emulated by other filmmakers. Of the hun-
dreds of works he made between 1896 and 1912, perhaps the best-known is
«A Trip to the Moon» (1902), which in one scene features the animated hu-
man face of the moon being struck in the eye by a rocket.

In the United States, a former projectionist and traveling exhibitor,
Edwin S. Porter, took charge of motion-picture production at Edison’s com-
pany in 1901 and began making longer films that told a story. As with Mé-
lies’s films, these required multiple shots that could be edited into a narrative
sequence. Porter’s most notable film — and the most famous work of early cin-
ema — was «The Great Train Robbery» (1903), which is credited with estab-
lishing movies as a commercial entertainment medium. In addition rapid shifts
of location in this film, including action on a moving train, became hallmarks
of the cinema experience.

Notes:
1. one-reeler — kOpoTKOMeTpaXHbIN PHIIBM (TTPOIOTHKUTETBLHOCTRIO 10—12

MHUHYT);

2. stop-motion — MoKaipoBasi KWHOChEMKA.
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SILENT MOVIES

With a few experimental exceptions, motion pictures from their earliest
days until the late 1920s lacked synchronous sound (sound that matches the
action). But silent movies were rarely silent. Early films almost always were
projected with piano or organ accompaniment, and sometimes also with a nar-
rator or live actors behind the screen. As feature-length films (four reels, with
a running time of 40 to 50 minutes or more) became the norm in the 1910s,
live orchestras began to play in larger theaters, frequently using music written
specifically for the film.

Until World War I (1914-1918) European filmmakers dominated the
world film market. France was considered the leading film-producing country,
though Italy, Denmark, and other countries also played a significant role. But
U. S. companies soon took over markets overseas, using the same tactics of
high-volume production and lower prices that the Europeans had. By the
1920s some three-quarters of films screened around the world came from the
United States.

Even before the war, the United States had made its mark on the world
filmmaking scene with epics and comedies.

Notes:
1. silent movie — HEMOE KHMHO.

D. W. GRIFFITH AND HIS EPICS

The work of D. W. Griffith exemplifies the transformation of motion
pictures from the early days of one-reelers to an era of Hollywood’s world-
wide dominance. Starting out as an actor in films directed by Edwin S. Porter,
Griffith in 1908 became a director at the American Mutoscope and Biograph
Company in New York City. He was initially responsible for turning out two
one-reel films a week, and between 1908 and 1913 he directed nearly 500
films. He and his coworkers developed many of the cinema’s basic storytel-
ling conventions: moving the camera close to the action, using many separate
shots, and editing the shots to cut back and forth among different actions.
All these techniques served to shape a narrative, rather than present a spectacle
as earlier films had tended to do. Griffith also nurtured performers such as
Mary Pickford and Lillian Gish and emphasized an intimate, restrained style
of acting suitable for camera close-ups.
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Griffith planned a historical epic of the American Civil War (1861—
1865) in 1913 to make full-length features. «The Birth of a Nation» (1915),
three hours in length, stunned audiences with its dazzling spectacle of a still-
recent event and established motion pictures as an art form for cultured specta-
tors. Griffith made another epic, «Intolerance» (1916), which intertwined four
stories about victims of prejudice, and continued to work as an independent
filmmaker into the 1920s. Eventually, financial pressures forced him to be-
come a director at a Hollywood studio, and he made his last film in 1931.
Notes:

1. to be responsible for — ObITh OTBETCTBEHHBIM 34;

2. to stun audiences — omenOMUTD (TOTPACTH) MTyOIUKY;
3. victims of prejudice — xkepTBa npeapaccyIKoB;

4. dazzling spectacle — ocnenuTenbHOE 3pENHIIE.

SILENT COMEDIES

Despite the stylistic innovations by Griffith and others, which made
narrative dramatic films more prevalent, comedy remained a staple of silent
cinema. After the trick films and risqué comedies of the early years, a new
comic style called slapstick emerged in one-reelers. This boisterous, physical
comedy was named for the stick wielded by clowns in Punch-and-Judy puppet
shows. Mack Sennett, who had worked as an actor and comedy director with
Griffith, formed a new company, Keystone, in 1912 that played an important
role in developing slapstick comedy. Keystone employed a host of comic
talents, the most notable of whom was English actor Charlie Chaplin.

At Keystone, Chaplin developed his signature tramp character. He soon
went on to direct, produce, write, and star in his own independent productions.
By the World War I era, such classic short comedies as «Easy Street» (1917)
and «The Immigrant» (1917) had brought him international fame greater than
that of any other movie performer. Chaplin’s tramp created universal comedy
that was firmly rooted in common life. In the 1920s Chaplin began making
feature-length comedies, including «The Kid» (1921) and «The Gold Rush»
(1925).

Two other performers in feature comedies during the 1920s, Buster
Keaton and Harold Lloyd, created more contemporary comic personas, young
men coping with the mysteries of modern life. Keaton’s stone-faced character
mastered machinery and his environment, most memorably in «The General»
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(1927), in which he gains control of a runaway railway engine. Lloyd por-
trayed an ambitious youth whose efforts to rise in life take physical form in
«Safety Last» (1923), when his character climbs the side of a tall building,
hanging precariously from flagpoles and ledges.
Notes:

1. tramp character — poab Oposru;

2. stone-faced — ¢ KaMEHHBIM JIMIIOM;

3. to portray an ambitious youth — u3o6paxxaTh 4€CTOJIFOOMBOIO FOHOIITY.

EUROPEAN SILENT MOVIES

After World War I circumstances of filmmaking in Europe greatly
changed. American films by then predominated in a number of European
countries, as well as elsewhere in the world. The once-powerful Italian and
Danish film industries declined, while filmmakers in Germany and the newly
founded Union of Soviet Socialist Republics (USSR) came to prominence.
France, though no longer dominant, remained a center for theorizing about
cinema and producing innovative and experimental works.

Throughout the 1920s Germany had the strongest film industry in
Europe. Although Germany produced commercial films strictly for entertain-
ment, filmmaking in the country emphasized cinema as an art form, with par-
ticular attention paid to visual atmosphere, lighting, and set design. Because
Germany was perceived as the aggressor in World War 1, its films had to be
particularly striking to overcome hostility in export markets. Expressionism,
an artistic movement that used deliberate distortion to express emotion, influ-
enced some notable postwar features, in particular director Robert Wiene’s
«The Cabinet of Dr. Caligari» (1919) with its contorted abstract sets and nar-
rative of a sleepwalking murderer who is controlled by a mysterious doctor.

Germany’s leading filmmakers during the 1920s included Fritz Lang,
F. W. Murnau, and G. W. Pabst. Lang’s films emphasized extraordinary vi-
sions of the material world in mythology, contemporary life, and the future.
His most famous silent film was «Metropolis» (1927), a stunning depiction of
a futuristic city with railway bridges running between upper stories of sky-
scrapers, while workers toil at huge machines underground. Murnau made
works of deep psychological complexity, including the classic vampire film
«Nosferatu» (1922) and «The Last Laugh» (1924), which visualizes the
thoughts of an aging doorman who is demoted to washroom attendant. Pabst,
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known as a realist filmmaker, directed American actress Louise Brooks as
Lulu in the sexual tragedy «Pandora’s Box» (1928).

In Russia the overthrow of the monarchy in 1917 was followed later
that year by the Bolshevik Revolution, which established a communist regime
that eventually took the name Union of Soviet Socialist Republics. In the wake
of these events, a young generation of filmmakers was eager to establish a
new film art based on the revolution’s ideals. The state-controlled Soviet silent
cinema became for a time a remarkable combination of politics and avant-
garde aesthetics, until its experimental spirit was stifled by shifts in political
ideology. Shaped by heated internal debates, the works of filmmakers such as
Sergey Eisenstein and Dziga Vertov continue to pose challenging questions
about the relationship of politics and art.

Eisenstein was an important theorist as well as filmmaker. His essays on
montage (the French term for film editing) explored the way individual film
shots can be juxtaposed and linked to create meaning and to elicit an emo-
tional response from spectators. He put these theories into practice in such
films as «Strike» (1924), «Potemkiny» (1925), and «October» (1928), also
known as «Ten Days That Shook the World». Perhaps the most famous mon-
tage assemblage in film history is the Odessa Steps sequence of Potemkin,
with approximately 155 separate shots in 4 minutes and 20 seconds of screen
time depicting a massacre of civilians by soldiers.

Vertov (the professional name of Denis A. Kaufman) was an advocate
of documentaries over fictional narratives. He too emphasized montage and
the importance of the film editor in organizing and shaping the raw material of
film footage. He directed, edited, and produced a newsreel series, «Cine-
Truth» (1922-1925), and made documentary features, including «Man with a
Movie Camera» (1929).

In terms of commercial filmmaking, France’s film industry — the
world’s strongest before World War I — occupied a struggling, marginal role
after the war. Yet no other country had so firm a commitment to the medium
as an art form or so rich a culture of journals and clubs devoted to criticizing
and viewing innovative film work. In this atmosphere film took on a unique
significance in intellectual life and among the other arts.

French film theorists coined such terms as photogenie and cinegraphie
to express their views that cinema must emphasize images and their flow,
rather than conventions used in the theater to convey dramatic action. They
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put their ideas into action in mostly short films, of which perhaps the most
noted in critical writings has been «The Smiling Madame Beudet» (1923), by
female filmmaker and theorist Germaine Dulac.

Filmmakers from other countries also made important works in France.
Spaniards Luis Buifiuel and Salvador Dali made a surrealist film, «An Andalu-
sian Dog» (1929), which became famous for its unusual and disturbing im-
agery.

By the mid-1920s the United States had the largest film industry and
American films dominated the international market. Germany and Japan also
had substantial industries, although Japanese films were produced primarily
for domestic consumption.

As Hollywood and film industries elsewhere produced hundreds of
films each year, certain standardized forms took precedence over individual
creative inspiration. Movies adopted categories, known as genres, from earlier
arts and popular entertainment. These included comedy, the Western, mystery,
horror, romance, melodrama, and the war story. Within these genres were
many variations and combinations, for example, the comedy-drama.

Notes:
1. an aging doorman — npecTapesblii MPUBPATHUK (IIBEHUIIAP);
the overthrow of the monarchy — cBepxenue MmoHapxuu;
to be stifled by shifts — ObITH MOIABIICHHBIM N3MEHCHUSIMH;
to juxtapose — COMOCTaBJATh, IOMEIIATh PSIAOM;
to elicit an emotional response — BBI3BIBATH SMOITMOHAIBHBINA OTKIIHK;
domestic consumption — 6bITOBOE OTPEOIICHHUE;

NSk

individual creative inspiration — UHANBUIYaTbHOE TBOPUYECKOE BIOXHO-

BCHHC.

THE SILENT DOCUMENTARY

Films of current events, which had been prominent in the early days of
cinema, receded in importance as narrative fiction became the dominant mode
of commercial filmmaking in the 1910s and 1920s. They were gradually re-
placed by the newsreel, a compilation of short news and feature clips that be-
came a standard part of movie theater programs. Nonfiction films, known as
documentaries, were largely confined to educational use, or were made
for propaganda purposes in wartime.
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Meanwhile, filmmakers continued to explore the world, recording peo-
ple and places unknown to most spectators. One such figure was American
Robert Flaherty, a miner and prospector in northern Canada who shot footage
of Inuit people to preserve images of a vanishing way of life, though he cre-
ated controversy by sometimes staging «traditional customsy» that were by
then obsolete. Flaherty made a feature documentary, «Nanook of the Northy»
(1922), that was released commercially and became the greatest popular and
critical success of any nonfiction film since the days of actualities. A Holly-
wood studio sent him to the South Pacific islands of Samoa for his second fea-
ture documentary, «Moana» (1926). Americans Ernest B. Schoedsack and
Merian C. Cooper, who later became famous as creators of the fictional «King
Kong», launched their careers with «Chang» (1927), a spectacular travel
documentary set in Siam (now Thailand).

European experimental filmmakers also became interested in nonfiction
film as a way of interpreting modern life. Their works have been called city
symphonies, a name taken from a German documentary made by Walter
Ruttmann, «Berlin: Symphony of a Great City» (1927), which traces a day of
urban activity. In the USSR Dziga Vertov’s «The Man with the Movie Cam-
era» was another such city symphony, about Moscow.

Notes:
1. current events — TeKy1ue COOBITHUS;
2. to explore the world — uzyuats mup;
3. which traces a day of urban activity — koTopoe mpocneXxuBaet AeHb ro-

POIICKOU KU3HU.

SOUND FILMS

The advent of recorded sound in the late 1920s changed motion pictures
forever. Years of experimentation resulted in two different recording systems:
sound on disc, modeled on the phonograph, and sound on film, which in-
volved recording a soundtrack directly onto the celluloid strip. At the same
time, engineers achieved an effective amplification system for theaters
by drawing on the new technology behind radio. First demonstrated in 1926,
recorded sound was in almost universal use by 1930. By 1930 the sound-
on-film method had become standard because of problems with the discs.
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EARLY TALKIES

The first years of recorded sound forced a retreat from the sophisticated
style of late silent cinema. The sound changed the whole way of shooting
films. There were microphones everywhere in studios. Now, there was sup-
posed to be complete silence when a scene was being shot. A film was usually
shot at night to avoid the traffic noise. Camera movement was curtailed be-
cause sound cameras had to be enclosed in stationary boxes so the noise of
their motors would not be recorded. Actors’ movements were similarly con-
tained because they could not stray too far from microphones strategically
hidden on the set. In addition, there was the question of whether silent stars’
voices would be suitable for talkies. In Hollywood, a new wave of stage per-
formers was brought out from Broadway.

These initial impediments were quickly overcome through technologi-
cal innovations. To restore their mobility, cameras were covered with sound-
insulating materials and mounted on dollies with rubber tires. Microphones
were hung from long arms, called booms, and dangled over the action out of
camera range, which reanimated the performers. As ecarly as «Applause»
(1929), American director Rouben Mamoulian demonstrated a rich variety of
new aesthetic possibilities with recorded sound. Mamoulian overlapped sound
from different sources, used sound to signal a scene change, and shifted sound
emphasis within a scene. The impressionistic effects he sought contrasted with
the industry’s efforts to develop a natural or realistic standard for film sound.

Two new genres that flourished with the coming of sound were gangster
films and musicals. The gangster genre drew on public concern with crime as
well as the notoriety of famous criminal gang leaders. Early sound gangster
films played up violence among ethnic urban gangs. Musical films seemed a
logical outcome of recorded sound, drawing on Broadway stage formats. But
the genre gained wide popular appeal only after Warner Bros. released a series
of musicals, filming large groups of dancers to create unique cinematic spec-
tacles. These included «42nd Street», «Gold Diggers of 1933», and «Footlight
Parade» (all 1933).

An older genre that gained new energy with the coming of sound was
the horror film. The heavy voice of Hungarian-born actor Bela Lugosi gave
new thrills to audiences in the vampire film «Dracula» (1931), directed by
American Tod Browning. In «Frankenstein» (1931), directed by British-born
filmmaker James Whale, British-born actor Boris Karloff created a surpris-
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ingly sympathetic portrayal of the lumbering monster brought to life by an
ambitious scientist. Based on 19th-century novels, these two works (them-
selves remakes of silent films) became classics that directors have continued
to remake, with numerous variations.
Notes:

1. the way of shooting films — coco6 creMku usbma;

2. initial impediments — nepBoHauaIbHBIC TPEMATCTBUS;

3. dolly — «zomimy», onepaTopckas Telexka, miarpopma;

4. to gain new energy — MoJIly4aTh HOBYIO SHEPTHIO.

DEVELOPMENTS IN EUROPE

Inventors in Europe also developed recorded sound systems during the
1920s. In 1930 an international conference of patent holders came to general
agreement so that legal disputes would not hinder the transformation to sound.
The principal European film industries, along with Hollywood, shifted over to
sound production in the late 1920s.

British film hoped to gain from its strong theatrical tradition with the
coming of sound. Producer-director Alexander Korda made an international
impact with «The Private Life of Henry VIII» (1933). Alfred Hitchcock di-
rected popular thrillers and espionage films such as «The 39 Steps» (1935).
During the 1930s Britain also developed a significant government-sponsored
documentary film practice under the leadership of John Grierson. Directors
Michael Powell, David Lean, and Carol Reed made important narrative films
in the World War II period (1939-1945), while war-related documentaries
were produced by filmmakers such as Humphrey Jennings.

A distinctive style of filmmaking called poetic realism emerged in
France during the 1930s. This stressed the aesthetic dimension beyond the re-
alities of everyday life, in which ordinary people struggled with fate and social
circumstances. The most versatile and prolific French director of the era was
Jean Renoir, whose best-known works from the period are «Grand Illusiony»
(1937) and «Rules of the Game» (1939).

In Germany, Fritz Lang and G. W. Pabst, leading directors of the silent
period, made innovative early sound films — Lang with «M» (1931) and Pabst
with «Comradeship» (1931). But the art film movement of the 1920s came to
an end when the National Socialist (Nazi) party led by Adolf Hitler seized
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power in 1933. Many filmmakers fled Germany out of opposition to the Nazis
or from fear of persecution. After the Nazis took control of the film industry,
they began making propaganda films. Actor and director Leni Riefenstahl
made films that glorified the Nazi party. But soon Nazi propagandists decided
that their ideology could be more effectively conveyed in entertainment form,
and they produced many comedies and dramas.

The coming of sound also coincided with political changes in the USSR
that ended artistic experimentation in cinema. The government put forth a new
doctrine called socialist realism that required simplified styles and stories that
served as propaganda vehicles for government policies. Such filmmakers as
Sergey Eisenstein were unable to release completed films. Though the atmos-
phere of repression continued, growing tensions between the USSR and Nazi
Germany gave Eisenstein the chance to make «Alexander Nevsky» (1938), a
historical epic set in the 13th century in which Russians repel an invasion by
German knights.

Notes:
1. adistinctive style — ocoOeHHBII (XapaKTEepHBINA, HEOOBIYHBIN) CTHIID;
2. to struggle with fate and social circumstances — 60poThCsi ¢ cyapO0l U

COLIMATIbHBIMU OOCTOSITEILCTBAMM;

3. to require simplified styles — TpeGoBaTh ynpoIieHHbIE CTHIIH.

THE DEVELOPMENT OF COLOR FILMS

From the early days of cinema, the films we think of as silent and black-
and-white were screened not only with live musical accompaniment but also
in many cases in color. This was initially accomplished by laboriously hand-
tinting individual frames. Later, tinting machines were developed, which in-
volved bathing black-and-white positive film in a dye, producing a single
overall color effect for a sequence. As early as 1908 a process called Kinema-
color used green and red filters both in photographing and in projecting black-
and-white film to create an effective appearance of natural color.

In the 1920s efforts turned to recording color on the film negative so
that filters or special projection equipment would not be needed. The process,
known as Technicolor, at first utilized two color negatives that were pasted to-
gether in a positive print. Later, a dye transfer system enabled the two nega-
tives to be printed as a single positive film. The first feature-length all-
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Technicolor film appeared in 1922. Two-color Technicolor remained in use
until around 1930, often for special sequences within black-and-white films.
During the 1930s a further improvement, three-color Technicolor, was first
utilized by Walt Disney in animated films; «Becky Sharp» (1935), directed
by Rouben Mamoulian of the United States, was the first feature-length film
to use this process.

Color was used in only a minority of films until the 1950s, when
Hollywood turned more frequently to color in an effort to differentiate movies
from the increasingly popular medium of television, then available only in
black-and-white. Further simplification and improvements in color technology
meant that color movies had become the standard and black-and-white the ex-
ception by the 1960s in the United States, and then in most other countries.
Notes:

1. laboriously hand-tinting individual frames — yromuTenbHOE OKparivBa-

HUE BPYUYHYIO OT/ICIBbHBIX KaJpPOB;

2. Technicolor — 1) «TexHukonop» (cucrema BETHOTO KUHO; (PUPMEHHOE

Ha3BaHMHE); 2) IBETHOE KUHO.

FILMS AFTER WORLD WAR 11

Although American movies reached the peak of their popularity in the
United States in 1946, changed circumstances soon brought difficulties that
were to shape the next quarter century of motion-picture history. The advent
of television caused the greatest disruption. The rapid spread of home televi-
sion sets in the 1950s was accompanied by a steady decline in moviegoing.
In an effort to combat television’s appeal, movie companies adopted new
technologies — wide-screen and three-dimensional processes — that offered
a more spectacular screen image. Three-dimensionality, or 3-D, involved the
recording of multiple images through filters that direct light and required
viewers to wear specially designed spectacles to observe the three-dimensional
effects. Hollywood studios, featuring effects that «come off the screen right
at yow», released three dozen 3-D films in 1953 and 1954. But the popularity
of this gimmick soon waned, and it was quickly dropped.

Although the U. S. film industry remained dominant in the world arena,
Hollywood’s difficulties occurred as other film cultures began to recover from
World War II and make their own international impact through innovations in
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artistry and subject matter. What follows is a survey of the most important of
these developments in the era after 1945.
Notes:

1. to reach the peak of one’s popularity — nocTHyb nruka NOMyJISIPHOCTH;

2. gimmick — XUTPOYMHOE IPUCIIOCOOJICHHUE;

3. to wane — yMEHbBIIAThCS, HIITH Ha YOBLIb,

4. to drop — mpekpamarbcs, KOHYaThCS.

NEOREALISM AND THE NEW WAVE

The first important postwar film movement came from Italy, and was
called neorealism. The term was originally coined to link trends in Italian
filmmaking with French poetic realism of the 1930s. The leading directors of
neorealism were Roberto Rossellini and Vittorio De Sica. These directors shot
their films on location — in city streets and other authentic settings, rather than
on studio lots — and they used postsynchronized sound (dubbing of dialogue in
the studio after filming) to enable a more fluid camera movement amid realis-
tic settings.

Director Luchino Visconti created a film about a Sicilian fishing village
«The Earth Trembles» (1948), using actual fishermen and their families in-
stead of actors. Director Federico Fellini got his start in the neorealist move-
ment as a scriptwriter on «Rome, Open City», but as a director in the 1950s
and later his works emphasized comedy and a spiritual dimension.

During the 1950s another new movement took form in France under the
guidance of young film critics. These critics complained of what they saw as
the highly literary style of French films, which (in their view) regarded the
scriptwriter as more important than the director. They wrote articles praising
Hollywood directors such as Alfred Hitchcock as the true «authors» of their
films because they controlled the visual image, and they proclaimed an «au-
thor policy». Their emphasis on the director has had a lasting influence on the
writing of film history and criticism.

In the late 1950s a number of these critics directed their first feature
films, which reflected their theories and became known as the French «New
Wavey. The leading figures included Jean-Luc Godard with his first feature
«Breathless» (1961). Godard’s film challenged narrative conventions by utiliz-
ing jump cuts, in which gaps in time break the continuity of a scene. Such in-
novations signaled a desire among new wave filmmakers to reconceptualize
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cinema, while at the same time they paid homage to Hollywood and were
deeply immersed in popular culture.

The French new wave revitalized the role of France as a leader in world
cinema culture, and strengthened the link between cinema’s aspirations to art-
istry and its popular appeal. Coming just before the turbulent decade of the
1960s, it inspired young filmmakers everywhere, and «new waves» followed
in such countries as Czechoslovakia, Japan, and Brazil.

Notes:

1. New Wave — «HoBas BoJiHa» — IBUIKEHHE B UCKYCCTBE, KOTOPOE CO3HA-
TEJIBHO JIOMAJIO TPAJAUIIMOHHBIC TPEACTABICHUS, B3TJISbI, B KHHOMPO-
M3BOJACTBE 3TO ABWKEHHE 3apoawiock Bo @panmuum B 1960-x rr., 3a-
KITIOYaJOCh B TOM, YTO PEKHUCCEPHI OTKA3BIBAIMCH OT TPATUIIMOHHOM
TEXHUKH MOHTaXa;

2. Neorealism — «Heopeanusm» — NBUKE€HHUE, KOTOPOE HAMEPEHHO OMHUCHI-

BaJio 0€THOCTH OOIIECTBA, 3aPOUIIOCH B MOCIeBOeHHOM UTtanuu;
to coin — BBITyMBIBaTh, 3aMBIIILISATH;

to link trends — coenuHATH HanpaBIEHUS;

authentic — ayTeHTUYHBIN, HACTOSIIUN, TOTMHHBIH;

AR

under the guidance of young film critics — moj; pyKoBOJACTBOM MOJIOIBIX
KHHOKPUTHKOB.

THE ACHIEVEMENTS IN NEW CINEMA
OF OTHER EUROPEAN COUNTRIES

In addition to Italian neorealism and the French New Wave, the 1950s
were marked by the emergence of an international art cinema, emphasizing the
achievements of individual filmmakers. Among the leading figures of the in-
ternational movement was Swedish director Ingmar Bergman. Bergman’s film
career, which began in 1946, covers half a century, with his most admired and
influential work produced in the 1950s.

Bergman’s filmmaking vision was strikingly displayed in two films re-
leased in 1957, «The Seventh Seal» and «Wild Strawberries». These films
concern large philosophical and religious themes: God’s presence in the
world, life’s absurdities, and the loneliness and coldness of death. «The Sev-
enth Seal» is set in the Middle Ages and features a symbolic chess match be-
tween a knight and a figure representing death. «Wild Strawberries» follows
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an elderly professor of medicine as he reflects on and dreams about his past
life, presented in flashbacks, while traveling to receive an honorary degree.

Another prominent figure of the international art cinema was the Span-
iard Luis Bufuel, though his name was not new on the world stage. Bufiuel
had become famous in avant-garde circles with «The Golden Age» (1930).
In the 1930s he directed his only nonfiction film, a stinging report on an im-
poverished region of Spain, «Land Without Bread» (produced 1932, released
1937).

Going into exile during the Spanish Civil War of the mid-1930s, Bufiuel
spent almost a decade in the United States without making a film before re-
suming his career in Mexico in 1946. His Mexican film «The Young and the
Damned» (1950) won festival prizes and returned him to international promi-
nence. This was a film about impoverished street youths, yet Bufiuel insisted it
was not a work of realism, and it utilized dreams, visions, and representations
of states of consciousness to augment his psychological portrait of the charac-
ters.

Germany was divided after World War II into a Soviet zone of occupa-
tion (which became the German Democratic Republic, or East Germany) and
an allied zone (which became the Federal Republic of Germany, or West
Germany). Each followed separate filmmaking policies until the country was
reunited in 1990. For some years after the war neither cinema made much of
an impression on the international scene. But this began to change in the
1960s in West Germany when a group of young filmmakers sought to create
New German Cinema, akin to The New Waves.

In the British tradition of nonfiction filmmaking, a Free Cinema move-
ment developed in the 1950s that revived documentaries about working-class
life. British cinema also offered a rich variety of alternative works, including
feminist films by directors such as Sally Potter, and films representing Brit-
ain’s black and gay cultures.

State control of filmmaking remained strong in the Soviet Union in the
post-World War II years and continued until the breakup of the USSR in 1991.
For several decades after 1945 few Soviet films circulated in Europe and the
United States. The most famous was «The Cranes are Flying» (1957), a film
about injustices and futility World War II directed by Mikhail Kalatozov.

In the late 1950s and 1960s, during a period of greater creative freedom
in Soviet cultural life, several filmmakers emerged whose startling works were
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hailed as major achievements in world cinema. Sergei Paradzhanov, from the
Soviet republic of Georgia, made «Teni zabytykh predkov» (Shadows of Our
Forgotten Ancestors, 1964), a stylistic tour de force that was remarkable in its
depiction of characters’ emotional states. Andrei Tarkovsky directed «Andrey
Rublyov» (1966), «Solaris» (1972), and other mystical, highly symbolic
works.

Poland was the first to make its mark internationally, with the films of
Andrzej Wajda, including «A Generation» (1954) and «Ashes and Diamonds»
(1958). The last film was a visual triumph of deep-focus and long-take cine-
matography.

Notes:
1. to go into exile — exaTb B CCBUIKY;
2. to offer a rich variety of alternative works — npeiarats (peacTaBisTh)

OoraToe pazHO00pa3ue abTepHATUBHBIX (PUIIBMOB;

3. startling works — mopa3uTenbHbIe (MOTpPSICAIONINE, YIUBUTEILHbBIC)
paboThI;

4. to be hailed — ObITh Ha3BaHHBIM;

5. a film about injustices and futility — ¢uibm o HecnpaBeauBOCTU U
0€ecI0Ie3HOCTH.

NON-EUROPEAN CINEMA

International recognition for the film cultures of Japan and India came
after 1945, beginning with acclaim for individual filmmakers. Veteran Japa-
nese directors Mizoguchi Kenji and Ozu Yasujiro, along with the younger
filmmaker Akira Kurosawa, were acknowledged in the 1950s as leading styl-
ists of the film medium. Ozu made intricate, intimate films of domestic life,
such as «Tokyo Story» (1953). Kurosawa, still active in the 1990s, became
known for such epic period films (films set in the past) as «Rashomon» (1950)
and «The Seven Samurai» (1954). In the 1960s Japan had its own «new wave»
with the films of Oshima Nagisa, Imamura Shohei, and Shinoda Masahiro.

Film in India had developed during the 1930s as a popular entertain-
ment dominated by musicals. In a country of more than a dozen major lan-
guages, film music reached across linguistic barriers. Performers who sang
gained extraordinary celebrity from recordings and radio broadcasts of film
music. Perhaps the first Indian filmmaker to be appreciated internationally
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as a cinema stylist was Satyajit Ray, whose «Apu trilogy» — «Song of the Lit-
tle Road» (1955), «The Unvanquished» (1956), and «The World of Apu»
(1959) — adapted a well-known Bengali novel in a neorealist style. Mrinal Sen
became known as a director of films on political topics. Popular Indian cinema
continued its tradition of music and melodrama.

Films also emerged from Chinese cultures during the 1980s. A new
generation of directors, including Chen Kaige, Zhang Yimou, and Tian
Zhuangzhuang, appeared in the Peoples’ Republic of China. Breaking with a
tradition of studio filmmaking, they went to rural China to make films of daily
life. Hong Kong, with a reputation for commercial martial arts movies, also
produced filmmakers such as Stanley Kwan, who made popular melodramas
with sensational narratives and incisive social commentary.

Although the English-speaking nations of Australia and New Zealand
released films in the early 1900s, they had difficulty establishing their own
film cultures because American and British films dominated their theaters. A
resurgence of the film industry began in Australia during the 1970s with in-
creased government financing for film projects and better training for film-
makers. This policy reaped success both in the volume of films produced and
in the international recognition such directors as Peter Weir, for «Picnic
at Hanging Rock» (1975) and «The Last Wave» (1977); Gillian Armstrong,
for «My Brilliant Career» (1979); and some others.

After such great success all the Australian filmmakers named above ac-
cepted offers to direct in Hollywood and have remained for the most part in
the United States. The same holds true for actors such as Mel Gibson. As the
star of the Australian films «Mad Max» (1979) and «Mad Max 2» (1981),
Gibson became a familiar figure in Hollywood action films.

New Zealand director Jane Campion made her name in Australia with
films such as «Sweetie» (1989) and the international hit «The Piano» (1993).
Director Lee Tamahori made an impressive debut with «Once Were Warriors»
(1994), about city life today among the Maori natives of New Zealand. Tama-
hori then skipped Australia and went directly to Hollywood.

Although Egypt and a few other Arab and African countries had pro-
duced films for decades, filmmaking generally began to develop on the conti-
nent of Africa only after the 1960s, in the period of nation-building.

In Africa south of the Sahara, the pioneering filmmaker was Ousmane
Sembene of Senegal, a novelist turned film director. Film historians consider
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Sembéne’s film debut «Black Girl» (1966), the first black African feature
film, even though it was shot mostly in France with a French crew. Later
Sembene returned to Senegal and made a series of political, social realist, and
period films that rank him among the era’s leading filmmakers.

A resurgence of Latin American filmmaking, beginning in the 1960s,
had roots in both cinema and politics: neorealism and the French new wave on
one hand and political changes such as the 1959 Communist revolution in
Cuba on the other. The most prominent film movement, cinema novo (new
cinema), occurred in Brazil with works that dramatized the nation’s social ills.
Director Glauber Rocha made powerful films set in remote regions of the
country, including «The Turning Wind» (1962), «Black God, White Devil»
(1964).

After Fidel Castro’s government gained power in Cuba in 1959, it took
nearly a decade before state efforts to promote filmmaking began to bear fruit.
The most important Cuban filmmaker was Tomas Gutiérrez Alea, whose
«Memories of Underdevelopment» (1968) was a reflective work contemplat-
ing changes in Cuba during the early 1960s.

The Mexican cinema had already experienced three important periods
of filmmaking: the years around World War I, the 1930s, and Bufiuel’s years
in Mexico in the late 1940s and early 1950s. Although the country did not sus-
tain a significant film movement in later decades, it did produce individual
works of importance. They are Paul LeDuc’s «Frida» (1984), dramatizing the
life of painter Frida Kahlo, and Alfonso Arau’s «Like Water for Chocolate»
(1991), a highly popular work that blends realistic detail with elements of fan-
tasy in a style called magic realism.

Notes:
1. to make films of daily life — nenatp GpuabMBI €3KETHEBHOM KHU3HU;
2. aresurgence of the film industry — Bo3posx/ieHre KHHOUHTyCTPUH;

3. 1incisive — OCTPBIiA, MPOHUIIATEIIbHBIN.

NEW AMERICAN FILMMAKERS

One important result of the turmoil among U. S. movie companies dur-
ing the 1960s was an increasing emphasis on the importance of the director.
With the breakdown of the old studio system, directors were no longer studio
employees but functioned independently. The French critical emphasis on di-
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rectors as auteurs also helped, give filmmakers more power. A new generation
of directors emerged in the 1960s to bring new artistry to American cinema
and enhance its prestige.

Key figures of the 1960s generation included Stanley Kubrick, Arthur
Penn, Sam Peckinpah, and Robert Altman. Kubrick, who moved to England
early in the decade, made such important films as «Dr. Strangelove, or How |
Learned to Stop Worrying and Love the Bomb» (1964), a black comedy about
nuclear holocaust, and «A Space Odyssey» (1968), a landmark work that re-
vised the science fiction genre. Penn directed «Bonnie and Clyde» (1967),
which dramatized the activities of 1930s outlaws and spoke to a 1960s sense
of social alienation. Peckinpah’s most famous work was «The Wild Bunchy»
(1969), a Western notable for its graphic depictions of violence.

In the early 1970s a younger generation of filmmakers burst onto the
Hollywood scene. They were called «movie brats» both for their youth and
because most of them were film school graduates, prompting the movie estab-
lishment to say that these filmmakers knew more about old movies than about
life. These figures included Francis Ford Coppola, George Lucas, Martin
Scorsese, and Steven Spielberg. Coppola directed a huge hit of the early
1970s, «The Godfather» (1972), a film that gave signs of the industry’s re-
vival. Lucas made «American Graffiti» (1973), a highly popular film about
teenagers that looked back to the previous decade. Scorsese’s first important
film was «Mean Streets» (1973). After directing several small films, Spiel-
berg, the youngest of the group, directed the film whose enormous success
was to change the American movie landscape, «Jaws» (1975).

Most of these figures continued as important filmmakers in the decades
following Hollywood’s mid-1970s revival. A number of others joined their
ranks as American cinema’s top directors. New York-based Woody Allen
made wry urban comedies such as the Academy Award-winning «Annie Hall»
(1977). Michael Cimino won an Academy Award for «The Deer Hunter»
(1978), a critically acclaimed examination of the Vietnam War. British direc-
tor Ridley Scott made two highly significant films, «Blade Runner» (1982), a
futuristic film praised for its visual effects, and «Thelma and Louise» (1991),
about two women on the run from a male-dominated society.

«Blue Velvet» (1986), directed by David Lynch, a surreal film set in a
small American town, was ranked by critics as one of the top American films
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of the 1980s. Similarly ranked was «Do the Right Thing» (1989) by black
filmmaker Spike Lee, who also directed a biographical film about a militant
and controversial black leader of the 1960s, «Malcolm X» (1992). Lee’s film
followed another controversial film examining recent history, «JFK» (1991),
directed by Oliver Stone, which claimed that a conspiracy among government
officials lay behind the 1963 assassination of President John F. Kennedy. Ac-
tor-director Clint Eastwood gained recognition as a major filmmaker with
«Unforgiven» (1992), a Western that won Academy Awards for best picture
and director.

Notes:

auteur — KHHOpEXHCCcep, MacTep aBTOPCKOTO KHUHO;

to enhance one’s prestige — MOBBIIIATH MTPECTHK;

social alienation — 001IeCTBEHHOE OTUYK/ICHHUE;

depictions of violence — n300paxeHust HaCUIIHS;

DN A W N =

Academy Award — npemust «Ockap» (Harpaga AMepUKaHCKOM aka-
JAeMHH KHHeMaTorpauyecKux MCKYCCTB U HayK 3a JYYIIHE JTOCTH-
KEHUST B OOJacTH KUHeMaTorpauu; TMPUCYXKIAETCA €XKEroIHO,

I10 pa3JINYHbIM HOMI/IHaI_[I/IHM).

BIG-BUDGET BLOCKBUSTERS

If any one film can be so designated, «Jaws» marked the turning point
in the fortune of the American film industry. So-called blockbuster films had
always been part of the Hollywood production mix, but «Jaws» rewrote the
blockbuster formula and, above all, proved that in conjunction with new mar-
keting strategies a single motion picture could produce unprecedented reve-
nues. «Jaws» was the first film to earn more than $100 million for its studio.

Although it was based on a best-selling novel — in conformity with the
earlier blockbuster formula — «Jaws» lacked big-name stars, but it did offer a
fabulous, frightening special-effects mechanical monster shark. The waning
significance of stars and the growing importance of special effects were
aspects of the new blockbuster phenomenon that developed in the aftermath of
«Jawsy. These changes also indicated the studios’ intent to capture the atten-
tion of young adults and children, the most important segment of the movie
audience. These trends were confirmed by the film that surpassed «Jawsy»
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at the box office, George Lucas’s «Star Wars» (1977), a science-fantasy film
that displayed the most spectacular special effects of space flight ever seen
in cinema up to that time.

«Star Wars» shaped the blockbuster phenomenon over the next two dec-
ades. Blockbuster films tended to be fantasies based on comic-book characters
or adventure heroes. Lucas and Steven Spielberg, the director of «Jaws» were
involved in most of the biggest box-office draws. In the 1980s Lucas produced
the next two films in the «Star Wars» series: «The Empire Strikes Back»
(1980), directed by Irvin Kershner, and «Return of the Jedi» (1983), directed
by Richard Marquand. During the same time Spielberg directed and Lucas
produced three films concerning an intrepid archaeologist named «Indiana
Jones»: «Raiders of the Lost Ark» (1981), «Indiana Jones and the Temple of
Doom» (1984), and «Indiana Jones and the Last Crusade» (1989). Spielberg’s
other blockbusters included «E. T.» — «The Extra-Terrestrial» (1982), con-
cerning an alien left behind on Earth by his spaceship, and «Jurassic Park»
(1993), a work combining computer-generated animation of dinosaurs with
human action.

Action stars such as Sylvester Stallone and Arnold Schwarzenegger also
participated in the blockbuster phenomenon, but some action films fared
poorly at the box office. In the 1990s other types of films attained blockbuster
status. In the same year as «Jurassic Park», Spielberg also released
«Schindler’s List» (1993), a film about one man’s efforts to save European
Jews from Nazi death camps during World War II. This work, shot almost
completely in black-and-white, earned Spielberg his first Academy Award.
«Titanicy (1997), directed by James Cameron, depicted the 1912 Titanic
disaster, in which a luxury liner sank during its first transatlantic voyage.
The film broke box-office records and won 11 Academy Awards. Action and
fantasy films did remain popular, however. One of the biggest box-office
draws of 1999 was «The Phantom Menace», George Lucas’s fourth install-
ment in the «Star Wars» series.

Mega-blockbusters continued to rule Hollywood at the start of the 21st
century. Director Ridley Scott’s action-filled «Gladiator» was one of the
biggest successes of 2000 at both the box office and the Academy Awards,
where it won for best picture and best actor. Remakes and sequels were well-
represented among top money-makers, with box-office leaders including the
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remake «Planet of the Apes» (2001) and the sequels «Mission: Impossible 2»
(2000), «Rush Hour 2» (2001), «Jurassic Park III» (2001), «Men in Black II»
(2002), and the fifth «Star Wars» movie, «Attack of the Clones» (2002). Other
major movies were based on popular fantasy books — «Harry Potter and the
Sorcerer’s Stone» (2001) and «Lord of the Rings: The Fellowship of the
Ring» (2001) — and comic characters — «Spiderman» (2002) and «Scooby-
Doo» (2002).
Notes:
1. in conjunction with new marketing strategies — BMecTe ¢ HOBBIMH Map-
KETHHTOBBIMH CTPATETUSIMU;
2. to produce unprecedented revenues — MpUHOCUTHh HEOBIBANIBIN (Oectpe-
1IEICHTHBIN ) T0XO/T;
3. to capture the attention of young adults — nmpuBjIeYsr BHUMAaHHE MOJIO-
IbIX COBEPILIEHHOJNIETHUX (B Bo3pacTe oT 18 net 1o 21 rona);
4. intrepid archaeologist — GeccTparHbiii apXxeosor;
5. box-office leader — muaep KacCOBBIX MPOJAK;
6. blockbuster — Gnokbactep; KaccoBblii XUT ((PUIbM, KOTOPOMY 3a BCE
BpeMs IIpoKaTa yaanoch 3apadbotats Oosee 100 MiH. mosutapoB; GuiibM
¢ OromxeroM cBbliie 100 MITH. 10J151apOB).

RECENT TRENDS

While the blockbuster dominated the economics of motion pictures
screened in theaters in the years after 1975, the advent of home entertainment
delivery systems had an equally profound effect on movie culture — perhaps
the most striking impact of any technological change in the medium’s history.
The first new system was the videocassette recorder (VCR), which could play
prerecorded videotapes or record programs shown on television for later play-
back. At the same time, cable television systems vastly expanded the number
of channels available to the home viewer along with access to recent movies.
As these new technologies came into widespread use, on the horizon loomed
the computer, offering possibilities for home viewing and as a tool in media
production. The digital videodisc, or DVD, became one of the major tech-
niques for viewing movies on computers and also began replacing videocas-
settes as the major format for home viewing.
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The VCR and DVD technology spawned an entirely new way of view-
ing movies on prerecorded cassettes or discs that could be rented or purchased
at video shops. Despite the fears of the motion-picture industry, the new tech-
nology did not contribute to a decline in movie theater attendance. Instead, it
fostered a much wider experience of movies for viewers who sought enter-
tainment more frequently at home than in public settings. The consequences
were numerous: The history of motion pictures, in addition to recent films, be-
came available to the home viewer; cassette and disc rental and sales earned
new revenue for motion-picture companies — in some cases, more than the
theatrical release; and advance sales of video rights enabled small production
companies to finance the creation of low-budget films.

With cable networks as additional sources of revenue, and functioning
in some cases as producers themselves, one consequence was a substantial in-
crease in independent feature-film production. Blockbusters coexisted with
dozens of smaller films that helped to attract more mature viewers back to the
medium. Motion pictures were not the dominant popular medium that they
had been before the advent of television, but they still commanded a promi-
nent place. Perhaps because of movie publicity and the impact of larger-than-
life images on the big screen, movies took a central place in debates about the
social consequences of presenting violence and sexual content in popular en-
tertainment.

Other issues arose from the prospect of new technologies that could
shape screen experiences or alter images through computer graphics. The mo-
tion picture « Twister» (1996), directed by Jan De Bont, attained new levels of
special-effects spectacle in its scenes of rampaging tornadoes created through
digital imaging. The special effects used in «Titanic» were designed to dis-
guise the fact that most of the action was not filmed on location on an ocean-
going luxury liner but in a studio. In «The Phantom Menace» and «Attack of
the Clones», George Lucas used digital imaging to create scenes and charac-
ters that could never exist in real life.

At the beginning of the 21st century the motion-picture medium offered
a study in contrasts. Popular blockbuster films, enhanced by computer graphic
imagery, continued to attain unprecedented worldwide attention. «Harry Potter
and the Sorcerer’s Stone», based on the young wizard character from the nov-
els of British author J. K. Rowling, opened simultaneously on one-fourth of all
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movie screens in the United States and broke box-office records. At the same
time, films of artistic and cultural interest from throughout the world were
available in theaters and in a variety of home-viewing formats. Emerging
cinemas, such as that of Iran and China, captured critical attention, and the
Chinese-language martial arts film «Crouching Tiger, Hidden Dragon» (2000)
became the most successful subtitled film ever released in the United States.
Entering its second century of existence, the cinema appears more than ever to
be in an ongoing state of transformation.
Notes:
1. to spawn an entirely new way of something — co3maBaTh COBEpILIEHHO
HOBBIH CIIOCOO 4€ero-JI110o0;
2. asubstantial increase — cymecTBeHHOE (peabHOE) YBEITUUCHUE;
3. low-budget films — mano6roKeTHBIE DUITBEMBI;
4. scenes of rampaging tornadoes — (34.) clieHbI OyHCTBYIOINX yparaHoB
(TopHa10);
5. an ongoing state of transformation — HenpepbrIBHOE COCTOSIHUE MPeodpa-

30BaHMUI.
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II. THEORY OF MOTION PICTURES

WHAT IS MOTION PICTURE?

The motion picture is one of the newest of the generally recognized
«fine arts» as legitimate as the theatre, literature, dance, music, or the visual
arts.

Motion picture is a series of images that are projected onto a screen to
create the illusion of motion. Motion pictures — also called movies, films, or
the cinema — are one of the most popular forms of entertainment, enabling
people to immerse themselves in an imaginary world for a short period of
time. But movies can also teach people about history, science, human behav-
ior, and many other subjects. Some films combine entertainment with instruc-
tion, to make the learning process more enjoyable. In all its forms, cinema is
an art as well as a business, and those who make motion pictures take great
pride in their creations.

The images that make up a motion picture are all individual photo-
graphs. But when they appear rapidly in succession, the human eye does not
detect that they are separate images. This results from persistence of vision, a
phenomenon whereby the eye retains a visual image for a fraction of a second
after the source has been removed. Although we do not experience the images
as individual photographs, we do notice the differences between them.
The brain then perceives these differences as motion.

Motion pictures are recorded using specially designed cameras that cap-
ture the images on rolls of film. After being processed and printed, the film is
run through a projector, which shines light through the film so that the images
are displayed on a screen. Most movies have accompanying sound.

Notes:
1. to take pride — ropauThcs;
2. to appear rapidly in succession — MOSIBISATbCA OBICTPO B IOCIENI0BA-

TEJIHHOCTH,

3. persistence of vision — NPOJOKUTENBHOCTh (MMOCTOSIHCTBO, MHEPIIUOH-

HOCTb) 3PUTEJIBHOTO BOCIIPUATHSI.
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TYPES OF MOTION PICTURES

There are many types of motion pictures, but the most significant cate-
gories are feature films, animated films, documentaries, experimental films,
industrial films, and educational films.

Feature films are the movies most commonly shown in large movie
theaters. They typically last at least one and one-half hours and tell a fictional
story or a story based on real events but portrayed by actors. The list of
prominent feature films is far too long to recount in this article, but some of
the best-known include «The Birth of a Nation» (1914), «Metropolis» (1926),
«Casablanca» (1942), «On the Waterfront» (1954), «The Sound of Music»
(1965), «The Godfather» (1972), «Star Wars» (1977), «Gandhi» (1982), «Ju-
rassic Park» (1993), and «Titanic» (1997).

Animated movies follow the same format as features, but use images
created by artists. These films create the illusion of movement from a series of
two-dimensional drawings, three-dimensional objects, or computer-generated
images. The first animated feature was the German film «The Adventures of
Prince Achmed» (1926). Other notable ones include «Snow White and the
Seven Dwarfs» (1937), «Dumbo» (1941), «Sleeping Beauty» (1959), «Yellow
Submarine» (1968), the Czech film «Alice» (1988), the Japanese film «Kiki’s
Delivery Service» (1989), «Beauty and the Beast» (1991), and «The Lion
King» (1994). In some films, animated characters interact with human actors,
as in « Who Framed Roger Rabbit» (1988).

Another form of film is the documentary, which deals primarily with
fact, not fiction. Documentaries do not often appear in theaters, but they are
seen regularly on cable and broadcast television. Some well-known documen-
taries are «Nanook of the North» (1922), «The Silent World» (1956), «Hoop
Dreams» (1994).

An experimental (or underground) film is a sequence of images, literal
or abstract, which do not necessarily form a narrative. An experimental film
can be animated, live action, computer generated, or a combination of all
three. Five noteworthy experimental films are the French film «An Andalusian
Dog» (1929), «Meshes of the Afternoon» (1943), «A Movie» (1958), «Eraser-
head» (1978), and «Privilege» (1991).

Industrial films are made by companies that wish to publicize their
products or generate a favorable public image.
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Educational films are specifically intended to be shown in classrooms.
Their aim is to instruct, on subjects from history to driving skills.
Notes:
1. to base on real events — OCHOBBIBaThCSI Ha PEATbHBIX COOBITHSX;
2. computer-generated — CO3MaHHBIN KOMIIBIOTEPOM;
3. to deal with fact — umeTh A€NI0 C peaTbHOCTBIO.

DOCUMENTARY FILM

Documentary film is a motion picture that shapes and interprets factual
material for purposes of education or entertainment. Documentaries have been
made in one form or another in nearly every country and have contributed sig-
nificantly to the development of realism in films. John Grierson, a Scottish
educator who had studied mass communication in the United States, adapted
the term in the mid-1920s from the French word documentaire. The documen-
tary-style film, though, had been popular from the earliest days of filmmaking.
In Russia, events of the Bolshevik ascent to power in 1917-18 were filmed,
and the pictures were used as propaganda. In 1922 the American director
Robert Flaherty presented «Nanook of the North», a record of Eskimo life
based on personal observation, which was the prototype of many documentary
films. At about the same time, the British director H. Bruce Woolfe recon-
structed battles of World War 1 in a series of compilation films, a type of
documentary that bases an interpretation of history on factual news material.

The British documentary film movement, led by Grierson, influenced
world film production in the 1930s by such films as Grierson's «Driftersy»
(1929), a description of the British herring fleet, and «Night Mail» (1936),
about the nightly mail train from London to Glasgow. The United States, too,
made significant contributions to the genre. Early examples include two films
directed by Pare Lorentz «The Plow That Broke the Plains» (1936), set
in America's dust bowl, and «The River» (1937), a discussion of flood control.

The production of documentaries was stimulated by World War II.
The Nazi government of wartime Germany used the nationalized film industry
to produce propaganda documentaries.

In the early 1950s attention once again focused on the documentary
in the British free cinema movement, led by a group of young filmmakers
concerned with the individual and his everyday experience. Documentaries
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also became popular in television programming, especially in the late 1960s
and the early 1970s.
Notes:

1. nightly mail train — HOYHOM MOYTOBBIN TOE3T;

2. to make significant contributions — BHeCTH 3HaYUTEIbHBINA BKJIA/;

3. everyday experience — €)XeTHEBHBIH OIIBIT.

UNDERGROUND FILM

Underground (or experimental) film is a motion picture made and dis-
tributed outside the commercial film industry, usually as an artistic expression
of its maker, who often acts as its producer, director, writer, photographer, and
editor. Underground films usually display greater freedom in form, technique,
and content than films directed toward a mass audience and distributed
through regular commercial outlets. The term underground film came into
common use in the 1950s, when the greater availability of good-quality
16-millimetre film stock and equipment permitted an increasing number of
nonprofessionals to engage in cinema art. The term was also applied to earlier
films that were considered too experimental, too frank, or too esoteric for the
general public, made both by professionals and by amateurs.

In the underground film the interplay of light and shadow basic to
cinema art often takes precedence over narrative structure. The filmmaker
ordinarily uses inexpensive production methods and a 16-millimetre
or 8-millimetre camera. He may incorporate overexposures, underexposures,
or triple exposures. Some underground films are purely abstract patterns of
light and colour. Such films vary considerably in length. Robert Breer's
«A Miracle» (1954) is 14 seconds long, while Andy Warhol, the most highly
publicized of the underground filmmakers, did a study of the Empire State
Building, «Empire» (1964), that lasts eight hours. During the 1920s filmmak-
ing was stimulated by nonobjective art, represented by the Dadaist, Cubist,
and Surrealist movements. Leading filmmakers such as Jean Renoir, René
Clair, and Sergey Eisenstein made private experiments in addition to their
publicly shown films. The classic «An Andalusian Dog» (1928) by the direc-
tor Luis Bufiuel and the Surrealist artist Salvador Dali, financed by Buifiuel's
mother, was a product of this period.

Little of comparable interest was produced until the late 1950s, when a
host of new cinema artists arose in the United States. Unlike their predeces-
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sors, they were strongly influenced by the techniques and personal expression
of commercial films by directors such as Jean-Luc Godard, Ingmar Bergman,
and Federico Fellini. Jonas Mekas, Stan Brakhage, and Stan Vanderbeek were
among the creative leaders of the movement, which grew rapidly. Students
from newly established film departments in universities across the country re-
leased thousands of independently produced film experiments. Outstanding
examples, such as Stan Vanderbeek's «Breathdeath» (1963—64) and Kenneth
Anger's «Scorpio Rising» (1962—-64), were seen over the years by a vast audi-
ence. In the 1970s underground filmmakers, many of whom had a background
in painting or sculpture, continued to emphasize composition and form and an
intensity of feeling rather than dramatic structure. Magic and the supernatural
and political protest, traditionally popular topics in the underground, remained
prominent among the great variety of subjects considered.

Notes:

1. underground (or experimental) film — anmprepHaTuBHOE KHMHO (HETpa-
JUIUOHHBIA HEKOMMEpPYECKHH (UIIbM, CO3aHHBIA 0€3 MOAJIEPKKHU
KaKOW-TMOO CTYANH WIIA TPOKATHOW (PUPMBI);

2. to display greater freedom in something — nposiBiasTE CBOOOIY B UeM-
1100;

3. to increase number of nonprofessionals — yBenuuuBaTh 4YMCIO HEMPO-
(dheccroHalIoB;

4. to engage in cinema art — ObITh 3aHITHIM B KHHO.

ANIMATED FILMS

There is a fascinating and very specialized field of production —
the animated film, a term used for cartoons and puppet films in all their vari-
ous forms. In the narrow sense, the term «animated film» means the cartoon
film, where the animator draws on paper or celluloid separate phases
of movement. The term «puppet film is used for any form of solid animation,
including not only the movements of dolls but also other three-dimensional
objects.

The principal of animation is that the effect of movement on the screen
is achieved through series of changes in the drawn figures of a cartoon or
in the position of three-dimensional puppets and objects.

The ordinary filming of a series of drawings or a puppet show would
not result in an animated or puppet film. For the animation effect, the draw-
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ings should have changed or the doll should have been moved between each
single-frame exposure made by the camera.

In solid animation with puppets or objects moved about in miniature
sets, a world of fantasy can be created. The creative imagination of the artists
of a cartoon film, however, is more free. Drawn characters and their settings
can be made to do anything the artist imagines.

If animated films had not been looked upon only as comic entertain-
ment for children, their range would not have been so restricted in the past.
Animation has now spread to most branches of film-making and especially in-
structional films. It can show much better than a live-action film how a com-
plicated machine works. And certainly, the invisible physical processes taking
place in the atomic reactor could never have been shown without film anima-
tion. Frequently the subject which seems dull can be made amusing through
animation.

Notes:
1. solid animation — TpexmepHasi aHUMALUS;
2. to achieve through series of changes — noGuBaThcs (mocTHUraTh) Yepes

P U3MEHEHUM.

FILM GENRES

They are broad enough to accommodate practically any film ever made,
although film categories can never be precise. By isolating the various ele-
ments in a film and categorizing them in genres, it is possible to easily evalu-
ate a film within its genre and allow for meaningful comparisons and some
judgments on greatness. Films were not really subjected to genre analysis by
film historians until the 1970s. All films have at least one major genre, al-
though there are a number of films that are considered crossbreeds or hybrids
with three or four overlapping genre (or sub-genre) types that identify them.

The Auteur System can be contrasted to the genre system, in which
films are rated on the basis of the expression of one person, usually the direc-
tor, because his/her indelible style, authoring vision or 'signature' dictates the
personality, look, and feel of the film. Certain directors (and actors) are known
for certain types of films, for example, Woody Allen and comedy, the Arthur
Freed unit with musicals, Alfred Hitchcock for suspense and thrillers, John
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Ford and John Wayne with westerns, or Errol Flynn for classic swashbuckler
adventure films.

Most genres can be defined by their subject matter or setting — e. g., the
western, gangster film, police thriller, science-fiction film, or social problem
film. Others are classified according to the type of narrative form they exhibit.
The musical, for example, often has a show business setting or theme, but it is
not so narrowly restricted; it can be about almost any subject. The melodrama
also encompasses many subjects and styles; it has even been combined with
other genres.

Different genres have achieved popular success in different periods.
Some, termed «cycles, «are short-lived, but even lasting genres go through
phases of popularity. The western, for example, was well established as a
genre by the 1920s. It was particularly strong in the late 1940s and early '50s
but not during the '30s. It resurged in the 1960s but subsided later in the '70s.
Musicals came into prominence with the introduction of sound. They re-
mained important until the late 1960s, when a number of expensive, over-
blown productions flooded theatres and met financial failure.

The internal mutation of a genre reflects the changing tastes and mores
of the public. The modern musical («Chicago», 2002) is more socially con-
scious and more serious than the colourful, vividly stylized, self-conscious
musicals of the 1940s and '50s («Singin' in the Rainy», 1952). Each phase can
be seen as a response to the prevailing political, social, and economic condi-
tions of its time.

While genres implicitly rely on an audience's interest in and familiarity
with earlier movies of a certain kind, the serial is a type of movie that explic-
itly requires an audience to return episode after episode. Also called the chap-
ter-play or cliff-hanger, the serial flourished in the days of silent films, when
moviegoing was a weekly habit. Perhaps the most famous were Louis Feuil-
lade's «Fantomas» (1913-14) in France. Old serials have been revived since
the 1960s as period pieces of popular art, with their improbable plots, exag-
gerated acting, and old-fashioned decor appealing to modern, sophisticated
audiences.

Notes:
1. crossbreed = hybrid — ruGpun;
2. Auteur System — cuctema aBTOPCKOTO KUHO;
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3. suspense — «cacneHcy», HHTEpEC, HAMPSKEHUE (KOTOPOE UCTIBITHIBAET
KUHO3PUTEIh);

4. swashbuckler — ¢punbm, rae ri1aBHbBIN AEHCTBYIONIHNI FepOil — TOJIOBO-
pe3, cymacopo.

MAIN FILM GENRES

Action films usually include high energy, big-budget physical stunts
and chases, possibly with rescues, battles, fights, escapes, destructive crises
(floods, explosions, natural disasters, fires, etc.), non-stop motion, spectacular
rhythm and pacing, and adventurous, often two-dimensional 'good-guy' heroes
(or recently, heroines) battling 'bad guys' — all designed for pure audience es-
capism. Action films also include the James Bond 'fantasy' spy/espionage se-
ries, martial arts films, and so-called 'blaxploitation' films. A major sub-genre
is the disaster film.

Adventure films are usually exciting stories, with new experiences or
exotic locales, very similar to or often paired with the action film genre. They
can include traditional swashbucklers, serialized films, and historical specta-
cles (similar to the epic film genre), searches or expeditions for lost conti-
nents, «jungle» and «desert» epics, treasure hunts, disaster films, or searches
for the unknown.

Comedies are light-hearted plots consistently and deliberately designed
to amuse and provoke laughter by exaggerating the situation, the language, ac-
tion, relationships and characters. There are several forms of comedy through
cinematic history, including slapstick, screwball, spoofs and parodies, roman-
tic comedies, black comedy (dark satirical comedy), and some others.

Crime (gangster) films are developed around the sinister actions of
criminals or mobsters, particularly bankrobbers, underworld figures, or ruth-
less hoodlums who operate outside the law, stealing and murdering their way
through life. Criminal and gangster films are often categorized as film noir or
detective-mystery films — because of underlying similarities between these
cinematic forms. This category includes a description of various 'serial killer'
films.

Dramas are serious, plot-driven presentations, portraying realistic char-
acters, settings, life situations, and stories involving intense character devel-
opment and interaction. Usually, they are not focused on special-effects, com-
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edy, or action. Dramatic films are probably the largest film genre, with many
subsets. Dramatic biographical films (or «biopics») are a major sub-genre.

Epics include costume dramas, historical dramas, war films, medieval
romps, or 'period pictures' that often cover a large expanse of time set against
a vast, panoramic backdrop. Epics often share elements of the elaborate ad-
venture films genre. Epics take an historical or imagined event, mythic, legen-
dary, or heroic figure, and add an extravagant setting and lavish costumes, ac-
companied by grandeur and spectacle, dramatic scope, high production values,
and a sweeping musical score. Epics are often a more spectacular, lavish ver-
sion of a biopic film. Some 'sword and sandal' films (Biblical epics or films
occurring during antiquity) qualify as a sub-genre.

Horror films are designed to frighten and to invoke our hidden worst
fears, often in a terrifying, shocking finale, while captivating and entertaining
us at the same time in a cathartic experience. Horror films feature a wide range
of styles, from the earliest silent Nosferatu classic, to today's monsters and de-
ranged humans. They are often combined with science fiction when the men-
ace or monster is related to a corruption of technology, or when Earth is
threatened by aliens. The fantasy and supernatural film genres are not usually
synonymous with the horror genre. There are many sub-genres of horror:
slasher, teen terror, serial killers, satanic, Dracula, Frankenstein, etc.

Musical / dance films are cinematic forms that emphasize full-scale
scores or song and dance routines in a significant way (usually with a musical
or dance performance integrated as part of the film narrative), or they are films
that are centered on combinations of music, dance, song or choreography.
Major sub-genres include the musical comedy or the concert film.

Sci-fi films are often quasi-scientific, visionary and imaginative — com-
plete with heroes, aliens, distant planets, impossible quests, improbable set-
tings, fantastic places, great dark and shadowy villains, futuristic technology,
unknown and unknowable forces, and extraordinary monsters ('things or crea-
tures from space'), either created by mad scientists or by nuclear havoc. They
are sometimes an offshoot of fantasy films, or they share some similarities
with action/adventure films. Science fiction often expresses the potential of
technology to destroy humankind and easily overlaps with horror films, par-
ticularly when technology or alien life forms become malevolent, as in the
«Atomic Age» of sci-fi films in the 1950s.
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War films acknowledge the horror and heartbreak of war, letting the ac-
tual combat fighting (against nations or humankind) on land, sea, or in the air
provide the primary plot or background for the action of the film. War films
are often paired with other genres, such as action, adventure, drama, romance,
comedy (black), suspense, and even epics and westerns, and they often take a
denunciatory approach toward warfare. They may include stories of military
operations, and training.

Westerns are the major defining genre of the American film industry —
a eulogy to the early days of the expansive American frontier. They are one of
the oldest, most enduring genres with very recognizable plots, elements, and
characters (six-guns, horses, dusty towns and trails, cowboys, Indians, etc.).
Over time, westerns have been re-defined, re-invented and expanded, dis-
missed, re-discovered, and spoofed.

Notes:
1. to amuse and provoke — pa3BiekaTs ¥ MPOBOIIUPOBATH;
2. mobster — 6aHIUT (TaHTCTED).

FILM SUB-GENRES

These are identifiable sub-classes of the larger category of main film
genres, with their own distinctive subject matter, style, formulas, and iconog-
raphy. Some are them are prominent sub-genres, such as: biopics, 'chick’
flicks, detective/mystery films, disaster films, fantasy films, film noir, 'guy’
films, melodramas (or 'weepers'), road films, romances, sports films, super-
natural films, and thriller/suspense films.

'Biopics' is a term derived from the combination of the words «biogra-
phy» and «pictures.» They are a sub-genre of the larger drama and epic film
genres, and although they reached a hey-day of popularity in the 1930s, they
are still prominent to this day. These films depict the life of an important his-
torical personage (or group) from the past or present era. Biopics cross many
genre types, since these films might showcase a western outlaw, a criminal, a
musical composer, a religious figure, a war-time hero, an entertainer, an artist,
an inventor or doctor, a politician or President, or an adventurer.

Often considered an all-encompassing sub-genre, 'chick’ flicks or gal
films (slightly derisive terms) mostly include formulated romantic comedies
(with mis-matched lovers or female relationships), tearjerkers and gal-pal
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films, movies about family crises and emotional carthasis, some traditional
'weepies' and fantasy-action adventures, sometimes with foul-mouthed and
empowered females, and female bonding situations involving families, moth-
ers, daughters, children, women, and women's issues. This type of film be-
came very prominent in the mid-80s and into the 90s. Their counterpart films
for males are termed 'guy’ films.

Detective-mystery films are usually considered a sub-type or sub-genre
of crime/gangster films (or film noir), or suspense or thriller films that focus
on the unsolved crime (usually the murder or disappearance of one or more of
the characters, or a theft), and on the central character — the hard-boiled detec-
tive-hero, as he/she meets various adventures and challenges in the cold and
methodical pursuit of the criminal or the solution to the crime.

Disaster films, a sub-genre of action films, hit their peak in the decade of
the 1970s. Big-budget disaster films provided all-star casts and interlocking,
«Grand Hotel”-type stories, with suspenseful action and impending crises
(man-made or natural) in locales such as aboard imperiled airliners, trains,
dirigibles, sinking or wrecked ocean-liners, or in towering burning skyscrap-
ers, crowded stadiums or earthquake zones. Often noted for their visual and
special effects, but not their acting performances.

Fantasy films, usually considered a sub-genre, are most likely to overlap
with the film genres of science fiction and horror, although they are distinct.
Fantasies take the audience to netherworld places (or another dimension)
where events are unlikely to occur in real life — they transcend the bounds of
human possibility and physical laws. They often have an element of magic,
myth, wonder, and the extraordinary. They may appeal to both children and
adults, depending upon the particular film.

Film noir (meaning 'black film') is a distinct branch of the crime / gang-
ster sagas from the 1930s. Strictly speaking, film noir is not a genre, but rather
the mood, style or tone of various American films that evolved in the 1940s,
and lasted in a classic period until about 1960. However, film noir has not
been exclusively confined to this era, and has re-occurred in cyclical form in
other years in various neo-noirs. Noirs are usually black and white films with
primary moods of melancholy,, bleakness, disillusionment, disenchantment,
pessimism, ambiguity, moral corruption, evil, guilt and paranoia. And they
often feature a cynical, loner hero (anti-hero) and femme fatale, in a seedy
big city.
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Guy films are composed of macho films that are often packed with
sophomoric humor, action, cartoon violence, competition, mean-spirited put-
downs and gratuitous nudity and sex. Gal films or 'chick’ flicks are their coun-
terpart for females. This category of film is highly subject to opinion, although
there are many classic, testosterone-laden 'guy' films that most viewers would
agree upon.

Melodramas are a sub-type of drama films, characterized by a plot to
appeal to the emotions of the audience. Often, film studies criticism used the
term 'melodrama’ pejoratively to connote an unrealistic, pathos-filled tales of
romance or domestic situations with stereotypical characters that would di-
rectly appeal to feminine audiences («weepies» or «woman's films).

Road films have been a staple of American films from the very start,
and have ranged in genres from westerns, comedies, gangster/crime films,
dramas, and action-adventure films. One thing they all have in common: an
episodic journey on the open road (or undiscovered trail), to search for escape
or to engage in a quest for some kind of goal — either a distinct destination, or
the attainment of love, freedom, mobility, redemption, the finding or rediscov-
ering of oneself, or coming-of-age (psychologically or spiritually).

Romance film is a sub-genre for the most part, this category shares
some features with romantic dramas, romantic comedies, and sexual/erotic
films. These are love stories, or affairs of the heart that center on passion,
emotion, and the romantic, affectionate involvement of the main characters
(usually a leading man and lady), and the journey that their love takes through
courtship or marriage. Romance films make the love story the main plot focus.

Sport films are the films that have a sports setting (football or baseball
stadium, arena, or the Olympics, etc.), event (the 'big game, "fight, "race, 'or
'competition'), and/or athlete (boxer, racer, surfer, etc.) that are central and
predominant in the story. Sports films may be fictional or non-fictional; and
they are a hybrid sub-genre category, although they are often dramas or com-
edy films, and occasionally documentaries or biopics.

Supernatural films, a sub-genre category, may be combined with other
genres, including comedy, sci fi, fantasy or horror. They have themes includ-
ing gods or goddesses, ghosts, apparitions, spirits, miracles, and other similar
ideas or depictions of extraordinary phenomena. Interestingly however, until
recently, supernatural films were usually presented in a comical, whimsical, or
a romantic fashion, and were not designed to frighten the audience. There are
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also many hybrids that have combinations of fear, fantasy, horror, romance,
and comedy.

Thrillers are often hybrids with other genres — there are action-thrillers,
crime-caper thrillers, western-thrillers, film-noir thrillers, even romantic com-
edy-thrillers. Another closely-related genre is the horror film genre. Thriller
and suspense films are virtually synonymous and interchangeable categoriza-
tions. They are types of films known to promote intense excitement, suspense,
a high level of anticipation, ultra-heightened expectation, uncertainty, anxiety,
and nerve-wracking tension. The acclaimed Master of Suspense is Alfred
Hitchcock. Spy films may be considered a type of thriller/suspense film.
Notes:

1. film noir — guibM Hyap, «dyepHOE KUHO» (3KaHpP KHHO; MOSIBUJICS BO
Bpemsi BTopoil MUpOBOM BOWHBI; KpUMUHAJIbHASA JApaMa, KECTKUU IICH-
XOJIOTHYECKHI JETEKTUB, OTPaXKAIOLIUEe MpayHble OOIIECTBEHHBIC Ha-
CTPOCHHUS);

2. sophomoric humor — xapakTepHbId ISl CTyA€HTa BTOPOKYPCHHKA
IOMOD;

3. feminine audience — jkeHCKasi ay AUTOPHUSL.

HORRORS!

Everyone thinks about supernatural — things that cannot be explained.
Things that are frightening. People have always been fascinated by the super-
natural. The men and women of the ancient Greek literature believed in and
feared the power of supernatural. Today, in parts of the world like Haiti in the
West Indies, people believe strongly in the power of magic of woodoo; you
and I are afraid of the things we cannot explain. But we are fascinated by the
fear. Stories of mysterious and horrible events frighten us and attract us.

The best of these stories appeared in 1818. This is «Frankenstein, or the
Modern Prometheus» written by Mary Wollstonecraft Shelly, wife of the fa-
mous English poet Shelly.

Many authors have written this sort of horror story since Frankenstein.
Edgar Allan Poe, the American poet and novelist, is famous all over the world
for his stories of terror. Oscar Wild wrote «The Picture of Dorian Gray». This
is the story of a man who wants to remain young forever. In a way he does it.
He lives a terrible life of vice and stays young. But a hidden painting of him
changes and becomes old and horribly ugly. Six years after Dorian Gray Bram
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Stoker wrote «Dracula». Many other novels and films continued his story of
blood-sucking vampires.

Horror films have always been popular since the silent film «The Cabi-
net of Dr. Caligary». The names of excellent actors like Lon Chaney and Boris
Karloff will always remind cinema-goers of the best horror movies.

There have been many horror films, which have no real plot — only a lot
of blood and screams. There have been also some very serious films about the
supernatural. But now there is a new type of horror film, funny horror. They
are like the old films but the actors do too many «horrific» things. So the old
situations look extremely funny, not frightening.

Writers and film-makers will continue to use horror — in a serious way
or in a funny way. And the public will continue to buy the horror stories and
queue up for the horror movies. The fascination continues. Horror is here to
stay!

Notes:
1. frighten us and attract — myraTh U npUBIIEKaTh;
2. blood-sucking — xpoBOCOCYIIIHIA;
3. horrific — yxacaroniuii, TpuBOISIIUN B y’Kac, HABOAIIUNA yxkKac.

SOAP OPERAS

Soap operas are plays that continue their story from day today. Origi-
nally they were sponsored by soap advertisers. They are called «operas» be-
cause they present highly emotional situations like European operas. While
soap opera is a currently universally accepted slang expression for daytime
television serial or dramas, it originated as disparaging and dismissive term.

All the programs began to feature teenagers in important roles. Soon, the
young characters became involved in the plot lines that make up the world of
soaps. Next, they were involved with some very adult problems, among them
pregnancy, drugs, and almost every possible aspect of sex and romance. How
could teenage viewers resist such thrills? They couldn't — and they didn't.

The reason for the soaps' success in winning the teen audience is clear:
they offer escapist entertainment featuring young characters with whom teens
would like to identify. Teenagers see their lives not just mirrored, but exag-
gerated and made glamorized. The serials provide an escape from the routine
of school, family life and homework. Christine Clark says, «when I'm bored, I
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come home from school and it's fun to watch them — they're really exciting,
and funny or sad, you really get into themy.

Soap characters come into teenagers' living rooms like friends. Psy-
chologists believe that teenagers have a strong emotional involvement with
soap characters. The soaps allow them to encounter situations and emotions,
that is, soaps help them to test their own feelings and future roles.

The years from twelve to nineteen are ones of great questioning of iden-
tity. It's also a time of communication break down with authority figures. Soap
operas serve as model for situations teens might face.

Young women engage in all sorts of professions on the soaps; there are
female doctors, lawyers, and even race-car drivers. The soaps feature all kinds
of men, too: good guys and bad — and lots of fellows with a combination of
evil and sweet qualities. In watching soaps, teenage girls discover how they
feel about various male characteristics, without having to deal with the real
thing.

Soap operas seem to appeal to all groups, and watching them can bring
some families closer together. Some people think that soaps bridge the gap
between generations — grandparent and parents can talk with the kids. Some-
times the whole family travels to soap festivals across the country.

A lot of parents don't like their daughters to watch soaps, though. But
kids watch them anyway. And eventually, the parents get involved, some-
times, t0o.

Notes:

1. soap opera — MbUIbHAs OTIepa, «MBLIOY, cepran (MHOTOCepUitHAs Tele-
MOCTAaHOBKA HA CEMCHHBIE M OBITOBBIC TEMbI OOBIYHO CEHTHMEHTAIBHO-
ro Xapakrepa);

2. to involve somebody in something — BoBnekars Koro-i1do BO 4TO-
JIM00;

3. to serve a model — CIIy»KUTb MOJICTTBIO, 00OPa3IIOM;

4. to appeal to all groups — HpaBUThLCS BCEM TpyIIIaMm.

MUSICAL FILM
Musical film is a motion picture consisting of a plot integrating musical
numbers. Although usually considered an American genre, musical films
from Japan, Italy, France, Great Britain, and Germany have contributed to
the development of the type. The first musical film, «The Jazz Singer»
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(1927), starring Al Jolson, introduced the sound era of motion pictures.
It was followed by a series of musicals hastily made to capitalize on the
novelty of sound. One of the few outstanding films of this early period was
«Broadway Melody» (1929), which won the Academy Award for best
picture of 1928-29.

In the early 1930s the German director G. W. Pabst presented a serious
musical film, «The Threepenny Opera» (1931), from the ballad opera by
Bertolt Brecht and Kurt Weill. The most popular films of this period, though,
were the extravagantly imaginative U. S. films of Busby Berkeley (1895—
1976), a former Broadway dance director who presented elaborately staged
dance sequences within the framework of well-worn stories. The Berkeley
spectaculars are «Footlight Parade» (1933), and «Forty-second Street»
(1933). The films of the singing or dancing teams of the mid-1930s gradually
came to replace the Berkeley spectacles in popularity.

The musicals of the late '30s and early '40s, including «The Wizard of
Oz» (1939), «Babes on Broadway» (1941), the sentimental «Going My
Way» (1944) showed evidence of the trend toward greater unification of plot
and music. Well-remembered films from the immediate post-World War 11
period are «Easter Parade» (1948); «An American in Paris» (1951) and
«Singin' in the Rain» (1952).

By the mid-1950s the demand for original musical films was declining,
although film adaptations of a number of Broadway hits such as «West Side
Story» (1961), «My Fair Lady» (1964), «The Sound of Music» (1965), and
«Hello, Dolly!» (1969) were great box office successes.

There was also a growing subtlety in musicals, as in the French film
«The Umbrellas of Cherbourg» (1964); a tendency to use the musical to ex-
ploit the appeal of a popular singing star, as in the many films of Elvis
Presley; and experimentation with the merging of innovative popular music
and filmmaking techniques, as in the pictures of the English singing group
the Beatles. In the late 1960s and early '70s the musical suffered a decline in
both popularity and artistry, despite the occasional success of such films as
Bob Fosse's «Cabaret» (1971). More recently it has been the music itself —
rock, disco, or classical — that has inspired the production of such films as
«Saturday Night Fever» (1978), «Amadeusy (1984).

Notes:
1. occasional success — ciyyaliHbIi ycrex.
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PEOPLE WHO MAKE A MOTION PICTURE

Many different people contribute their skills and talents to the making
of a film. The stars and other actors who appear on the screen are only part of
the story; most of those who work on a production do not appear on camera.
The most prominent roles behind the scenes are the producer, screenwriter, di-
rector, unit production manager, casting director, director of photography,
cameraman, designers, assistant directors, film and sound editors, and music
composer. Because every film is a unique project, the roles may overlap or
differ depending on the individuals involved.

Producer

The producer is responsible for turning a film idea into a successful mo-
tion picture. The producer must find money to pay for the production, hire ac-
tors and the production team, supervise the production process, and make ar-
rangements for distributing the finished film to theaters.

If the producer has obtained financing from a studio or film distributor,
that organization may want a representative to be on hand during production.
This person is called the executive producer. In addition, anyone who contrib-
utes substantially in any manner to the motion picture — with their time,
money, or influence — may receive the credit of associate producer or some
similar title.

Screenwriter

Screenwriters develop original ideas for the screen or adapt previously
written pieces of work as motion pictures. Adaptations may come from novels,
stage plays, musicals, or many other sources. Screenwriters work in two ways.
They can be commissioned to write a script or they can write a script on spec
(short for «on speculation»), meaning that the screenwriter is hoping that
someone will like the independently written script enough to buy the rights to
it and arrange for production. Once a screenplay has been purchased, the pro-
ducer may decide to have it rewritten either by the original writer or by new
writers.

The first step in writing a script is to create an outline, which is a one-
or two-page description of the action or plot. This is followed by a treatment,
which is a detailed description of the film, containing some passages of dia-
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logue with all the scenes sketched out and the subplots developed. Then the
writer begins the script itself, which fills in all the details. It sets forth the time
and place of the action, describes the characters’ physical appearances, and
supplies all the dialogue and action. Scripts also indicate where cameras
should be positioned and what camera movements should occur while filming.
Scripts indicate transition devices between scenes such as dissolves (when one
image gradually replaces another), fade-ins (when an image gradually replaces
the blank screen), fade-outs (when a blank screen gradually replaces the im-
age), and straight cuts from one scene to the next.

Film Director

The fate of every film is to be strongly marked by the artistic style of
the director. All that has been done during the preparatory period — the work-
ing out of the shooting script, the casting of the leading and supporting actors
and the designing of the sets and costumes — was done either under his super-
vision or with his close cooperation.

His task is to interpret the story in the filmic language. The director's
treatment of the story to be filmed should be true to life, impressive and vivid.

A director has to work with men and women, the actors and actresses
cast for his picture. He may use different means to get the proper emotional
reaction from the members of his cast. The director is expected to give the
right tempo and rhythm of action. The player should not be worried about
tempo as it may interfere in his acting in the particular scene. The director
must be certain that each shot smoothly joins the previous one.

He must know how to increase the power of the story and its message
by the proper shooting angles of the camera, the timing and variations of his
shots- close-ups, long shots, medium shots.

But the director's work is not over with the shooting period. It is he who
should decide where and what sound effects and music are to be used. He has
to supervise both the sound- recording and editing. Some directors are known
to do the latter themselves. In fact, there is almost no phase of film production
with which he is not directly connected.

Unit Production Manager
The unit production manager (UPM), who reports to the producer, is re-
sponsible for scheduling, budgeting, selecting many of the crew members, and
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arranging for permits from various authorities and owners to shoot at locations
outside the studio. The UPM also oversees the purchase of goods and services,
handles the day-to-day business of running the production office, and ensures
that the project stays within its budget.

Casting Director

The casting director selects actors and negotiates contracts during the
hiring process, although the final choice — particularly when selecting stars for
lead roles — usually falls to the director and the producer. When selecting ac-
tors for a film, casting directors take many factors into account, such as an ac-
tor’s suitability for the role, box-office appeal, acting ability, and experience.

Actors

The actors play the roles of the film. To create believable characters,
they rely on the details in the script, the director’s vision, and their own sense
of the role. In most films, the actor’s job is to make the audience believe that
the character is a real person speaking unrehearsed lines in a natural setting.
An actor normally accomplishes this through voice, movement, and the por-
trayal of emotion. But other artistic qualities also affect the audience's judg-
ment. These qualities are often difficult to describe or define, but they include
charm, depth of feeling, originality, plausibility, and physical appearance.

Acting is a complex art. The mastery of voice projection, various man-
ners of speaking, gesture, movement, and other abilities is only part of the
craft. Other basic acting skills include an ability to memorize lines, develop a
sense of timing, and express a character’s social status, age, and temperament.

Stunt People

Many films involve actions that could result in injury. These actions
may be as dramatic as jumping off a cliff or as commonplace as tripping and
falling down. During many potentially dangerous scenes, specially trained
stuntmen and stuntwomen fill in for the actors. This ensures that the stunt will
be performed as safely as possible, and that the actors will not risk injury.
Nevertheless, some stars, such as Chinese actor Jackie Chan, insist on doing
their own stunts.
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Animal «Actors»

For scenes in which animals must perform, specially trained animal
«actorsy appear. These animals obey commands from their trainer while being
filmed. In many cases, multiple animals appear in the same part, because of
long hours of filming or because the animal grows or changes in appearance or
in some other way during a filming schedule. Animals that act in films range
from ducks to elephants. Memorable roles played by animals include the dog
Lassie (in «Lassie Come Homey, 1943), the dog Benji (in «Benji», 1974), and
the pig Babe (in «Babe», 1995).

Director of Photography

The director of photography (DP), also known as the cinematographer,
works closely with the director and interprets the action of the story in terms
of light, shade, composition, and camera movement. Other responsibilities in-
clude selecting the type of lens to be used for a shot, which influences the ap-
pearance of the image, and determining the camera’s position and angle. The
DP rarely operates the camera directly; this function usually falls to a camera
operator.

Cameraman

The cameraman is the most important person among film technicians.
Film-making being a collective effort people of many professions take part in
creating the picture. Among them are film artists and technicians. And the
chief cameraman, or as he is sometimes called, the director of photography
must be both.

The aim of the collective effort of screen-writers, directors, art-
directors, actors, cameramen and others is getting a photographic image on a
strip of transparent film fit for being projected on to the screen. This aim can't
be achieved without the participation of the cameraman. On the other hand, it
is only the cameraman, who can do this without any other film worker. He can
produce a film all by himself, acting as director, photographer, and editor all
in one. So, very much depends on the skill of the cameraman in getting to the
screen the mood decided upon by the director of the film. The cameraman can
do this by lighting the scenes in the proper key and using special photographic
effects. He can vary the depth of the field or the size of the image by correct
camera placement or by changing the lenses. He can speed up or slow down
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the action. He can shoot an action from different angles — from below or
above, from the back, the front or the side. He can use double or multiple ex-
posures. He can fix the attention of the audience on any subject he wishes. But
all this camera technique has been developed only by experimenting and has
been perfected with time.

Designers

The production designer, sometimes called the art director, is responsi-
ble for the set designs and the overall look of the film. In some films, creating
sets involves a great deal of work. For example, a realistic Western may call
for the construction of the facade of an entire main street, along with the inte-
riors of a saloon, hotel, and other buildings. The clothing that the actors wear
also contributes to the look of a film, so the costume designer is a key member
of the production team. He or she designs appropriate costumes or searches
out vintage clothing in stores or costume houses. Additional designers deal
with lighting, makeup, and other visual aspects of the production.

Assistant Directors

Most motion pictures have at least one assistant director (AD). The ADs
assist the director in almost every task. The highest-ranking AD, called the
first AD, has several duties. He or she creates the overall shooting schedule,
which lists the days for filming each scene, and manages many of the day-to-
day problems that arise on the set. Each day the first AD also submits the fol-
lowing day’s call sheet (schedule for cast and crew) to the UPM and the direc-
tor for approval. And the first AD works with the director during shooting, as-
sisting in the preparation for each shot. The second AD assists the first AD by
getting the cast and crew to the right places at the right times, looking after ex-
tras (people who appear in the background to lend reality to the film), and tak-
ing care of many of the details involved in preparing for the next day’s film-
ing.

Film and Sound Editors

Motion pictures are filmed in hundreds of brief shots, which must be ar-
ranged into a final product that fulfills the vision of the director and producer.
This responsibility falls to the editor. The editor first screens each day’s film
footage (called dailies or rushes) for the director and key members of the
crew. Preparation of the dailies continues throughout the production period,
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meaning that the film is being edited at the same time that it is being shot.
Screening the dailies enables the director and producer to choose the best
shots and to decide if they need to reshoot any scenes for technical or artistic
reasons. After the principal filming is done, the editor finishes the editing of
the film and supervises optical effects (such as freeze-frames) and titles that
are to be inserted into the motion picture.

The director, producer, or editor also may decide that parts of the film
have inferior sound quality. A sound editor then re-records the actors’ voices
in these scenes. The actors speak the lines in the studio while viewing the
scene on-screen, in a process called automatic dialogue replacement (ADR).
Sound editors also add recorded sound effects to complete an environment for
the film. For example, if a scene takes place on a city street, the editors may
add honking horns and other appropriate background traffic noises. One of the
final steps in the editing process is the preparation and mixing of the separate
sound tracks so that all the tracks — dialogue, music, and sound effects — are
blended together to create a seamless unified sound experience for the audi-
ence.

Music Composer

The composer works with the director and editor to create a musical
score that provides transitions between scenes and an emotional point of view
for scenes and the film as a whole. Music is often used to enhance the dra-
matic content. For example, music can identify a person as suspicious when
there is nothing visible on the screen to suggest such a characteristic.

Other Positions

In addition to the positions listed above, many other people take part in
movie production. Foley artists help create background or peripheral noises,
such as footsteps. A gaffer supervises electrical work and is assisted by the
best boy. The key grip supervises the grips, who set up and adjust production
equipment on the set. The production sound mixer supervises the sound re-
cording during a shoot, and the sound mixer puts together all the sound for the
final track by adjusting volume, fading noises in and out, and creating any
other necessary audio effects. Depending on a movie’s genre and budget, it
can require many other professionals, including assistants, carpenters, drivers,
etiquette coaches, historical consultants, housing coordinators, medics, and so
on.
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Notes:
1. to be on hand — uMmeThCs, OBITH HATHUIIO;
2. to do either under his supervision or with his close cooperation —
BBITTOJTHSTH O/ €70 PYKOBOACTBOM WJIM B TECHOM COTPYIHHUYECTBE;
to be marked by somebody — ObITh OTMEUEHHBIM KEM-TO;
to rely on somebody — nosaraTbcsi, pacCUUTHIBaTh Ha KOT0-JIHO0O0;
to depend on something — 3aBuceTh OT 4ero-1modo;
multiple animals — pa3HooOpa3HbIe )KUBOTHBIE;

N REW

foley artist — (Ha3BaH B 4YecThb HW300peTaTelisi TaHHOTO METOJa) —
ATO CHELMAINUCT, KOTOPBIA 100aBiseT 3ByKOBbIe 3P(EKThl (Harpumep,
3axJIONBbIBAHUE JIBEPH, IIYM JO[s) BO BpEMs 3aBEpIIAIONIETO 3Tara
npoliecca 3ByKO3aIUCH.

THE ART OF TELEVISION

At first television as a medium was considered to be little different from
film. But, although television was a hungry user of film, it needed film
in forms that differed from those required by the theatres.

The difference between film and television as art forms stemmed from
the physical and financial conditions governing production, distribution, and
exhibition. The relationships between the media and their publics were also
different. The initial difference lies in the cameras and their function in pro-
duction. The film camera supplies a record on celluloid in the form of a two-
dimensional image, which, suitably edited, can be subsequently projected onto
a screen. The television camera accepts and makes available for immediate
transmission a two-dimensional image that remains unrecorded and passes
with the event, like the image in a mirror (though this image can be recorded
on film or videotape by using additional equipment). The film camera is asso-
ciated with a lengthy effort of photographing, cutting, editing, and dubbing —
an elaborate process of selection and assembly that may involve months of
work. Although television images may also be stored and edited through
videotape, the essential television form is the immediate transmission to the
public of events occurring at the moment — political and social events, news
summaries, commentary, and discussion.

The basic art of television is the control of this immediate flow of im-

ages. They can be preselected insofar as the cameras may be set up at chosen
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vantage points; after that, however, the director must select among the images
they give him. The director-editor uses his skill to secure an immediately ef-
fective flow of images from the multiple viewpoints his cameras and their
lenses collectively represent. In the film the same end is achieved by the quite
different process of fragmenting and recording the action piecemeal, thus cre-
ating a succession of images that can be subsequently put together by editing
and dubbing.

Those who first struggled with the practical aesthetics of television at-
tempted to see the medium on the one hand as a kind of visual radio and on
the other as a form of «diluted cinema,» a rather poor cousin of the theatrical
film. This was in part because they came either from radio or from filmmaking
and saw the medium in relation to their previous occupations. Writers, direc-
tors, and performers from radio tended at first to reduce the television image
to a «talking head,» with the addition of occasional still pictures, film clips, or
cut-ins from other broadcasting stations. This was especially the case in coun-
tries in which television initially lacked adequate financing and directors could
not afford costly pictorialization. On the other hand, personnel coming from
filmmaking were appalled at the speed with which they were required to pre-
pare and mount their television programs.

Television differs most from film in its relationship to the audience. The
film 1s an event designed for a theatre with an audience specially assembled
for the performance. Television, on the other hand, resembles a private per-
formance in the home. The attitude of a person sitting perhaps alone and often
for hours on end before a comparatively small picture screened in the familiar
surroundings of his living room is quite different from that of a person who
has gone out to share the special audience experience of a theatre. Whereas
one is absorbed by a good film in a theatre to the exclusion of all else, one
merely «watches» television. Television is like a talking picture magazine, go-
ing on daily and nightly, asking little, giving out along with its entertainment a
quantity of easily assimilated information ranging from formal news coverage
to informal, gossipy discussions of the lighter affairs of the day.

Television also differs from film with respect to its visual impact. In the
movie theatre a highly magnified image fills the central part of the field of vi-
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sion in an otherwise darkened hall, exciting curiosity and response to a degree

far beyond that obtained by a standard-size television screen in a relatively

undarkened, and much smaller, living room. Skilled viewers in the movie

theatre perceive and appreciate an astonishing amount of detail. In comparing

television, however, one has only to watch a film produced for big-screen

theatre to realize the limitations of the small television screen, in which the ac-

tors, speakers, or commentators must occupy most of the visual field.
Notes:

1.

ok

an elaborate process of selection and assembly — TmiarensHoe mposy-
MaHHBII TPOIECC BEIOOpPA M MOHTAXa,;

the essential television form — Baxxuewmas GyHKIMS TEICBUICHUS;
visual impact — BU3yajibHOE BO3/ICHCTBUE;

easily assimilated information — nerko ycsanaemasi nuHopmanus;

to stem from something — ObITH pe3yJIbTATOM YETO-JIHOO.
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ITII. SHOOTING A MOTION PICTURE

GENERAL FILMING PROCESS

A development stage precedes production. In this stage, the screen-
writer writes the script and the producer hires the director and key actors,
prepares a budget and shooting schedule, and raises the necessary funds to
pay for the production.

The next stage, preproduction, involves the remaining preparatory work
before production begins. During preproduction, the producer approves the fi-
nal version of the script, the rest of the cast and crew members are hired, and
shooting locations are finalized. The director, assistant director, unit produc-
tion manager, and producer plan the sequence for shooting the individual
scenes. If possible, the actors hold rehearsals. The producer, director, and de-
signers work together to outline the visual look of the film — how the scenes
will be staged, set construction and decoration, costumes, makeup and hair
design, and lighting.

When preproduction is completed, production can begin. A movie is
filmed scene by scene, and a scene is filmed shot by shot. These scenes and
shots are not usually filmed in the order that they appear in the film. This is
because filming depends on factors such as weather conditions, actors' avail-
ability, and the set-construction schedule. Scenes that involve large, compli-
cated sets often are filmed near the end of the shooting schedule, because
these sets take longer to be completed. Sets can be elaborate. In «Titanicy, for
example, the filmmakers built major interior rooms such as the grand staircase
and dining saloon over a 19 million liter (5 million gallon) tank of water. The
sets were supported by hydraulic systems that lowered them into the water to
simulate the sinking of the ship.

Preparing for a film shot involves five main operations: The art depart-
ment and property master prepare the set furnishings and the props the actors
will use; the actors run through their lines and movements; the director of pho-
tography selects and arranges the lights; the camera operator rehearses the
various camera angles and movements to be used in the shot; and the sound
crew determines the volume level and placement of microphones. The director
oversees and coordinates all these activities.
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Each filmed shot is called a take. For complicated shots such as battle-
field sequences, the director may use multiple cameras to minimize the num-
ber of takes. Even with multiple cameras, however, the director may require
many takes before he or she is satisfied. After each take the director confers
with the camera operator and production sound mixer. If the director is
pleased by the performances and if the camera and sound work are good, the
director instructs that the take be printed. If it is not good, it is not printed.

In high-budget productions that involve complicated scenes, it is cus-
tomary to film an entire sequence in one long master shot, which includes all
the major action. Cover shots are brief shots that, edited into the master shot,
give the scene proper dramatic emphasis and meaningful detail from moment
to moment. Cover shots include close-ups, medium shots, long shots, tracking
shots (shots in which the camera is moving while filming), and panning shots
(shots in which the camera swivels while filming). Shooting this array of shots
is called shooting coverage. Each cover shot, however minor, necessitates a
new camera setup and a new placement of lights, microphones, and actors.
Action from shot to shot must always match when edited into the film. For ex-
ample, if the heroine has set down a glass with her left hand in the master shot,
she must not set it down with her right hand in a close-up.

At the end of the day, the shots that the director likes are printed. The
following day, the director, producer, cinematographer, and editor look at
these dailies. During these screenings the director and editor begin to assemble
shots into scenes and the scenes into a sequence. Early versions of sequences,
or early cuts, often contain alternative takes for certain shots. As the director
and editor make final decisions during the editing process, they eliminate the
extra takes, so that the structure of the final picture emerges in the form of a
rough cut. Then, as scenes are polished and transitions smoothed, the rough
cut gradually becomes the first cut.

During the postproduction work, the director and editor solve problems.
For example, if a shot went out of focus for a moment in a close-up, they may
cover the lapse by cutting to a medium shot if they do not have another satis-
factory take of the close-up. While editing the first cut, the director weighs the
editor’s recommendations but keeps the overall plan of the picture in mind.
The producer also contributes, especially when the director and editor are con-
sidering reshooting scenes; this may cause the picture to go over budget.
When all the scenes are shot and the first cut finished, the producer may ap-
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prove it or work with the editor and/or the director to make further refine-
ments. The finished product is the final cut. The film is then ready for sound
editing, finalizing of the musical score, and mixing.
Notes:
1. array of shots — HaGop kanpoB;
actors’ availability — BO3MOXXHOCTH aKTEpOB;
to assemble shots — MOHTHPOBATh KaJpbl;
to solve problems — pemate mpoOJIEeMBbI;

e

to outline the visual look of the film — HameTuTs B 00UTUX YepTax 3pH-
TeJIbHBIN 00pa3 (HArIsAHOCTh) (pusibMa.

SCRIPT

Although conventions vary from one country to another, the script usu-
ally develops over a number of distinct stages, from a synopsis of the original
idea, through a «treatment» that contains an outline and considerably more
detail, to a shooting script. Although the terms are used ambiguously, script or
screenplay usually refers to the dialogue and the annotations necessary to un-
derstand the action; a script reads much like other printed forms of dramatic
literature, while a «shooting script» or «scenario« more often includes not
only all of the dialogue but also extensive technical details regarding the set-
ting, the camera work, and other factors such as the exact length of each shot,
giving every word of dialogue, and describing all sound effects and the music
to be used in each scene. Moreover, a shooting script may have the scenes ar-
ranged in the order in which they will be shot, a radically different arrange-
ment from that of the film itself, since, for economy, all the scenes involving
the same actors and sets are ordinarily shot at the same time. That’s why a
detailed scenario is rarely used any more.

Generally, more elaborate productions require more elaborate shooting
scripts, while more personal films may be made without any form of written
script. The script's importance can also vary greatly depending on the director.
Griffith and other early directors, for example, often worked virtually without
a script, while directors such as Hitchcock planned the script thoroughly and
designed pictorial outlines, or storyboards, depicting specific scenes or shots
before shooting any film.
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Some scripts are subsequently modified into novels and distributed in

book form, such as the U. S. best-seller «The English Patient» (1996) by Mi-
chael Ondaatje, and, in the instance of Dylan Thomas's «The Doctor and the
Devils» (1953), a script became a literary work without ever having been
made into a motion picture.
Notes:

1. synopsis — KkpaTkoe coaepkaHue KUHO(PUIbMA;

2. pictorial — >KMBOTTUCHBIN;

3. detailed scenario — mopoOHBIN KUHOCIIEHAPUH;

4. depicting specific scenes — pucys (n3o00paxasi) 0coObIe CIICHBI.

SETTINGS

A salient feature of the cinema is its ability to reproduce natural scen-
ery. From the earliest years filmmakers have mixed outdoor footage with
scenes shot inside the studio to give audiences the impression that the care-
fully calculated dramas they are witnessing are faithful records of events that
occurred spontaneously in the real world. Just after World War I the Swedish
directors stunned audiences with their films featuring simple folktales set in
the mountains. The seasons of the year, the weather, and the Swedish streams,
lakes, and waterfalls were active participants in these tales. After the success
of documentary features such as those by Robert Flaherty («Nanook of the
North»), even Hollywood made room for films in which the natural setting
was clearly the main protagonist, with the fictional drama used as a way to
convey the audience around the landscape. More often the landscape provides
an alternative attraction, allowing viewers to see favourite stars in exotic loca-
tions, as in «Under the Tuscan Sun» (2003). Another trend has been the use of
familiar surroundings as the sets for futuristic dramas. Jean-Luc Godard's «Al-
phaville» (1965) turned Paris into an oppressive metropolis on another planet,
and «Blade Runner» made in 1982 created a compelling portrait of Los Ange-
les in the year 2019.

With the invention of lighter, more portable equipment, filming on loca-
tion — that is, in an actual setting like the one in which the story takes place
rather than in a studio set — has become less difficult and less expensive and is
used more often. As a result, many earlier motion pictures now look artificial,
since no studio set can equal the authenticity of a real location. Nonetheless,
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films may have to be shot in a studio when natural settings are unavailable, as
in historical films, or are too remote. On the other hand, the effect of certain
films can be utterly lost when inauthentic locations are substituted for genuine
ones. The 1948 British Technicolor epic «Scott of the Antarcticy, for example,
was shot in the Swiss Alps, which facilitated filming but ruined the documen-
tary aspect of the film. In some cases, rear screen projection can be used to
provide a background setting against which the actors perform.
Notes:

1. on location — Ha HaType (MECTO HATYPHBIX CHEMOK);

2. background setting — Xy 10:ecTBeHHOE O(DOpMIICHHE 33 THETO TJIaHA.

COSTUME

Actors in motion pictures have been dressed in noticeable and often
significant ways since the beginning of film history. The Italian epics made
before World War I displayed Roman and Egyptian styles that the public had
come to expect from popular paintings and stage plays dealing with these an-
cient subjects. After World War I, Ernst Lubitsch gained fame directing
historical dramas, such as «Madame Du Barry» (1919), that were termed
«costume dramasy even in their own day.

From the 1920s to the 1950s various national cinemas, but particularly
those in France and the United States, vied with one another in using the cin-
ema to promote fashion. Christian Dior’s rise in the world of haute couture
was accelerated by his experiments with, and his advertising of costumes in
motion pictures. In Hollywood a motion picture was often an opportunity for
an actress to wear one gorgeous costume after another, and many screen de-
signs initiated popular offscreen fashion trends. After World War II the Italian
Neorealist movement proved that audiences could also be drawn by authentic-
ity of dress. Since then, many films attempting to convey a realistic effect
have been outfitted not from the costume shop but from second-hand clothing
stores.

Costume also once played a more important role in an actor's identity.
Charlie Chaplin, Buster Keaton, and other stars of the 1920s and '30s all cre-
ated characters in which costume was an integral part of the total identity. Au-
diences were often able to discern the type of character an actor was portray-
ing — hero, villain, comic foil, romantic rival — by the clothes that he was
wearing.
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Notes:
1. to gain fame — nmpuoGpecTu ciaBy;
2. to promote fashion — peknamupoBaTh MO1Y;
3. haute couture — BbICOKasi MOJia, MOJIETUPOBAHKUE U TIOLIMB OJICK/bI BbI-
COKOT'0 KJIacca;
advertising of costumes — pekjiaMma KOCTIOMOB;
to be an opportunity for — ObITE BO3BMOXHOCTBIO JJIS;
offscreen — 3aKaIpoBBIii;

Nk

to be an integral part — 6pITh HEOTHEMIIUMOMN YACTHIO.

THE SECRETS OF MAKE-UP

What are the basic techniques of make-up? You must always remember
that light colours make features stand out, and dark ones make them recede.
So, for example, if you want to make the person look older, put a light colour
on the bony parts of the face — the forehead, the cheekbones, — to make them
protrude. Then apply a dark colour on the fleshy parts, because these parts be-
come thinner in old age — that is the hollows on the cheeks, the hollows under
eyes and the temples. You then tell the actor to frown, then to laugh so that
you can see the lines of the face and you exaggerate these lines with dark col-
our. If a person has to look old and haggard, you stretch an area of skin and
cover it with a film of latex in liquid form. When it dries, you release the skin,
the film creases, giving the effect of wrinkled skin. This can sometimes take
up to 3 hours to complete this make-up. Then you should also remember that
most people need more colour because the lights make the skin look much
paler than it really is.

Film makeup differs significantly from that of the stage, where heavy
lines are required to convey a characteristic expression to the audience. By
means of the camera, the motion-picture audience can study the actor's face
quite closely. The makeup must be flawless to stand up under such scrutiny,
but, since it need not be applied nightly for several months running, as in thea-
tre, elaborate preparations are feasible. Many of the greatest filmmakers have
favoured naturalism in makeup — the unadorned lines of old age or a face
caked with dust, running with perspiration. Whatever the style of makeup,
its purpose is to make the face a more photogenic object, whether monster
or ingenue. The efforts of wig makers, dentists, and plastic surgeons, as well
as cosmeticians, are aimed at a heightened reality.
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The cosmetics industry grew up in the 1920s alongside motion pictures.
Max Factor's fame owes much to the work his company did in modifying
makeup to adjust to new types of film and lighting, including the shift to col-
our cinematography. With changing audience perceptions, caused by televi-
sion and other factors, more natural makeup styles became just as popular as
the «idealized» methods applied to the great studio stars. Sylvester Stallone is
one actor whose makeup is exceedingly important in emphasizing his craggy,
often sweating features. Ironically, the «natural look» is often the result of ex-
tensive makeup tests.

While makeup generally is meant to remain unnoticed or to play servant
to the beauty of a face, in science fiction and horror films it may take centre
stage. Although it is an art as old as society itself, makeup, like other aspects
of cinema, is subject to technological development. Advances in contact
lenses, prosthetics, and chemistry have made possible magnificent and star-
tling displays such as those in «Planet of the Apes» (1968), «Time Bandits»
(1981), and «The Lord of the Rings» trilogy and the never-ending flow of
creatures that terrorize horror-film audiences.

Notes:
1. to protrude — BeImaBaThCs (HApyxKy);
the effect of wrinkled skin — a3 ekt MopmMHHCTON KOXKWU;
by means of — mocpeacTBom;
ingénue — HHXeHo (IpOCcTas, HEONbITHAS JIEBYIIIKA);

N

natural look — ecTecTBEHHBIN BUI.

TECHNICAL ASPECTS OF FILMING

The technical aspects of the filming process include operating the cam-
era, lighting the scene, and recording the sound. Once the film has been shot,
it then must be processed and printed. During this process or after it, special
effects can be added to the film to create dramatic visual images. The last step
in the production of a movie takes place in the film laboratory, where the vis-
ual and sound elements of the final cut are combined into a composite print.
When the composite print is run through the projector, action and sound
together create for the audience the vision of the story intended by the film-
making team.

67



OPERATING THE CAMERA

The most important elements of a motion-picture camera are the lens,
the shutter, and the two reels that supply the film and take it up again. When a
motion-picture camera is in operation, the shutter opens and exposes the film,
which receives an image formed by the lens. The shutter then closes and a
mechanism called a pull-down claw moves the film along so that it can be ex-
posed once again. In normal operation this cycle occurs 24 times per second,
creating 24 separate still photos.

By operating the camera at speeds much faster or much slower than
24 frames per second, the apparent time of a motion can be lengthened or
shortened. For example, filming a scene at a fast frame speed, but projecting it
at the normal speed of 24 frames per second, slows down the action so that
what happens in one second takes three seconds on screen. Operating the cam-
era at a slow frame speed produces the opposite effect and is useful for view-
ing a very slow process, such as the growth of a plant. When a plant's growth
is filmed at one frame every three hours and the film is projected at 24 frames
per second, 72 hours of growth are compressed into every second, and on film
the plant will appear to spring from the earth.
Notes:

1. operating the camera — paboTa Kamephl;
2. pull-down claw mechanism — rpeficdepHbIif MEXaHU3M.

LIGHTING THE SCENE

A scene can be shot in a studio or on location, meaning that it is filmed
in a place that has not been specially constructed for the film.

Two types of light source are used for interior shooting, whether in a
studio or on location. Incandescent lamps, which range from a few watts to 10,
000 watts in power, resemble household light bulbs and are used for most
filming. Arc lamps are stronger and cast a wider and more direct beam of
light. They are used when the crew must illuminate a large area or when the
scene demands extremely bright light.

Much location shooting occurs outdoors, where unpredictable weather
can make lighting difficult. Even in daylight, the film crew uses lights and
reflectors to increase the brightness of the scene or to fill in patches of dark-
ness or shadow. When the shooting environment outside is too bright, film
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crews use devices such as butterflies, large pieces of silk or diffusion material,
to cut down on brightness or to create shadow.

Sometimes a director elects to use day-for-night shooting, in which a
scene is shot during the day but made to look as if it occurred at night. To
achieve this effect, the film crew must manipulate the amount of light that
reaches the film. Their methods include placing the subject in shade, position-
ing the camera so that it does not shoot the sky, and choosing certain types of
filters to place on the lens.

Notes:

1. lighting the scene — ocBellleHuEe CIIEHBI;
day-for-night shooting — cheMka, caeranHast JHEM IO HOYbY;
to choose certain types of filters — BbIOpaTh HyXHbIE (UITBTPHL;
light source — HCTOYHHK CBETA;
direct beam of light — npsimoii 1yu cBera;

A

to cut down on brightness or to create shadow — yMeHbIIUTH SIPKOCTH
WX CO3JIaTh TCHb.

MONTAGE

Perhaps the most essential characteristic of the motion picture is mon-
tage, from the French word, which means «to assemble.» Montage refers to
the editing of the film, the cutting and piecing together of exposed film in a
manner that best conveys the intent of the work. Montage is what distin-
guishes motion pictures from the performing arts, which exist only within a
performance. The motion picture, by contrast, uses the performances as the
raw material, which is built up as a novel or an essay or a painting, studiously
put together piece by piece, with an allowance for trial and error, second
thoughts, and, if necessary, reshooting. The order in which the segments of
film are presented can have drastically different dramatic effects.

Three types of montage may be distinguished — narrative, graphic, and
ideational. In narrative montage the multifarious images and scenes involve a
single subject followed from point to point. In a fiction film, a character or lo-
cation is explored from multiple angles while the audience builds a compre-
hensive image of the situation being explored or explained. Graphic montage
occurs when shots are juxtaposed not on the basis of their subject matter but
because of their physical appearance. Some avant-garde works depend on the
spectator's ability to match the graphic relations of assorted images, such as
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the people, objects, and the shapes of numerical and alphabetical figures or the
torpedoes, swimming seals, and blimps. In graphic montage, cutting usually
occurs during shots of movement rather than ones of static action. This cutting
on motion facilitates the smooth replacement of one image by the next. In
ideational montage, two separate images are related to a third thing, an idea
that they help to produce and by which they are governed.

These three types of montage seldom appear in their pure form. Most
ideational montage proceeds on the basis of the graphic similarity of its com-
ponents, as does narrative montage when relying on graphic cutting to cover
its movement. Similarly, the graphic matches between torpedoes, seals, and
blimps in «A Movie» ultimately construct an idea of movement toward explo-
sion and destruction. Besides the complications brought about by the intermix-
ing of these types, the addition of the sound track multiplies the possibilities
and effects of montage. Eisenstein and Pudovkin referred to such possibilities
as «vertical» montage, opposing it to the «horizontal» unrolling of shot after
shot. Because sound permits the establishment of relations between what is
seen and heard at each moment, the film image can no longer be said to be a
self-contained unit; it interacts with the sound that accompanies it. Sound rela-
tions (including dialogue, music, and ambient noise or effects) may be built in
constant rapport with the image track or may create a parallel organization and
design that subtends what is seen. In all, montage appears to be the most ex-
traordinary factor differentiating the motion picture from the other arts.

Notes:

1. to convey the intent — BbIpakaTh CMBICI;

2. narrative, graphic, and ideational montage — onucarensHbIi (BepOasib-
HBII), rpaduYecKuil U MBICIUTENbHBIA (OTHOCSIIUNUCS K MBIIUICHHUIO)
MOHTaX;

3. ambient noise — aKkyCTH4ECKUH (POH OKPYk AIOLIEH CPEbl.

RECORDING THE SOUND
In filmmaking, sounds are picked up by microphone and recorded on
tape. During production a boom generally holds the microphone above the ac-
tors and out of camera range so that it is not seen on screen. Whenever possi-
ble, the original recording includes only dialogue. Additional sound can
obscure the dialogue.
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Microphones of many different types have been used for sound re-
cording. These may differ in sound quality, in directional characteristics, and
in convenience of use. Conditions that may dictate the choice of a particular
microphone include the presence of minor echoes from objects in the set or
reproduction of speech in a small room, as distinct from that in a large hall.
Painstaking adjustments are made by careful attention to the choice of micro-
phones, by the arrangement and sound absorbency of walls and furniture on
the set, and by the exact positioning of the actors. For recording a conversation
indoors, the preferred microphone is sensitive in a particular direction in order
to reduce extraneous noises from the side and rear. It is usually suspended
from a polelike «boom» just beyond camera range in front of and above the
actors so that it can be pivoted toward each actor as he speaks. Microphones
can also be mounted on a variety of other stands. A second way to cut down
background noise is to use a chest microphone hidden under the actor's cloth-
ing. For longer shots, radio microphones eliminate the wires connecting actors
to recorders by using a miniature transistor radio to send sound to the mixer
and recorder.

Sometimes shooting outdoors results in too much noise, rendering some
of the dialogue unusable. In this case, the actors later record replacement dia-
logue, and their lines are then synchronized with the picture. During postpro-
duction, sound experts create special sounds, such as a train wreck or the
clinking of silverware and dishes during a dinner scene.

A complete sound track is built from tracks that have been recorded
separately. The dialogue is on several tracks, the music on others, and sound
effects on yet others. Many large, elaborate productions such as musicals have
30 or more separate tracks. Sound engineers combine, or mix, the individual
tracks electronically in a recording studio while viewing the final cut of the
picture.

Notes:
1. original sound recording — nepBoHavyaabHasi, OpUrMHAIbHAS, TOJTMHHAS
3aIHCh;
2. sound absorbency of walls — 3Bykou3o0sIsiIus CTEH;

(O8]

painstaking adjustment — THIaTenbHass HACTPOUKA;
4. the clinking of silverware and dishes — 3BoH cepeOpsiHBIX TPUOOPOB U
MOCY/IbL;
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5. sensitive 1n a particular direction — 4yBCTBUTENbHBIA B ONPEIEICHHOM
HaIpaBJICHUY;
6. a chest microphone — Harpy1HbIii MUKPO(OH.

MIXING

The final combination of tracks onto one composite sound track syn-
chronous with the picture is variously known as mixing, rerecording, or dub-
bing. Mixing takes place at a special console equipped with separate controls
for each track to adjust loudness and various aspects of sound quality.
Although some of the new digital processes employ the record-industry tech-
nique of overdubbing, or building sound track-by-track onto a single tape,
most mixing in films is still performed by the traditional practice of threading
multiple dubbing units (sprocketed magnetic film containing separate music,
dialogue, and sound effects elements) on banks of interlocked dubbers.

The mixer strives to strike the right dramatic balance between dialogue,
music, and effects and to avoid monotony. Mixing procedures vary widely.
Some studios use one mixer for each of the three main tracks, in which case
the effects tracks have probably been mixed down earlier onto one combined
track. In the early days of magnetic recording, stopping the rerecording
equipment produced an audible click on the track; if a mistake were made,
mixing would have to be redone from the beginning of the tape reel. The ad-
vent of back-up recording in the 1960s eliminated the click, making it possible
for mixers to work on smaller segments and to correct mistakes without start-
ing over. This enables the mix to be controlled by one person, who may be
combining as many as 24 tracks. An even greater advance is the computerized
console that enables the mixer to go back and correct any one track without
having to remix the others.

Because of narrow track width, optical stereo sound tracks require a
system of noise reduction such as Dolby Type A. The Dolby system works by
responding to changing amplitudes in various regions of the frequency spec-
trum of an audio signal. The quieter passages are boosted to increase the
spread between the signal (desired sound) and the unwanted ground noise.
When played back, normal levels are restored, and the ground noise drops be-
low the threshold of audibility.

Notes:
1. special console — crieniMaNbHBIN MYJIbT;
2. to avoid monotony — n3beratb MOHOTOHHOCTH;
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3. an audible click — caplmmMoe 1IenKaHbe;

4. sprocketed magnetic film — marHuTHas JeHTa ¢ nepPOPUPOBAHHBIM
KpaeMm (repgoseHTa);

5. tape reel — 606uHa (KaTyIIka) ¢ JEHTOM;

6. below the threshold of audibility — Huke mopora CIBIIIUMOCTH.

MUSIC

The live music that accompanied silent films varied from a full orches-
tra to a honky-tonk piano, according to the size of the cinema. Music was ef-
fectively used on the film set to improve an actor's performance. With sound,
music became an integral part of the picture on the screen. Early mood music
was so expressive that often it now seems overblown. Conscientious filmmak-
ers soon learned the virtue of restraint, using music less frequently but with
more effect. Since the 1960s, electronic music has come to be commonly used.

Music often has an important function in emotional climaxes of motion
pictures. It can be used effectively to relieve or sublimate intolerable intensity
of grief, pain, or ecstasy. Music reveals how expressive periods of silence can
be and how great music can ennoble scenes like those of Christ's persecution
and agony on the cross. Music may also be used symbolically. In «Leon
Morin, Priest» (1961), for example, a sequence of harsh chords represents the
German occupation forces, and a dancing bugle motif represents the Italian
troops. Organ music is used in scenes showing the heroine with the priest in
church, piano music when they are in his flat. Hurdy-gurdy music represents
two gossiping spinsters, and in a climactic scene louder and louder electronic
music represents the heroine's obsessive sexual feeling for the priest until she
reaches out to take his hand.

There are two basic kinds of music; underscoring is usually background
orchestration motivated by dramatic considerations, and source music is that
which may be heard by the characters. Neither is likely to be recorded during
shooting. Because a performance is usually divided into separate shots that
take minutes or hours to prepare, it would be extremely difficult to produce a
continuous musical performance. Thus, most musical numbers are filmed to
synchronize with a playback track. The songs and accompaniment are prere-
corded, so that during filming the musician is mouthing the words or faking
the playing in time to the track recorded earlier.
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Whether music is chosen from music libraries or specially composed for
the film, it cannot be prepared until the picture has been edited. The first step
in scoring is spotting, or deciding which scenes shall have music and where it
is to begin and end. The music editor then uses an editing console to break
down each use of music, or cue, into fractions of seconds. Recording is done
on a recording stage, with individual musicians or groups of instruments
miked individually and separated from one another, sometimes by acoustical
partitions. In this case the conductor's function of balancing the instrumental-
ists may be left to the scoring mixer, who can adjust each track later.

Notes:
1. an important function in emotional climaxes of motion pictures — Bax-

Hast QYHKIKS B IMOIIMOHATBHBIX KYJIbMUHAIUAX (DUITEMOB;

2. to relieve intolerable intensity of grief, pain — yMEHbIIUTH HEBHIHOCHU-

MO€ 4yBCTBO rops, 60Ju.

DUBBING

Dubbing in filmmaking is the process of adding new dialogue or other
sounds to the sound track of a motion picture that has already been shot. Dub-
bing is most familiar to audiences as a means of translating foreign-language
films into the audience's language. When a foreign language is dubbed, the
translation of the original dialogue is carefully matched to the lip movements
of the actors in the film. Dubbed sound tracks rarely equal the artistic quality
of original foreign-language sound tracks, however, and hence subtitles may
be preferred by viewers as a means of understanding the dialogue in foreign
films.

Dubbing is often employed in the original-language version of a sound
track for technical reasons. Filmmakers routinely use it to remedy defects that
arise from synchronized filming (in which the actors' voices are recorded
simultaneously with the photography). Synchronously recorded dialogue may
be unclear or inaudible in a long-distance shot or because of accidental air
traffic overhead, or it may simply be impossible to conceal a microphone close
enough to pick up the actors' voices intelligibly. Dubbing allows the film-
maker to obtain high-quality dialogue regardless of the actual conditions that
existed during shooting. Dubbing is also used to add sound effects to the
original sound track. It may also be used in musicals to substitute a more
pleasing voice for that of an actor who performs a song on camera.
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The filmmakers of some countries rely on dubbing to supply the sound
track of an entire film, because the technique can be less expensive and trou-
blesome than synchronized filming.

Notes:
1. the lip movements of the actors — ABMkeHHE TYO aKTEpOB;
simultaneously — CHHXpOHHO, OJTHOBPEMEHHO;
inaudible — HeCIBINIIHEBIN;
to rely on something — nonararbcst Ha 4TO-11KM00;
to add sound effects — 700aBnATH 3ByKOBBIE YPPEKTHI;

AN

the original-language version — repeBoji OpUrHHAILHOTO SI3bIKA.

SPECIAL EFFECTS

Special visual effects have added to the allure of motion pictures since
the early days of cinema. French director Georges M¢élies is considered the
most influential pioneer of special effects. His film «A Trip to the Moony»
(1902) combined live action with animation, demonstrating to audiences that
cinema could create worlds, objects, and events that did not exist in real life.

Three-dimensional (3-D) film technology was developed in the early
1920s but did not become popular until the 1950s, when it enjoyed a brief pe-
riod of use. Although motion-picture film, like still photography, normally
yields two-dimensional images, the illusion of a third dimension can be
achieved by projecting two separate movies — one made for the right eye, the
other for the left — onto a special screen. Members of the audience wear 3-D
eyeglasses so that the right eye sees one picture and the left eye sees the other,
producing the effect of three dimensions.

Many of the special effects used in contemporary films were invented
before World War II (1939-1945). For instance, in the silent film «The Thief
of Bagdad» (1924), Douglas Fairbanks appears to battle huge monsters by
means of a technique that involved filming two scenes separately, then blend-
ing them during the printing process. Half of one negative image was exposed
during printing (say, the half with Fairbanks), while the other half was cov-
ered. Then the covered, still-unexposed half was exposed to the negative with
the monsters. The result was a complete single image formed from two sepa-
rate scenes. This same split-screen technique allowed Kevin Kline to play both
the president of the United States and his look-alike in «Dave» (1993).
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Another example of the lasting power of early techniques is stop-motion
photography. The original «King Kong» (1933) used this technique, in which
the King Kong figurine was repeatedly filmed for very brief segments and
then moved, so that when the film was projected at normal speed, King Kong
appeared to move. The same technique animated the figures in «James and the
Giant Peachy» (1996).

After World War II there was a lull in the development and use of spe-
cial effects. Technical advances in the design and manufacture of motion-
picture cameras made it easier to film on actual locations, and the trend in
cinematic storytelling tended toward realism, resulting in less call for fantastic
illusions. Then in 1968 the film «2001: A Space Odyssey», in which astro-
nauts appear to float weightlessly in outer space, led to a renewed interest in
special effects. «Star Wars» (1977) revolutionized the way special effects
were created and proved them to be a potential box-office gold mine. George
Lucas, who directed «Star Wars», created his own special-effects studio, In-
dustrial Light & Magic, which became a leading innovator and was responsi-
ble for a series of groundbreaking special-effects techniques.

In making «Star Wars» Lucas used computers to control camera move-
ment. In this technique, called motion-control cinematography, the computer’s
precise control allows a camera shooting live action in one studio to move at
the same speed as a camera shooting a model in a second studio that serves as
background for the live action. The two shots can be combined later with full
confidence that camera moves will be identical and will therefore match seam-
lessly. Motion-control cinematography also allows cameras to replicate the
same series of shots precisely while filming the same object. With each pass
the camera makes, different elements can be added. For example, in «Star
Warsy» different engine glows and running lights could appear on the space-
ships in successive filming passes. The accumulation of more and more detail
results in a complex and realistic-looking object.

Many of the spaceships and other objects in «Star Wars» were minia-
tures, borrowing another technique from early cinema. Filmmakers have long
used miniatures to stage such large-scale actions as the collapse of a building
or a shipwreck, scenes that would be too expensive or unfeasible to stage.
Adding in appropriate sound for the scale of the event completes the illusion.

Filmmakers draw upon many other special effects to create illusions in
the cinema. Sometimes a film calls for an actor to appear in a place it will be
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difficult to film, or doing something that is impossible, such as flying. In these
cases, the filmmaker uses the so-called blue-screen process, filming the actor
in front of a screen that is either painted or lit to match a particular shade of
blue. During printing the filmmakers then replace this blue background with a
completely different image, creating the illusion that the actors are moving
through that setting. In «Superman» (1978) and its sequels, blue-screen was
used to depict the hero’s flight. The actor, Christopher Reeve, was filmed with
his arms outstretched against a blue screen in a studio, acting as if he were fly-
ing. After images of the city (from the perspective of a low-flying airplane)
were substituted for the blue background, Superman appeared to be flying
over tall buildings.

Another way to place actors in settings that do not actually exist is
through matte photography. This technique involves a realistic painting with
an area blacked out. The painting is filmed and then, separately, an action se-
quence that has been carefully framed to fit the perspective and scale of the
blacked-out area is inserted. The combination of the two images creates the
illusion that the action is happening in the environment of the painting. The
paintings used in matte photography range widely in size, and many matte
photographers are now using computers to generate the paintings. One use of
matte photography occurs in the final scene of «Raiders of the Lost Ark»
(1981). The scene shows a worker pushing a crate through a huge warehouse
stocked with all kinds of government-owned objects. Except for the worker
and the path he takes, the warehouse is actually a painting.

In the late 20th century, the techniques used in creating effects entered a
new era, that of digitization. In digitization, sounds and images are stored as
electronic files and viewed and edited on a computer. Creating a digital ver-
sion of a filmed image takes a huge amount of data-storage capacity. To ap-
proximate the look of the 35-millimeter film, the computer must break each
frame into millions of pixels (picture elements). The computer assigns a num-
ber value to each pixel that corresponds to a color and brightness level. By re-
numbering the pixels so that the colors change, the image can be altered.

Digitizing images allows them to be manipulated in almost any con-
ceivable manner, and the computer can also be used to generate its own im-
ages. An example of combined imagery is a scene from «Jurassic Park»
(1993) where computer-generated dinosaurs are seen charging toward and
then leaping over a filmed man and two children. In «Forrest Gump» (1994)
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the title character seems to meet historical figures such as President John F.
Kennedy and singer Elvis Presley. This was done by digitally merging images
of lead actor Tom Hanks with films of Kennedy, Presley, and other figures.

Another popular computer-generated technique is called morphing,
which is short for metamorphosis on film. Morphing, which is the featured
visual effect in «Terminator 2: Judgment Day» (1991), involves the digital
translation of one object, or character, into another. The effect is of the object
or character visibly and fluidly changing into another.

Advances in digitization allowed filmmakers to alter their previous
work in ways previously impossible. In the late 1990s, by digitizing «Star
Wars» and its sequels, George Lucas was able to add new scenes and crea-
tures, and to improve some of the special effects of the original films. The
digitally remastered films were then rereleased.

The 1997 film «Titanic» used computer-generated images, miniatures,
and live-action special effects more extensively than any previous film. Unlike
the special effects of previous films, many effects of «Titanic» did not make
themselves obvious. Instead, they blended into the texture of the film. The re-
sult was so effective it was almost impossible to tell that many scenes onboard
or in the water were filmed in a studio, and not on location, and that many im-
ages, including crowds of people on the ship, were actually computer gener-
ated.

Notes:
1. split-screen — pa3aeneHHbIN (CEKIIMOHUPOBAHHBIN ) IKPaH;
2. a lull in the use of special effects — 3aTumibe (nepepriB) B UCIOIL30Ba-
HUU cnerPHEeKToB;
to be responsible for something — oTBeuats 3a 4T0-1U00;
precise control — TOYHBINA KOHTPOJIb;
at the same speed — ¢ Toi1 ke camoil CKOPOCThIO;
seamlessly — TuraBHO; 0€3 pe3KUX MEePex0/10B, PABHOMEPHO;
unfeasible to stage — HEBO3MOKHO OCYILIECTBUTD;

N kW

blue screen — cnenuanbHbId 3HGHEKT KUHOTEXHUKH, BKIIOYAIONTUI
CbEMKY aKTepoB Ha (oHE rojay0oro 3kpaHa, Ha KOTOPbIN MO3JHEE J0-
OaBJISIIOT KOMITBIOTEPHYIO rpaduKy U OOBEAUHSIOT BCE B OJIUH U301,
9. metamorphosis — MepeBOIUIOLIEHNUE, MpEeBpalleHue, Mpeodpa3zoBaHue,
Metamopdo3suc;
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10. morphing (metamorphosing) — Tpanchopmanus, MOPPHUHT B KOMIIbIO-
TEPHOM aHHMMAallUM — IJIABHOE MPeoOpa3oBaHUe OJHOTO U300paKeHUs B
IPYroe ¢ MOMOIIBK) T€OMETPUYECKUX ONEPALUI U IBETOBOW MHTEPIO-
nsuuuy; 0osiee HAy4YHO MOP(UHIOM Ha3bIBAIOTCS METOJbI MOJEIUPOBA-
HUSI U3MEHEHUI POpMBI 00BEKTA;

11. computer-generated images (CGI) — koMmmbprOTEpHBIE H300paKeHUS
(moy4YeHHbIE HA KOMIIBIOTEPE AaHUMUPOBAHHBIE NU300paKEHUs) UCIIONb-
3yeMble B KHUHO M Ha TEJICBHUJICHUH;

12. to remaster — 0OHOBUTH (PHITBM.

DISTRIBUTING AND MARKETING A MOTION PICTURE

After films have been produced, they must be distributed to individual
movie houses and theater chains. This is accomplished through distributors,
who lease motion pictures from the producer or production company. They
then pay for the making of prints; arrange screenings so theaters can bid on the
rights to show the film; promote and advertise the film; distribute copies of the
film to the theaters; arrange for release on cable and broadcast television;
coordinate distribution of videotapes, laser discs, and digital video discs
to stores; and keep records of the income and expenses for all aspects of film
distribution. Distributors bill theaters at the end of engagements, upon receipt
of attendance reports.

Sometimes films are not leased, but instead these distribution tasks are
subcontracted by the producer to a distributor. The producer then pays for the
services by giving the distributor a percentage of the revenue, ranging from 10
to 50 percent of the motion picture’s net income. Additionally, the distributor
deducts from the producer’s share of the net profits the cost for supplying
prints of the film and for advertising and promotion.

The Motion Picture Association of America (MPAA) rates films to pro-
vide guidance to viewers about what kind of material the movie is likely
to contain. There are five ratings. «G» indicates that the film is suitable for
all ages. «PG» means that some material may be inappropriate for children.
«PG-13» means that some material may be unsuitable for children under age
13. «R» means that anyone under age 17 must be accompanied by a parent
or adult guardian. «NC-17» means that no one under age 17 is admitted.
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Many films, especially those geared toward children, involve additional
marketing beyond the film itself. The film’s producers sell the rights — called
ancillary rights — to use the film’s characters or images to various manufactur-
ers, and various toys, games, and clothing then appear featuring these charac-
ters or images. And for many films, separate musical recordings of the songs
in the film’s sound track are produced and sold in record shops.

Notes:

1. Motion Picture Association of America (MPAA) — AmepukaHckas ac-
cormanus kuHo (AAK) — 310 neHTpanbHas opraHu3aiusi aMepUKaHCKOM
KHUHOTIPOMBIIIUICHHOCTH, BEJAIOIasi BOMPOCAMH IMPOU3BOJICTBA U TIPO-
kara ¢unpMoB. Ee ocHOBHast PyHKIUSI — 3alIUTa HHTEPECOB BXOSAIIUX
B HEE KPYIHBIX U MeJIKUX KuHOPUpM (okoio 100), skcrnopT U UMIOPT
GbUIBLMOB, ydacThe B MEXIYHApOAHBIX KuHO(DecTuBansx u mp. OnHa
OCYIIECTBISIET TaKXKE KOHTPOJIb 32 COOJIIOJICHUEM CHUCTEMBl OrpaHUYe-
Hu#, T. H. peitnara AAK. Accommanus umeer O6topo B 38 crpaHax
(mpuOBLIb OT MPOKATa aMEPUKAHCKUX (QUIBMOB 32 PyOEKOM COCTaBIISET
Oosee mosoBuHBI 060mel mpubbuIn). Co3zmana B 1921 xak Accornuamnms
KHHOIIPOJIIOCEPOB U KHUHOIpokaTuukoB Amepuku (Motion Picture
Producers and Distributors of America), coBpeMeHHOE Ha3BaHHE
c 1946 rona;

2. to promote and advertise the film — pexnmamupoBaTh (IIPOABHUTATH)
Y TIPUBJICKATh BHUMaHKE K QUIIBMY;

3. ancillary rights — nononHUTENBEHBIE (BCIOMOTATEIBHBIC) TIPABA;

4. theatres can bid on the rights to show the film — TeaTpsl MoryT y4actBo-
BaTh B TCHJIEpE Ha MOKa3 (puiIbMa.
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IV. ANIMATION

Animation 1s the art of making inanimate objects appear to move. Ani-
mation is an artistic impulse that long predates the movies. History's first re-
corded animator is Pygmalion of Greek and Roman mythology, a sculptor
who created a figure of a woman so perfect that he fell in love with her and
begged Venus to bring her to life. Some of the same sense of magic and mys-
tery still adheres to contemporary film animation.

Animation is motion pictures created by recording a series of still im-
ages such as drawings, objects, or people in various positions of incremental
movement. When it is played back it produces the illusion of unbroken mo-
tion. The term animation applies to creations on film, video, or computers, and
even to motion toys, which usually consist of a series of drawings or photo-
graphs on paper that are viewed with a mechanical device or by flipping
through a hand-held sequence of images. The term cartoon is sometimes used
to describe short animated works (under ten minutes) that are humorous in na-
ture.

HISTORY

The theory of the animated cartoon preceded the invention of the cin-
ema by half a century. Precursors of animation include optical toys or devices
that involve incremental movement and the appearance of motion. One such
device is the thaumatrope, a disk with complementary images (a bird and a
cage, for example) printed on each side and two strings that serve as handles;
when the disk is spun by twirling the strings, the images converge (the bird
would appear to be inside the cage). The thaumatrope, which was developed
by English physician John A. Paris in 1825, demonstrates the concept of per-
sistence of vision: Images remain implanted on the eye for a split second after
they have moved and, if continuous images appear rapidly enough, they will
seem to be connected. Belgian scientist Joseph Plateau developed another
early animation device, the phenakistiscope, in 1832. This rotating disk con-
tains successive images that, when viewed properly, give the appearance of
motion. In 1877 French inventor Emile Reynaud patented the praxinoscope, a
cylinder containing a strip of paper with animated images that can be seen
through the use of a mirror. Reynaud became not only animation's first entre-
preneur but, with his gorgeously hand-painted ribbons of celluloid conveyed
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by a system of mirrors to a theatre screen, the first artist to give personality
and warmth to his animated characters.

Animation has been a part of cinema history from the time the first mo-
tion pictures were made in the late 1800s. Some early live-action films, known
as trick films, used the animation technique of stop action, in which the cam-
era is stopped and an object is removed or added to a shot before filming is re-
sumed. Some of the pioneers of drawn animation films were well-known
newspaper cartoonists, such as French artist Emile Cohl, often considered to
have been the first true animator, and American artist Winsor McCay. McCay
created a hand-coloured short film of «Little Nemo» for use during his vaude-
ville act in 1911, but it was «Gertie the Dinosuar», created for McCay's
1914 tour, that transformed the art. McCay's superb draftsmanship, fluid sense
of movement, and great feeling for character gave viewers an animated crea-
ture who seemed to have a personality, a presence, and a life of her own.
The first cartoon star had been born.

Notes:
1. to precede the invention — npemecTBOBaTh H300PETEHUIO;
2. to resume filming — mpoomkaTh CheMKY (IOCTIE IEPEPHIBA).

ANIMATION IN EUROPE

In Europe filmmakers experimented with widely different techniques: in
Russia and later in France, Wladyslaw Starewicz (also billed as Ladislas
Starevitch), a Polish art student and amateur entomologist, created stop-
motion animation with bugs and dolls, and the feature-length «The Tale of the
Fox» (1930), based on German folktales. A Russian working in France, Alex-
andre Alexeieff, developed the pinscreen, a board perforated by some 500,
000 pins that could be raised or lowered, which created patterns of light and
shadow that gave the effect of an animated steel engraving. It took Alexeieff
two years to create «A Night on Bald Mountain» (1933), which used the
music of Modest Mussorgsky.

Inspired by the shadow puppet theatre of Thailand, Germany's Lotte Re-
inoger employed animated silhouettes to create elaborately detailed scenes de-
rived from folktales and children's books. Her «The Adventures of Prince
Achmed» (1926) may have been the first animated feature; it required more
than two years of patient work and earned her the nickname «The Mistress of
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Shadowsy». In the 1950s Reiniger moved to England, where she continued
to produce films until her retirement in the '70s.

Another German-born animator, Oskar Fischinger, took his work in a
radically different direction. Abandoning the fairy tales and comic strips that
had inspired most of his predecessors, Fischinger took his inspiration from the
abstract art that dominated the 1920s. At first he worked with wax figures
animated by stop motion, but his most significant films are the symphonies of
shapes and sounds he called «coloured rhythms, «created from shifting colour
fields and patterns matched to music by classical composers. He became fas-
cinated by colour photography and collaborated on a process called
Gasparcolor, which, as utilized in his 1935 film «Composition in Blue», won a
prize at that year's Venice Film Festival. Through the 1940s and '50s he bal-
anced his work between experimental films such as «Motion Painting No. 1»
(1947) and commercials, and he retired from animation in 1961 to devote him-
self to painting.

Fischinger's films made a deep impression on the Scottish design stu-
dent Norman McLaren, who began experimenting with cameraless films —
with designs drawn directly on celluloid — as early as 1933 («Seven Till
Five»). A restless and brilliant researcher, supported by government grants, he
was able to play out his most radical creative impulses, using watercolours,
crayons, and paper cutouts to bring abstract designs to flowing life. Attracted
by the possibilities of stop-motion animation, he was able to turn inanimate
objects into actors («A Chairy Tale», 1957) and actors into inanimate objects
(«Neighboursy, 1952), a technique he called «pixellation». McLaren won an
Oscar for «Neighbours». The international success of McLaren's work opened
the possibilities for more personal forms of animation.

Notes:
1. first animated feature — nepBbIii MyJIBTUILNTMKALIMOHHBIN MOJTHOMETPAXK-
HBIN QUITBM;
two years of patient work — 1Ba roga TepnenuBoi padoTHI;
shifting colour field — mensist uBeroBoi ¢oH;

to devote himself to... — mocBATUTH ceods. .. ;

Ul

to turn inanimate objects into actors — NpeBpaTUTh HEKUBbBIE MPEIMETHI

B aKTCPOB.
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CONTEMPORARY DEVELOPMENTS

A century after its birth, animation continues to evolve. The most excit-
ing developments are found on two distinct fronts: the anime («animation») of
Japan and the prime-time television cartoons of the United States.

Japanese animation, known as anime, blossomed after World War 11
(1939-1945) and today is immensely popular both within Japan and world-
wide. Some of the first animation produced in Japan includes the short film
«The Hare Gets Revenge Over the Raccoon» (1939) and the puppet film
«The Girl at Dojo's Temple» (1946), both directed by Kon Ichikawa, who later
also made live-action films. The most important historical figure in Japanese
animation, Osamu Tezuka, created the first animated television series in Ja-
pan, «Astro Boy» in 1963. Tezuka also made a number of shorts, among them
«Broken Down Film» (1985), which parodies American silent motion pic-
tures. More recently, the success of such animated feature films as «Akira»
(1988), directed by Katsuhiro Otomo, has earned Japanese anime an interna-
tional following. One of the most famous Japanese animators is Hayao Miya-
zaki, whose acclaimed films include «Castle in the Sky» (1986), «Princess
Mononoke» (1997), and «Spirited Away» (2001), which won an Academy
Award for best animated feature. The Japanese animated television series
«Cowboy Bebop» (1998), by director Shinichird Watanabe, is another land-
mark of the genre.

Notes:

1. anime — «aHuUMe» (SATMOHCKAas aHUMAITUs, €€ CHOKEThl OOBIYHO 3aMMCT-
BYIOTCS M3 TIOMYJSIPHBIX B SIMOHMHM KOMHKCOB manga); «aHuMe» OTIIH-
YaloTCs OT aMEPUKAHCKUX MYJIbT()UIBMOB pa3pabOTAHHOCTHIO Xapak-
TEPOB U CIOKETA,

2. manga — «MaHra» (SITMOHCKHE KOMHUKCHI; 9acTO JIEKAT B OCHOBE MYJIbT-

(GUIBEMOB B KaHPE «aHUMEY).

THE PRODUCTION PROCESS

There are many ways to create animation, depending on whether the
materials used are two-dimensional (flat, such as drawings, paintings, or cut-
out pieces of paper) or three-dimensional (having volume, such as clay, pup-
pets, household objects, or even people). In each case, an animator must keep
in mind the basic principle of frames per second (the number of images
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needed to produce one second of film). Because sound film runs at 24 frames
per second, a film animator must make 24 images for each second of anima-
tion that he or she wishes to create. A common timesaving practice is to film
animation on twos or on threes, meaning that the animator actually uses one
image for two or three frames of film in a row, rather than using each image
only once.

After choosing an idea for a film, an animator must think about a con-
cept in terms of individual actions. For instance, if the animator decides on an
action that will take 3 seconds of animation to complete, he or she will have to
create images to fill 72 frames of film (3 seconds of movement multiplied by a
running speed of 24 frames per second). Filmed on twos, 36 drawings show-
ing progressive changes in the movement will be needed to create the 3-
second action. Different media use different frame rates. No matter what stan-
dard is used, the ability to think in terms of incremental movement is essential
to the animation process.

An animator must do a lot of planning, or preproduction work, before
an animation is recorded. Whereas live-action filmmakers might improvise on
the set, most animators have everything precisely timed prior to filming. Be-
fore any animation of images can be done, many details must be completed,
such as developing the concept; storyboarding the concept (sketching the ma-
jor events in a story with panel-like drawings, much like a comic strip); devel-
oping and recording a dialogue track, if used, and other sound elements; tim-
ing the dialogue or other sounds and recording this information on a time sheet
(which shows, in seconds, the length of each bit of sound); and timing the ac-
tion to fit the sound. In some cases, dialogue is recorded after animation is
complete; this has been a common practice in the Japanese animation industry.

Depending on the size and budget of the production, the animator may
work with a team of character designers, model builders, background artists,
inspirational sketch artists, colorists, and other professionals who influence the
look of the work. An individual, or independent, animator can take on all these
roles.

Notes:
1. preproduction work — moaroroBurenbHas pabora;
2. timing the dialogue — cuaXpoHu3aIuUs qUaIora;
3. can take on all these roles — MOXeT BBITTOTHUTH BCIO padoTy.
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TYPES OF ANIMATION

If an animator is basing the animation project on drawings, one of the
most common animation techniques, he or she will first create a series of
rough sketches that often will be filmed in a pencil test (simple line drawings
of the animated images done in pencil) to determine whether the desired mo-
tion has been achieved. If the pencil test is satisfactory, images are refined
(«cleaned up») by removing excess lines. Beginning in the mid-1910s, anima-
tion was often completed using acetate cels (sheets of celluloid), although this
technique of cel animation is now being overtaken by computerized methods.
Using the traditional cel process, cleaned-up drawn images are traced onto a
cel by a person known as an inker, using special acetate-adhering inks. Multi-
ple cel animation — the superimposition of several cel layers, each carrying
different figures or parts of figures requiring special care in animation — al-
lowed increased complexity in the image with minimum work load for the art-
ist-animators. With the more modern forms of colour film introduced in the
early 1930s, opaque paints and coloured inks could be used on the cels. Start-
ing in the 1960s, to save time and money many large studios used a photocopy
process, rather than hand inking, to transfer lines from the drawn original
to the acetate cel.

Puppet animation uses solid three-dimensional figures in miniature sets
that are moved incrementally for each frame of film. The puppets are often
made of a stable material so that the carefully phased movements may be ad-
justed between the exposures of successive frames. Well-known puppet ani-
mation directors include Hungarian artist George Pal, Czech artist Jifi Trnka,
and Russian artist Ladislas Starewicz. Animation using wooden puppets has
been associated principally with Eastern Europe, which has a strong tradition
of toy making. Since the 1980s latex figures — rubber-like puppets usually
supported by a flexible internal skeleton called an armature — have become
popular in animation. This type of puppet was used in the animated film «The
Nightmare Before Christmas» (1993).

Clay animation employs figures made of Plasticine, a material that has
an oil base to keep it flexible. Like latex puppets, clay figures are typically
supported by some kind of armature, ranging from a complex «ball-and-
socket» skeleton to simple twisted wire.
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The animation technique known as pixilation uses humans or other live
subjects filmed incrementally in various fixed poses; when the movements are
played back, the subjects move in an unnatural or somewhat surreal way. One
famous example of this type of animation is the short film «Neighbors»
(1952), in which human beings look like automatons. This film was made by
the Scottish animator Norman McLaren.

Pinscreen animation, a relatively unusual method, was developed in
France by Russian-born Alexandre Alexeieff and American Claire Parker. The
pinscreen (also known as a pinboard) is composed of a large upright frame
containing a white board that is perforated by millions of pins, or nails. Using
rollers of different sizes, these pins are pushed inward or outward. Lit from the
side with a single spotlight, the pattern of pins creates shadows. Dark shadows
appear black, light shadows appear in variations of gray, and brightly lit areas
appear to be white.

Computers can be used to automate many animation processes, such as
shading and coloring. Efforts to lessen the extraordinary labour and costs of
animation have taken two basic directions: simplification and computerization.
Inexpensive cartoons made for television have often resorted to «limited ani-
mation, «in which each drawing is repeated anywhere from two to five times.
The resultant movements are jerky, rather than smoothly gradated. Often only
part of the body is animated, and the background and the remaining parts
of the figure do not change at all. Another shortcut is «cycling,» whereby only
a limited number of phases of body movement are drawn and then repeated
to create more complicated movements such as walking or talking.

Although computers can be used to create the limited animation, they
can also be used in virtually every step of sophisticated animation. If a three-
dimensional figure is translated into computer terms (i. e., digitized), the com-
puter can move or rotate the object convincingly through space. Hence, com-
puter animation can demonstrate highly complex movements for medical or
other scientific researchers. Animators who work with computers usually dis-
tinguish between computer-assisted animation, which uses computers to facili-
tate some stages of the laborious production process, and computer-generated
animation, which creates imagery through mathematical or computer language
rather than through photography or drawing. Finally, computers may be used
to modify or enhance a drawing that has been initiated in the traditional man-
ner. Computers demonstrate that new technologies have gained greater accep-

87



tance in the industry. Computer animators are generally expected to have the
same drawing skills and understanding of incremental movement and timing
that are necessary to create more traditional techniques. Many computer ani-
mators work on projects intended for video games and the Internet, and they
also find employment creating special effects for feature films. Computer-
animated special effects and techniques to enhance live-action images have
become a dominant characteristic of contemporary motion pictures, especially
in the action, science fiction, and horror genres.

Computer-generated animation has made a significant impact on the
animation industry. In recent years, computer-generated animation has fo-
cused a great deal of attention on creating realistic-looking human figures, as
well as fire, water, fur, natural environments, and other challenges. It is
unlikely, however, that other animation techniques will fade completely. As in
the past, independent animators will continue to create innovative personal
expressions using a variety of approaches, developing new methods and ex-
panding the definition of animation as an art form. Today, computers are used
extensively throughout all aspects of the animation industry.

Notes:

1. cel — (or celluloid) — kenp, Oydep mepemeniaeMoro (ABMIKYIIETOCS)
n300paXkeHusl B aHUMAIMK; KaJp WIK CJIOM aHUMAIMU/U300paKeHUs;
paHee — PUCYHOK, MEPEHECEHHbIH Ha LEJUTYJIOUIHBIE JIUCTHI, KOTOPHIE
00BEIUHSIOTCS 11 co3AaHust P PeKTa IBUKEHUS.

WALT DISNEY’S EARLY LIFE BEFORE HIS GREAT SUCCESS

Walt Disney was born on the 5th of December in 1901, in Chicago, Illi-
nois, U. S and died on the 15th of December in 1966, Los Angeles, California.

American motion-picture and television producer and showman, he is
famous as a pioneer of animated cartoon films and as the creator of such car-
toon characters as Mickey Mouse and Donald Duck. He also planned and built
Disneyland, a huge amusement park that opened near Los Angeles in 1955,
and before his death he had begun building a second such park, Walt Disney
World, near Orlando, Florida. The Disney Company he founded has become
one of the world's largest entertainment conglomerates.

Walter Elias Disney was the fourth son of Elias Disney, a carpenter,
farmer, and building contractor, and his wife, Flora Call, who had been a pub-
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lic school teacher. When Walt was little more than an infant, the family moved
to a farm near Marceline, Missouri, a typical small Midwestern town. There
Walt began his schooling and first showed a taste and aptitude for drawing and
painting with crayons and watercolours.

His restless father soon abandoned his efforts at farming and moved the
family to Kansas City, Missouri, where he bought a morning newspaper route
and compelled his young sons to assist him in delivering papers. Walt later
said that many of the habits and compulsions of his adult life stemmed from
the disciplines and discomforts of helping his father with the paper route. In
Kansas City the young Walt began to study cartooning with a correspondence
school and later took classes at the Kansas City Art Institute and School of
Design.

In 1917 the Disneys moved back to Chicago, and Walt entered
McKinley High School, where he took photographs, made drawings for the
school paper, and studied cartooning on the side, for he was hopeful of even-
tually achieving a job as a newspaper cartoonist. His progress was interrupted
by World War I, in which he participated as an ambulance driver for the
American Red Cross in France and Germany.

Returning to Kansas City in 1919, he found occasional employment as
a draftsman and inker in commercial art studios, where he met Ub Iwerks,
a young artist whose talents contributed greatly to Walt's early success.

Notes:
1. a pioneer of animated cartoon films — OCHOBOIOJIOHUK aHUMAIIUOH-

HBIX (DUITBMOB;

2. Mickey Mouse — Mukku Mayc — 3HaAMEHHUTBI MBIIIOHOK, TIEPCOHAK

MyJIbTGUIBMOB Y. JIUCHES; BIEPBBIC TOSBUIICS B HEMOM MYJIBT(PHIIbME

c yuactueMm aktepoB «besymublii aspormian» (1928), omHako mnosHO-

CTBIO €ro 00pa3 CIIoXuJICS B 3ByKoBOM ¢uinbMe «Ilapoxon Bummmy, 03-

BydeHHOM camuM Jlucueem. Ilo BocnomuHanusam [lucHes, co3nathb

MUKKHM €ro BIOXHOBUJI KMBOM MBIIIIOHOK, NOsBJISABIIMICA B 1924 y He-

ro B ctyauu B Kanzac-Cutu. B 1932 3a co3znanne Mukku Mayca [uc-

Hel momyunn npemuto «Ockap». Bmecte co cBOMMHU JPY3bSIMH MBIIII-

kot Munnu Mayc, ncamu [lnyto u I'ydu u yrenkom JlonanbaoMm oH

BOLIEJNI B 30JI0TOW (POHJ aMEPUKAHCKOW M MUPOBOU MYJIbTUILTUKALIMH.

B kakoMm-to cmbiciie Mukku Mayc — 3TO CUMBOJI AMEpPUKH, OJHO

M3 CaMbIX OPUTMHAIBHBIX TBOPEHUN aMEpPUKAHCKOW KyibTypbl. OOpa3
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MBIIIOHKa MMKKH HCHOJb30BaH KomnaHued JlucHes B odopmiieHHH
OoJiee 5 ThIC. U3AEIUH MpPHOTPeOa;

3. Donald Duck — J{onansa /lak (YTeHok /loHanana), BEUHO HEAOBOJIBHBIM
pa3apakuTENbHBIM YTEHOK B MAaTPOCCKOM KOCTIOMYMKE, OAWH U3 Hau-
0oJiee TOMYJSPHBIX MYJIbTHUIUIMKAITMOHHBIX TMEPCOHAXKEH, CO3JaHHBIX
Ha ctyauu Y. JlucHes. [Jonansa [lak BCKOpe mepekoyeBaj B KOMHUKCHI,
B KMHO M Ha TeneBUAEHUE. VI3BECTHBI TaKKe MPUKIIIOUYECHUS €r0 MaI0B-
JIUBBIX TJIEMSHHUKOB — YTAT XbIoU, Jptou 1 JIyn U JAII0LMIKA — CKYIIO-
ro muutnonepa Ckpyika Makaka;

4. a huge amusement park — orpoMHbIi TapK pa3BiICYEHUM.

THE WALT DISNEY COMPANY

The Walt Disney Company founded by the artist and cartoonist Walt
Disney in the early 1920s is an American corporation that was the best-known
family entertainment in the 20th century.

Disney's imagination and energy, his whimsical humour, and his gift for
being attuned to the vagaries of popular taste inspired him to develop well-
loved amusements for «children of all ages» throughout the world. His
achievement as a creator of entertainment for an almost unlimited public and
as a highly ingenious merchandiser of his wares can rightly be compared to
the most successful industrialists in history. His films are still shown regularly,
and because of their timeless quality, will continue to be shown for years to
come.

Walt Disney began his career in animation with the Kansas City Film
Ad Company in Missouri in 1920. In 1922 Disney and his friend Ub Iwerks, a
gifted animator, founded the Laugh-O-gram Films studio in Kansas City They
acquired a secondhand movie camera with which they made one and two-
minute animated advertising films for distribution to local movie theatres.
They also began producing a series of cartoons based on fables and fairy tales.
In 1923 Disney produced the short subject «Alice in Cartoonland», a film
combining both live action and animation that was intended to be the pilot
film in a series. Within weeks of its completion, Disney filed for bankruptcy
and left Kansas City to establish himself in Hollywood as a cinematographer.
«Alice in Cartoonland» turned out to be a surprise hit, and orders from dis-
tributors for more Alice films compelled Disney and his brother Roy — a life-
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long business partner — to reopen shop in Hollywood. The Kansas City team
soon joined the Disneys in California, and the company produced mostly
Alice films for the next four years.

In 1927 Disney began his first series of fully animated films, featuring
the character called «Oswald the Lucky Rabbit». When his distributor appro-
priated the rights to the character, Disney altered Oswald's appearance and
created a new character — a cheerful, energetic, and mischievous mouse that he
named Mortimer Mouse; but his wife insisted that this was a poor name
choice, and it was called as Mickey Mouse. The film was an immediate sensa-
tion and led to the studio's dominance in the animated market for many years.
The growing popularity of Mickey Mouse and his girlfriend, Minnie, however,
attested to the public's taste for the fantasy of little creatures with the speech,
skills, and personality traits of human beings. (Disney himself provided the
voice for Mickey until 1947.) This popularity led to the invention of other
animal characters, such as Donald Duck and the dogs Pluto and Goofy.

Walt Disney had long thought of producing feature-length animated
films in addition to the shorts. In 1934 he began work on a version of the clas-
sic fairy tale «Snow White and the Seven Dwarfs» (1937), a project that re-
quired great organization and coordination of studio talent and a task for
which Disney possessed a unique capacity. While he actively engaged in all
phases of creation in his films, he functioned chiefly as coordinator and final
decision maker rather than as designer and artist. «Snow White» was widely
acclaimed by critics and audiences alike as an amusing and sentimental ro-
mance. By animating substantially human figures in the characters of Snow
White, the Prince, and the Wicked Queen and by forming caricatures of hu-
man figures in the seven dwarfs, Disney departed from the scope and tech-
niques of the shorts and thus proved animation's effectiveness as a vehicle for
feature-length stories.

Disney also produced a totally unusual and exciting film — his mul-
tisegmented and stylized «Fantasia» (1940), in which cartoon figures and col-
our patterns were animated to the music of Igor Stravinsky, Paul Dukas, Pyotr
Ilyich Tchaikovsky, and others.

The Disney Company continued to flourish during the 1950s and '60s.
Disney's attention was then increasingly devoted to live-action features, televi-
sion productions, and his new huge amusement theme park, Disneyland,
which opened in 1955 in Anaheim, California. It soon became a mecca for
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tourists from around the world. Quality animated features such as «Sleeping
Beauty» (1959), «101 Dalmatians» (1961), and «Winnie the Pooh and the
Honey Tree» (1965) were still produced. Disney's finest live-action film,
«Mary Poppins» (1964), was heralded as the studio's greatest achievement in
more than 20 years. The film won five Academy Awards, including a best ac-
tress Oscar, and was nominated in seven additional categories.

Walt Disney was never a rich man by Hollywood standards, largely be-
cause he valued perfection more than profits. «I don't make movies to make
money, «he once said, «I make money so I can make more movies.»
The company was in financial disarray when he died on December 15, 1966,
but enterprises he planned before his death assured the company's future.
In 1965 he purchased 43 acres of barren land in central Florida for his most
ambitious project, the Walt Disney World, theme park and resort. Roy Disney
assumed supervision of the project, and the park opened in 1971 to great
success.

During the 1970s and '80s the company produced few films of note and
realized its greatest profits from the distribution of old films and from Disney
World, which had become one of the world's leading tourist destinations.

In 1982 the Experimental Prototype of the City of Tomorrow, or
EPCOT Center, was incorporated into the park and immediately became one
of its main attractions. EPCOT was the last project Walt Disney himself envi-
sioned during his lifetime.

The 1990s were the Disney Company's most financially successful dec-
ade in history. The revival was heralded by the release of «The Little Mer-
maid» (1989), an animated feature regarded as Disney's best such effort in
more than 40 years. More animated blockbusters followed, including «Beauty
and the Beast» (1991), «Aladdin» (1992), «The Lion Kingy (1994), «The
Hunchback of Notre Dame» (1996), and «Fantasia 2000» (1999). The com-
pany had experimented with computerized animation for the live-action fea-
ture «Tron» (1982) and realized the technology's potential with the enor-
mously successful «Toy Story» (1995) and «Toy Story 2» (1999). Live-action
features have also found success, especially «101 Dalmatians» (1996), a re-
make of Disney's own 1961 animated feature.

Although films continue to be a major component of the Disney Com-
pany, they constitute but one of many successful ventures of recent years.
New Disney theme parks were opened in Paris and Tokyo, and Disney Quests
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— indoor theme parks featuring interactive virtual-reality arcades — debuted
in Orlando, Florida, and Chicago. The «Disney Magic», the first ship in the
Disney Cruise Line, was launched on July 30, 1998, and offered vacation
packages to the Caribbean islands. In addition to the long-running Disney
Channel cable network, broadcasting interests were expanded to include the
ABC network, the sports cable network, and Radio Disney. The company's
most visible and noteworthy enterprise of the 1990s was its foray into Broad-
way musicals. Stage adaptations of the animated features «Beauty and the
Beast» and «The Lion Kingy, both visually resplendent and long-running suc-
cesses, premiered in 1994 and 1997, respectively. The company purchased
Broadway's New Amsterdam Theatre in 1997 and has been credited with
many civic improvements in the Broadway area. Disney's most ambitious
stage production is a modern version of «Aida» (2000), with a score by the
«Lion King» composing team of Elton John and Tim Rice. At the end of the
20th century the Walt Disney Company was one of the world's largest enter-
tainment conglomerates, and it consistently ranked among America's top
50 corporations.
Notes:

1. whimsical humour — HeOOBIYHBIH IOMOD;

2. feature-length animated films — nmogHOMeTpa)kHbIE MYJIBTUILITMKALIMOH-

HbIE (PUIIBMBIL;
3. to assure the company's future — o6ecnieunBaTh Oyylliee KOMIIAHWH;
4. to assume supervision of the project — B3sTh Ha ceOst pyKOBOJICTBO TPO-
CKTOM;
5. one of many successful ventures — 0JJHO W3 MHOTHX YCHENIHBIX IIPe-

MIPUATHH.

SOYUZMULTFILM

Founded on the 10th of June in 1936, Souzmultfilm Animation Film
Studio is the biggest animated film studio in Europe. Today the collection of
the Film Fund of Souzmultfilm comprises more than 1500 animated films cre-
ated with hand-drawn, puppet, cut-out and other animation techniques. A vast
number of films have won numerous awards at prestigious international film
festivals.

The collection includes animated films based on Russian folklore and
European fairy-tales, comedy stories, funny and amusing sketches featuring
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children and animals, musical tales, sports films, detective stories, having
raised several generations of Russian people. Many of these films are included
not only in Russian, but also in the world «golden fund» of the animation
film art.

Soyuzmultfilm is a Russian animation studio based in Moscow. Over
the years it has gained international attention and respect, garnering numerous
awards both at home and abroad. Noted for a great variety of style, it is re-
garded as the most influential animation studio of the former Soviet Union.
The studio has produced 1529 films during its existence.

It is currently divided into two studios: «Creative union of the «Film
studio «Soyuzmultfilm» and the Soyuzmultfilm Film Fund.

The Studio was founded in 1936 under the name Soyuzdetmultfilm. The
name was changed to Soyuzmultfilm on 20 August 1937. Initially comprising
only a few scattered workshops, Soyuzmultfilm grew quickly, soon becoming
the Soviet Union's premier animation studio. The studio produced exclusively
traditional animation until 1954, when a «puppet division» was founded and
the first stop motion-animated film released. The puppet division would later
also make cutout animated films.

During the Soviet era, the studio employed a maximum of over
700 skilled labourers and released an average of 20 films each year (the
highest number was 47, in 1973).

The 1970s saw the birth of the Soviet Union's most popular animation
series «Nu, pogodi!» directed by Vyatcheslav Kotyonochkin. A simple plot of
the animation is about a wolf chasing a hare through all the series of cartoon.

One of the most famous Russian animators is Yuriy Norshteyn.
His films «Hedgehog in the Fog» (1975) and «Tale of Tales» (1979) show not
only technical masterliness (although not smooth animation), but also an unri-
valed magic beauty. «Tale of Tales» was elected best animation film of
all time during the 1984 Olympic Arts Festival in Los Angeles, and again
in 2002.

The 60s, 70s and 80s saw the release of many films whose characters
became an integral part of Soviet culture: «Winnie-the-Pooh» (1969), «Croco-
dile Gena» (1969), «Karlsson-on-the-Roof» (1968), «The Musicians of Bre-
meny» (1969), «Three from Buttermilk Village» (1978), «Nu, pogodi!» (1969-
2006), «Hedgehog in the Fog» (1975), «The Mystery of the Third Planet»
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(1981), «There Once Was a Dog» (1982), «The Tale of Tsar Saltan» (1984)
etc.

The variety of animation styles and the unprecedented degree of artistic
freedom given to its many animators made Soyuzmultfilm perhaps the most
diverse of the world's major animation studios.

Animators and directors who worked in Soyuzmultfilm studio are Ivan
Ivanov-Vano, Fyodor Khitruk, Vyatcheslav Kotyonochkin, Yuriy Norshteyn,
Aleksandr Ptushko. Actors whose voices the characters spoke are Anatoli Pa-
panov, Klara Rumyanova, Vasilii Livanov.

Soyuzmultfilm's creativity was fueled in part by the unique conditions
of the Soviet Union which made it possible for the studio to disregard the
commercial appeal of its films. Because animators were paid by the Academy
of Film regardless of how well or how poorly their products sold (though they
were not, in fact, «sold»), they were free to pursue their artistic vision without
giving a thought to finances.

The collapse of the Soviet Union brought to a close the golden era of
Soyuzmultfilm. New economic realities made it impossible for the govern-
ment to support the studio any longer. Although the studio survived, it shrank
dramatically, losing nearly 90 % of its staff and releasing only a few films.

In 1999, Soyuzmultfilm came back under the control of the government.
A government edict on 10 January 2003 divided the company into two sepa-
rate companies. The separation was finalised on March 1, 2004. The rights of
all Soyuzmultfilm films before March 1, 2004 belong to the «Soyuzmultfilm
Film Fund», and its official mission is restoring and marketing them. The mis-
sion of the «Creative union of the «Film studio «Soyuzmultfilm» is to create
new films (anywhere from 3-7 short films a year) and to eventually privatize
itself.

Notes:
1. Soyuzmultfilm — Coro3amynsThunsm;
2. Creative union of the Film studio «Soyuzmultfilm» — TBopuecko-
npousBoACTBeHHOE 00beanHeHne Kunoctyaus «Coro3mynbTGuibmy»;
3. Soyuzmultfilm Film Fund — ®unsmodponn Kunocryauu «Coros-
MYJIbTOHIBM;
4. Soyuzdetmultfilm — CorozneTMynbTQuibm;

)}

to chase — oxoTuTBCS;
6. to survive — BbDKHUBATh.
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V. FILM CORPORATIONS AND FESTIVALS

HOLLYWOOD

Hollywood is a district within the city of Los Angeles, California, U. S.,
whose name is synonymous with the American motion-picture industry. Since
the early 1900s, when movie-making pioneers found in southern California an
ideal blend of mild climate, much sunshine, varied terrain, and a large labour
market, the image of Hollywood as the fabricator of tinseled cinematic dreams
has become worldwide.

An adobe was the first house built (1853) on the site near Los Angeles,
which was then a small city in the new state of California. Hollywood was laid
out as a real-estate subdivision in 1887 by Horace Wilcox, a prohibitionist
from Kansas who envisioned a community based on his sober religious princi-
ples. His wife, Daeida, named the area after the home of a friend in Chicago.
In 1910, because of an inadequate water supply, Hollywood residents voted to
consolidate with Los Angeles.

In 1908 one of the first storytelling movies, «The Count of Monte
Cristo», was completed in Hollywood after its filming had begun in Chicago.
In 1911 a site on Sunset Boulevard was turned into Hollywood's first studio,
and soon about 20 companies were producing films in the area. Hollywood
had become the centre of the United States' motion-picture industry by 1915,
as more independent filmmakers relocated there from the East Coast. For
more than three decades, from the silent screen through the advent of the talk-
ing picture, such men as D. W. Griffith, Goldwyn, Adolph Zukor, William
Fox, Louis B. Mayer, Darryl F. Zanuck, and Harry Cohn served as overlords
of the great film studios — 20th Century—Fox, Metro-Goldwyn-Mayer, Para-
mount Pictures, Columbia, Warner Brothers, and others. Among the writers
who were fascinated with Hollywood in its «golden age» were the novelists F.
Scott Fitzgerald, Aldous Huxley, Evelyn Waugh, and Nathanael West.

After World War II, film studios began to move outside Hollywood;
and location filming around the world emptied many of the famous lots and
sound stages or turned them over to television show producers. With the ad-
vent of television, Hollywood began to alter its functions. By the early 1960s
it had become the source of much of American network television entertain-
ment. Some studios, such as Universal, became mammoth television produc-
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ers. The presence of thousands of technically skilled artisans in the Hollywood
area, as well as vast amounts of equipment, make it unlikely that the enter-
tainment industry will ever be completely uprooted.
Notes:
1. Hollywood — I'omnmuByn (mpuropon Jloc-Anmxkeneca, mratr Kamdop-
HUS; [ICHTP aMEPUKAHCKOW KMHEeMaTorpadum);
religious principles — peIMruo3Hbie MPUHITUIIBI;
crypts of such performers — ckiienbl TaAKUX UCTIOJTHUTENECH;
terrain — MECTHOCTD;
sober — 3JpaBOMBICIISIINIA;
throughfare — mpoe3sn;
gilded past — 30510TO€ TIpOIILIOE;

e i

tawdry — kpuJamuii, 6€3BKYCHBIN.

UNITED ARTISTS CORPORATION

United Artists Corporation is a major investor in and distributor of in-
dependently produced motion pictures in the United States. The corporation
was formed in 1919 by Charlie Chaplin, the comedy star; Mary Pickford and
her husband, Douglas Fairbanks, the popular film stars; and D. W. Griffith, the
director who was a pioneer in the development of camera techniques. They
were the leading filmmakers of their day and wanted complete freedom in
producing and distributing their films. The company also handled the distribu-
tion of high-quality films made by independent producers. United Artists was
the first major production company to be controlled by its artists rather than by
businessmen. It also started the trend among studios to act as distributing
agencies for films other than those it produced.

Besides the films of its founders (including Chaplin's «The Gold Rushy,
1925), United Artists prospered in the 1920s with films starring Buster Keaton
and Rudolph Valentino. The company met the new challenge of sound films in
the 1930s with the talents of such producers as Samuel Goldwyn and Alexan-
der Korda. The corporation eventually encountered financial difficulties,
though, and was reorganized in 1951: the production studio was sold, and
United Artists became solely a financing and distributing facility. Although
the new administration established itself with modestly budgeted films, the
company was fully competitive by the mid-1950s with all the major studios
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because of such films as «The African Queen» (1951), «West Side Story»
(1961) and others. The company's subsequent successes included the James
Bond and Pink Panther series and such films as «One Flew over the Cuckoo's
Nest» (1975). In its later years, United Artists underwent various ownerships
and corporate organizations.
Notes:

1. complete freedom — nonHas cBoboO1a;

2. to prosper — IpoIBETAaTh;

3. to undergo various ownerships — mpereprners (TEpeHECTH) pa3HbIE

(hopMbI COOCTBEHHOCTH.

WARNER BROTHERS

Warner Brothers — in full (1923—-69) Warner Brothers Pictures, Inc., or
(from 1969) Warner Bros. Inc. — is American motion-picture studio that intro-
duced the first genuine talking picture (1927). The company was founded by
four brothers, Harry, Albert, Samuel, and Jack Warner, who were the sons of
Benjamin Eichelbaum, an immigrant Polish cobbler and peddler. The brothers
began their careers showing moving pictures in Ohio and Pennsylvania on a
traveling basis. In 1903 they started acquiring movie theatres, and they then
moved into film distribution. Later they began producing their own films, and
in 1917 they shifted their production headquarters to Hollywood, Calif. They
established Warner Brothers Pictures, Inc., in 1923. The oldest of the brothers,
Harry (1881-1958), was the president of the company and ran its headquarters
in New York City, while Albert (1884-1967) was its treasurer and head of
sales and distribution. Sam (1888-1927) and Jack (1892—1978) managed the
studio in Hollywood.

When the company ran into financial difficulties in the mid-1920s, Sam
Warner persuaded his brothers to collaborate in developing a patent on a proc-
ess (Vitaphone) that made the «talkies» possible. The studio's «Don Juan»
(1926) opened with a completely synchronized musical sound track, and «The
Jazz Singer» (1927) had both synchronized music and dialogue. Warner
Brothers then made «Lights of New York» (1928), the first full-length all-
talking film, and «On with the Show» (1929), the first all-talking colour film.
The enormous financial success of these early sound films enabled Warner
Brothers to become a major motion-picture studio. By the 1930s Warner
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Brothers was producing about 100 motion pictures a year and controlled
360 theatres in the United States and more than 400 abroad.

Warner Brothers became known for its tightly budgeted, technically
competent entertainment films. In the early 1930s the company started the
craze for gangster films with «Little Caesar» (1930), «The Public Enemy»
(1931), and «Scarface» (1932). In the '30s Warner Brothers also presented
musical extravaganzas, many swashbuckling and adventure films, and dramas.
Among the studio's best-known films of the 1940s and '50s were «Casa-
blanca» (1942), «Watch on the Rhine» (1943), and «A Streetcar Named De-
sire» (1951). The studio's later box-office successes included «My Fair Lady»
(1964), «Bonnie and Clyde» (1967), «The Exorcist» (1973), «The Color Pur-
ple» (1985), and «The Fugitive» (1993).

Jack Warner was Warner's longtime vice president in charge of produc-
tion and became the company's president in 1956, after the last of his older
brothers had retired. He retired in 1972. Meanwhile, Warner Brothers had
undergone various corporate changes and had diversified into television
programming, book publishing, and musical recordings by the 1970s. In 1969
it became Warner Bros. Inc., a subsidiary of Warner Communications Inc.
In 1989 the latter company merged with Time Inc. to form Time Warner Inc.,
the largest media and entertainment corporation in the world. Time Warner
inaugurated the WB, a broadcast television network, in 1995.

Notes:
1. to collaborate — coTpyaHn4aTh;
to retire — yXOJAUTh B OTCTaBKY;
to diversify — pazHooOpa3utsb;
a subsidiary — 1o4epHss KOMIIaHMUS;

S

a broadcast television network — TeleBU3MOHHAS BELIATEIbHAS KOMIIA-
HUSL.

METRO-GOLDWYN-MAYER, INC.

Metro-Goldwyn-Mayer, Inc. is a motion picture and entertainment
company based in Santa Monica, California. A product of the 1981 merger
between film studios MGM Pictures and United Artists Pictures, Inc. (UA),
Metro-Goldwyn-Mayer (MGM) is one of the oldest and most influential stu-
dios in motion picture history. Many of Hollywood’s most famous movies
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were produced under the banner of either MGM or United Artists, including
«Gone With the Wind» (1939), «High Noon» (1950), «West Side Story»
(1961), «From Russia With Love» (1962), «Midnight Cowboy» (1969), «One
Flew Over the Cuckoo’s Nest» (1975), and «Rain Man» (1988). Battered by a
series of corporate takeovers and restructurings in the 1980s, MGM slid from
its position as a major Hollywood studio. United Artists Pictures became a
subsidiary of MGM after a major restructuring in 1992. But a string of hits in
the mid-1990s restored much of the luster to MGM and its UA subsidiary.

In 1916 Samuel Goldwyn formed The Goldwyn Picture Corporation
and introduced a roaring lion (Leo) as the trademark for his movies.
In 1924 Goldwyn’s studio merged with Metro Pictures and with Louis B.
Mayer Pictures to form MGM. Louis B. Mayer served as vice president and
general manager of MGM, gaining notoriety for his commanding, even dicta-
torial management style. Irving Thalberg, a protégé of Mayer, ran the new
company’s production division and developed MGM’s reputation for produc-
ing highly polished, technically sophisticated films. «Ben-Hur» (1926) be-
came the first in a long string of MGM blockbusters that also included «Grand
Hotel» (1932), «Boys Town» (1938), «Gone With the Wind», and «The Wiz-
ard of Oz» (1939). The studio later became known for its lavish musicals, such
as «Singin’ in the Rain» (1952), and for its epic dramas, such as «Doctor
Zhivagoy» (1965).

In 1970 a financier Kirk Kerkorian took over the studio. In 1973 Ker-
korian turned over most of MGM’s U. S. distribution to United Artists, a stu-
dio that had been formed in 1919 by silent-film stars Mary Pickford, Charlie
Chaplin, and Douglas Fairbanks, along with director D. W. Griffith. Kerkorian
acquired United Artists in 1974 and formed the MGM / UA Entertainment
Company.

In 1986 cable television tycoon Ted Turner purchased MGM’s film li-
brary for almost $500 million. The studio reorganized and changed its name
again, to MGM/UA Communications Company. By the late 1980s the studio
had begun losing money, and in 1990 Kerkorian sold the company to Italian
financier Giancarlo Parretti. In 1992 former Paramount Pictures chairman
Frank Mancuso was installed to lead MGM/UA, which became Metro-
Goldwyn-Mayer Inc., with United Artists Pictures as a subsidiary.

Under Mancuso’s leadership the studio began to regain some of its for-
mer stature in the motion-picture industry. «Stargate» (1994) became the first
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MGM picture in three years to make a considerable profit at the box office,
grossing over $40 million. «Goldeneye» (1995) then became the most profit-
able installment of the popular James Bond series of films, grossing over $350
million. Several hits followed. With its movies winning over audiences once
again, the company began expanding and creating new divisions, including
MGM Worldwide Television, a television production studio, MGM Anima-
tion, an animated-film studio; and MGM Interactive, a multimedia entertain-
ment company.
Notes:

1. trademark — ToproBas (pabpuuHnas) Mmapka;
dictatorial management style — nUKTaTOPCKHI1 CTUITH YIIPABIICHHUS;
notoriety — AypHas cliaBa;
television tycoon — TeJIeBU3MOHHBIA MarHar,

SRR

to regain former stature — BocCTaHaBJIMBATh CTAPYIO CTPYKTYPY.

PARAMOUNT PICTURES CORPORATION

Paramount Pictures Corporation, motion picture and television produc-
tion and distribution company based in New York City. One of the leading
film studios in the United States, Paramount has produced many popular mo-
tion pictures, such as «The Ten Commandments» (1923; remade in 1956),
«The Godfather» (1972) and its sequels, and «Forrest Gump» (1994).

Paramount was founded in 1912 as Adolf Zukor’s Famous Players Film
Company. Zukor, an immigrant to the United States from Hungary, began his
career in the entertainment industry in 1903. In 1912 he formed Engadine, a
film distribution company. He later added a film production division and re-
named the company Famous Players. In 1916 Zukor teamed with American
film producer Jesse Lasky to form the Famous Players-Lasky Corporation,
which soon took the name of its film distribution division, Paramount. The
company produced and distributed films, but it also built or bought hundreds
of theaters in the United States and Europe.

Paramount became one of the early leaders in the movie industry by ag-
gressively acquiring smaller production studios, by featuring popular actors in
its films, and by showing those films in its own theaters. In 1914 Zukor signed
a contract with American actor Mary Pickford, who quickly became one of the

101



most famous stars in the industry. Other early movie stars who performed in
Paramount films included Douglas Fairbanks, Gloria Swanson, Gary Cooper.

In 1926 the Balaban & Katz theater chain merged with Paramount, and
ten years later American producer Barney Balaban took charge of the opera-
tion. Under Balaban's leadership during the 1930s and 1940s, Paramount grew
even larger. The studio’s films «Going My Way» (1944) and «Lost Weekend»
(1945) each won Academy Awards for best picture. By the mid-1940s Para-
mount and four other large motion picture companies owned most of the
movie theaters in urban areas of the U. S., thereby controlling production, dis-
tribution, and presentation of virtually all American films.

But in 1948 Paramount sold their theater holdings. The studio’s influ-
ence in the motion picture industry diminished considerably. Paramount pro-
duced only an occasional hit during the 1950s and early 1960s. In 1966 Gulf
& Western Industries bought the company. When it acquired Paramount, Gulf
& Western was a holding company for dozens of other interests, including ci-
gars, mining, and real estate. With Gulf & Western’s backing, Paramount pro-
duced several hits, including «The Odd Couple» (1968), «Love Story» (1970),
«The Godfather», and «The Godfather I1» (1974).

In 1989 the company was renamed Paramount Communications Corpo-
ration. In 1994 Viacom bought Paramount. A year later Viacom launched a
television network, United Paramount Network.

Notes:
1. entertainment industry — HHAYCTpHS pa3BICUYCHHUS;
2. by aggressively acquiring — akTUBHO cKyrmas (OKynas);
3. by featuring popular actors — BeIBOJIsl (CHUMAsI) B TJIABHBIX POJISX TOITY-
JSIPHBIX aKTEPOB.

TWENTIETH CENTURY FOX FILM CORPORATION

Twentieth Century Fox Film Corporation is a motion picture and televi-
sion production company, based in Los Angeles, California. The company was
formed in 1935 by the merger of two film production companies, the Fox Film
Corporation and Twentieth Century Films. Long one of Hollywood’s leading
studios, Twentieth Century Fox produced hit films such as «The Sound of
Musicy» (1964) and «Star Wars» (1977).
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The company traces its origins to 1904 when William Fox, an immi-
grant to the United States from Hungary, started a chain of nickelodeon thea-
ters (movie houses that charged a nickel for admission) in New York City.
Fox began producing motion pictures in 1912, and three years later, in 1915,
he founded the Fox Film Corporation to produce, distribute, and exhibit films.
The company moved to California in 1917. From 1925 to 1928 the Fox Film
Corporation pioneered technology for recording and playing back sound on
film. Beginning in October 1927 Fox used the technology, which it called the
Movietone sound system, to bring sound to newsreels that it played in cinemas
before presentation of the company’s feature films. In 1928 Fox began making
feature sound films that used the Movietone system, and soon other major stu-
dios began converting to the technology.

Twentieth Century Films began in 1933 when Darryl F. Zanuck and Jo-
seph M. Schenck left their executive positions at Warner Bros. and United
Artists, respectively, to create a new company. Zanuck and Schenck merged
their company with Fox two years later in 1935 and formed Twentieth
Century-Fox.

In the late 1930s and '40s Twentieth Century-Fox produced mainly
Westerns, musicals, screen biographies, and religious epics, several important
social dramas, such as «Gentlemen's Agreement» (1947). In 1953 Twentieth
Century-Fox introduced CinemaScope, the process by which a picture is pro-
jected on a screen two and a half times as wide as it is high; the company's
first wide-screen feature film, «The Robe» (1953), began the trend toward the
use of wide screens in motion-picture theatres. Twentieth Century-Fox was the
studio that brought Marilyn Monroe to stardom in the 1950s. Among the stu-
dio's most successful musicals in that decade was «The King and I» (1956).

During the late 1950s and early 1960s Twentieth Century Fox nearly
went bankrupt after it produced a string of financial failures, including the
wildly expensive film «Cleopatra» (1963). In 1964 the studio became finan-
cially stable once again following the success of «The Sound of Music».

During the 1960s Twentieth Century Fox became a leading producer of
television shows with popular programs such as «Voyage to the Bottom of the
Sea» (1964-1968), «Batman» (1965-1968), and «Lost in Space» (1965-1968).
The film studio had a string of successful films in the 1970s, including «The
Poseidon Adventure» (1972), «Young Frankenstein» (1974), and «The Tower-
ing Inferno» (1974). In 1977 Twentieth Century Fox released «Star Warsy,
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a film that several other studios had chosen not to produce. The film grossed
nearly $200 million on its first release, breaking box-office records and sup-
plying the studio with revenue to make acquisitions outside of the film indus-
try. These acquisitions included resorts in Aspen, Colorado, and Monterey,
California.

In 1981 the corporation was bought by oil industry executive Marvin
Davis and his family, who in turn, in the course of 1985, sold it to the interna-
tional publisher Rupert Murdoch, Australian-born media mogul. After the pur-
chase Murdoch consolidated his American film and television companies un-
der a holding company, Fox, Inc. Fox produced several box office hits, includ-
ing «Wall Street» (1987). In 1996 the studio scored a blockbuster with «Inde-
pendence Day», which grossed more than $800 million worldwide.

Notes:

1. box office hit — kaccoBslif PpuiibMm;

2. box-office failure — kaccoBbIii IpoBalI;

3. on the eve of the Great Depression — HakanyHe Benukoil nenpeccuu;
caMbIil KpyIHBIA MUPOBOM 3KOHOMUYECKHUI Kpu3zuc 1929-1933 rr., xo-
topslii Hadasncsa B CLIIA u oxBaTwil BCe CTpaHbl C PHIHOYHBIM XO35MCT-
BOM; odummanbHONW naTod Hauyana Benukoil aempeccun cuHMTaETCS
OuprkeBOM Kpax Ha Y OJUI-CTPUT B «YEPHBIA BTOPHUK» 29 OoKTAOps 1929;
to merge — 0ObETUHSTE;
great commercial success — 00JIbIIONH KOMMEPUYECKUH yCreX;
to retrieve its fortune — BepHyTh cebe GopTyHY;

AR

Movietone — mnepBbli TEXHUYECKHI MPUEM, BKIIOYAIOLIUN 3BYKOBYIO
JOPOXKKY Ha IIJICHKE;
8. CinemaScope — CHHEMAaCKOII, CUCTEMA ITUPOKOIKPAHHOTO KHHO.

BOLLYWOOD: INDIA'S STAR MACHINE

India turns out more motion pictures each year than any other country in
the world. And Bollywood, the name given to the center of the Hindi film in-
dustry in Mumbai, India, is the dream factory for a great many of them.

In India, cinema is not entertainment. It’s a passion. Every day, millions
of moviegoers flock to the 13, 000-odd cinema halls scattered across the coun-
try to partake of a movable feast of spectacle, song, and dance. Since film pro-
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duction began in India in the early 1900s, India has made over 27,000 films in
52 languages. Today, India is the largest film-producing country in the world.

Indian moviemaking industry began in Bombay (now Mumbai) in the
1930s and developed into an enormous film empire. The Mumbai film indus-
try or Bollywood, as it’s popularly known, is India’s Hindi film capital.

Mumbai has occupied center stage in film history since the arrival of
cinema in India. On July 7, 1896, the first ever film to be screened in India, six
Lumiére Brothers shorts, was shown at Mumbai’s Watson Hotel. Soon, enter-
prising Indians in Mumbai were making similar shorts. By 1912 there were
efforts at filming stage plays, and Dadasaheb Phalke, widely acknowledged as
the father of Indian cinema, had established Phalke Films in Mumbai. One
year later, after pawning his wife’s jewelry and risking physical and financial
ruin, he made India’s first feature film. A resounding success, it ran for over
three weeks. In 1931 Ardeshir Marwan Irani, a Mumbai studio mogul, di-
rected the first Indian talkie «Alam Aray; in 1937 he produced India’s first in-
digenously processed color film, «Kisan Kanyay.

Since then, the Hindi film industry has grown in scale and ambition.
Over the years several classic genres emerged from Bollywood: the historical
epic, the curry western, the courtesan film, which highlights stunning cinema-
tography and sensual dance choreography, and the mythological movie.

Today, Bollywood resembles its products in its larger-than-life aura,
colorful personalities, and grand contradictions. Mumbai, home to more than
10 sprawling studios, churns out a variety of spectacles, ranging from big
budget, multi-star movies to C-grade quickies made on threadbare budgets in
10 to 15 days. At any given time, 200-plus films are under production, with
budgets ranging from $50, 000 to over $5 million. The approximately $500-
million industry employs around 100, 000 people.

Although Chennai (Madras), Hyderabad, and Calcutta are also impor-
tant film production centers, Bollywood films, with a wider reach, retain an
almost hypnotic hold on Indians across the world. Its stars are modern gods.
Megastars, rather than the plots, were often the driving force behind the films.
Beginning in 1936, when Ashok Kumar and Devika Rani emerged as the first
major star pair, the Indian public developed an insatiable appetite for news
about their screen heroes. This interest continued with male actors such as Raj
Kapoor, Dilip Kumar, and Dev Anand in the 1950s and '60s, Rajahs Khanna
in the '70s, Amitabh Bachchan in the '80s, and Shahrukh Khan in the '90s.
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Popular female icons included Madhubala in the 1950s, Mumtaz in the '60s,
Zeenat Aman in the '70s, Hema Malini in the '80s, and Madhuri Dixit and Ka-
jol in the '90s.

Over the years, Hindi films have taken giant strides technically but baby
steps thematically. While it isn’t unusual to find modern equipment like Arri-
flex cameras and Avid editing systems in Mumbai’s dusty studios, unconven-
tional themes are rare. Most mainstream movies subscribe to the two cardinal
rules of Mumbai moviemaking: there must be a love angle and there must be
songs.

Music has been an integral part of Indian cinema since «Alam Aray,
which had seven songs. Historians believe the musical form comes from In-
dian theater. Whether it is a thriller, an action film, a horror shocker, or a teen
romance, characters eventually break into song — often against the backdrop of
an impossibly beautiful location. Film songs, which are played at weddings,
festivals, celebrations, and in discos, are national anthems. Today, film music
is a big business, with successful soundtracks selling as many as 10 million
cassettes. And the various composers, singers, and choreographers are stars
themselves.

At the turn of the 21st century, Bollywood produced as many as 1, 000
feature films annually in all of India's major languages and in a variety of cit-
ies, and international audiences began to develop among Asians in the United
Kingdom and in the United States. Standard features of Bollywood films con-
tinued to be formulaic story lines, expertly choreographed fight scenes, spec-
tacular song-and-dance routines, emotion-charged melodrama, and larger-
than-life heroes.

So Bollywood thrives, in all its chaotic splendor. As the legendary
filmmaker, the late Raj Kapoor put it: «It’s here to live, it’s here to die. There
is no other earth and no other sky».

Notes:
1. Bollywood — bomnuByn (unauiickas kunounayctpusi) (ot B(ombay) +
(H)ollywood);
movable feast — mepexosmuii IEpKOBHBIN NMPa3IHUK;
gaudy — sipkuii, OpOCKuM, KpUUaIui;
sublime — BO3BBIIIICHHBIHN, BEINYECTBEHHBIMN;
sensual dance choreography — xopeorpadus 4yBCTBEHHOTO TaHIIa;
an integral part — HeoTheMIIEMAas YaCTh;

A o

national anthems — HallMOHAJILHBIE TUMHBI.
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TOHO MOTION PICTURE COMPANY

Toho Motion Picture Company is a leading Japanese motion-picture
studio.

The company was founded in 1936 by Kobayashi Ichizo, a former busi-
nessman who was the creator of an all-girl «opera troupe.» In 1932 he had or-
ganized the Tokyo Takarazuka Theatre Corporation, subsequently acquiring
several established theatres and building new and larger ones. His structures
housed three or more separate theatres, a model that is still followed in Japan.
In 1935 he gained control of two small companies, the PCL, a studio that had
first used modern production methods, and the JO, a company that produced
advertising films. The next year the Toho Motion Picture Distribution Corpo-
ration was formed to distribute films produced by these two studios. Famed
director Kurosawa Akira was one of the company's earliest employees.

Toho was the foremost Japanese filmmaker during World War II. After
the war, however, it experienced severe labour difficulties over unionization.
By 1948 Toho had ended production and was acting as a distributor for the
films of the Shintoho Motion Picture Company, which had been financed by
Toho in 1947. The studio reopened and in the 1950s introduced the first suc-
cessful Japanese-developed wide-screen process, Tohoscope, similar to the
American CinemaScope technique.

Notes:
1. to house — pa3memniarsp;
2. to acquire —puoOpeTaTh, MOKYMATh;
3. to experience severe labour difficulties — ucnbpITIBaTH CEpbe3HBIC TPYI-

HOCTH.

MOSFILM

Mosfilm does not need a special presentation because it is a film
industry association, which is often described as the largest and oldest in
Russia and in Europe. Its output includes most of the world-known Soviet
films, ranging from works by Tarkovsky and Eisenstein (commonly
considered the greatest Soviet directors), to the Red Westerns, to the Akira
Kurosawa co-production «Dersu Uzala» and the epic « War and Peace».

Today Mosfilm is the biggest and most well-equipped production stu-
dio. Film direction and camera and lighting equipment, actor catalogues and
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unique information archives, pyrotechnics and weapons, make-up and hair
pastiche, collections of retro motor-cars and costumes, up-to-the-minute sound
recording studios and editing rooms, post-production studios and the film
processing laboratory — all the components make up a single unique and pow-
erful structure which is called Mosfilm with its productive capacity of more
than 100 films a year.

Mosfilm produces and distributes cinema, TV and video production, as
well as renders services on the entire cycle of film production — from writing
the literary script to printing ready film copies.

Russian films produced in Mosfilm take part in film festivals, both in
Russia and abroad. First-rate professional awards and their success with the
public are undoubtedly evidences of high level of these films both from artis-
tic and technical points of view; they are also competitive in the world cinema
market.

The history of this huge film town which is situated on the Sparrow
Hills began in the remote 1920. Exactly that year two film factories which
belonged to prominent film producers of the early years of the twentieth
century A. A. Khanzhonkov and I. N. Jermol'ev were nationalized and handed
over under the authority of the All-Russia photo-and-film department. In
December 1922 this department was transformed in Goskino, and film studios
of Khanzhonkov and Jermol'ev which were under its authority got new names:
the «First factory» and the «Third factory» of Goskino correspondingly.
Mostilm was founded on the base of these factories in November 1923. The
first full-length film «Up on the Wings» (director Boris Mikhin) was released
onto screens of the country in January 1924. Since then Mosfilm which got its
present name in 1935 has been producing films regularly.

During the World War II the film studio was evacuated to Alma-Ata
(August 1941) and merged with other Soviet film studios into the Central
United Film Studio. The Mosfilm returned to Moscow at the end of 1943.

The famous emblem — the sculpture «Worker and Peasant Woman» by
V. Mukhina in front of the Spasskaya tower — appeared for the first time in
1947 in the film «Spring» by Grigoriy Alexandrov.

Many buildings are situated on the Mosfilm area, and they reflect typi-
cal features of architecture and construction of the epoch when they were
built.
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In 1948 the project of so-called «Greater Mosfilm» was adopted. It in-
cluded several blocks of motion-picture stages, office premises, the special
department of setting construction and other buildings. They are examples of
the architecture of the Stalin times what reflected especially in the spirit of
pomposity and a sort of heaviness.

Another demonstrative example is the building of the Staging Facilities
complex. It was erected with the use of large panels; its geometrical configura-
tions are simple and devoid of any decoration. The building is completely
meets the new industrial architectural style «out of glass and concrete» pre-
vailed in the late sixties—the seventies.

One of the last buildings raised on the Mosfilm area is the block of the
New Sound Studio. It demonstrates typical features of the architecture of the
eighties. The building front is faced with yellow bricks and decorated with the
arched entrance in the large lobby. This studio was designed by the well-
known English architect Tom Hidly, a recognized master just acoustical de-
sign. Here it is possible to work even with the big symphony orchestra to-
gether with a choir of 100 singers and to carry out high quality records of their
performance!

In the course of their activity Mosfilm studios produced more than
2500 films and several generations of native and foreign spectators were
brought up with these films. A great deal of them are included into the world
treasury of cinematography and won prizes of many festivals in our country
and abroad.

Some of these film classics granted international awards at various
film festivals are:

e A war drama «The Cranes Are Flying» (1957) directed by Mikhail
Kalatozov — a winner of Palme d'Or at the Cannes Film Festival in
1958; JletsaT xypaBnu

e A war film «Ballad of a Soldier» (1959) directed by Grigori Chukh-
rai — a winner of Special jury prize of Cannes Film Festival in
1959 and a nominee for Academy Award for Writing Original
Screenplay in 1961; bannana o conngare

e A war film «My Name is Ivan» (1962) directed by Andrei Tarkovsky —
a winner of the Golden Lion Award at the Venice Film Festival
in 1962; IBaHOBO AETCTBO
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e Historical «War and Peace» (1968) directed by Sergei Bondarchuk —
a winner of Academy Award for Best Foreign Language Film in 1968;
Bolina u mup

e Historical «The Brothers Karamazov» (1969) — a nominee of Academy
Award for Best Foreign Language Film in 1969; bpatbs Kapama3oBbl

e Historical «Tchaikovsky» directed by Igor Talankin (1971) -
a nominee of Academy Award for Best Foreign Language Film
in 1971; YalikoBckuit

e Historical «Dersu Uzala» (Soviet-Japanese joint production) directed
by Akira Kurosawa (1975) — a winner of Academy Award for Best
Foreign Language Film in 1975; [ep3y Y3ana

e A war film «The Ascent» directed by Larisa Shepitko (1976) —
a winner of the Golden Bear Award at the Berlin Film Festival
in 1977; BocxoxaeHue

e Melodrama «Moscow Does Not Believe In Tears» (1980) — a winner of
Academy Award for Best Foreign Language Film in 1980; Mocksa
cie3aM He BEpUT

e Drama «Private Life» (1981) directed by Yuli Raizman — a nominee of
Academy Award for Best Foreign Language Film in 1981. Yacthas
KHU3Hb
Now our studios also tend to follow their creative traditions and keep up

the image of the biggest film association in Europe.
Notes:

1. pomposity — MOMIE3HOCTB;

2. treasury of cinematography — COKpOBHIIIHHIIA KHHEMATOTpahuu;

3. heaviness — MaCCUBHOCTb.

GORKY FILM STUDIO

Gorky Film Studio is a film studio in Moscow, Russian Federation.
By the end of the Soviet Union, Gorky Film Studio had produced more than 1,
000 films. Many film classics were filmed at the Gorky Film Studio through-
out its history and some of these were granted international awards at various
film festivals.
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In 1915, Mikhail Semenovich Trofimov, a merchant from Kostroma, es-
tablished the Rus' film production unit with studio facilities. In 1936, the stu-
dio was transferred to Butyrskaya Street in Moscow. The Rus' studio, employ-
ing many actors from Stanislavsky's Moscow Art Theatre, specialized in film
adaptations of Russian classics.

In 1924, the Rus' studio was renamed into the International Workers Re-
lief agency abbreviated as Mezhrabpom-Rus'.

The first Soviet science-fiction film, «Aelita», was filmed at this studio
in 1924,

Four years later, the studio was renamed Mezhrabpomfilm, changing its
name once again in 1936 to Soyuzdetfilm, the world's first film studio which
specialized in films for children. The first soviet sound film, «Ticket for Life»,
was made there in 1931. Five years later, the first soviet color film, «Grunya
Kurnakovay, followed.

During World War II the film studio was evacuated to Dushanbe and
merged with Tadjikfilm. Upon returning to Moscow, the studio was given the
name of Maxim Gorky (in 1948). Between 1963 and 2004 its full name was
Maxim Gorky Central Film Studio for Children and Youth.

Since the 1950s, the Gorky Film Studio has been involved into dubbing
foreign features. A humorous «film-magazine» for children, «Yeralash», has
been filmed at this studio since 1975. Until the fall of the Soviet Union, the
Gorky Studio had a branch in Yalta. The studio survived the disintegration of
the USSR; it is now a private venture.

Selected films produced at this studio are a silent science-fiction film
«Aelitay (1924), directed by Yakov Protazanov; first soviet sound film
«Voucher to Life» (1931); first soviet color film «Grunya Kornakovay (1936,
another title «Solovej-solovushkoy); a fantasy film «Jack Frost» (1964); a war
film «Seventeen Moments of Spring» (1973, directed by Tatiana Lioznova);
children science-fiction «Guest from the Future» (1985).

Notes:
1. The Rus' studio — «Kunoarense «Pycby;
2. Mezhrabpom-Rus' — Mexpabnpom-Pycs;
3. Mezhrabpomfilm — MexnayHnapoanas padouasi momoiib (Mexpalrom);
4

. Soyuzdetfilm — Coroznerduibm;
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5. Maxim Gorky Central Film Studio for Children and Youth — IlenT-
palibHasi KHHOCTYAMS JETCKUX M FOHOIIeCKnX ¢uibMoB uM. M. ['opsb-
KOTO;

6. to survive the disintegration — mepexxuTh pacna.

LENFILM

Film studio «Lenfilm» is a production unit of the Russian film industry,
with its own film studio, located in Saint Petersburg, Russia, formerly Lenin-
grad.

The territory of Lenfilm was originally in the private ownership of the
Aquarium garden, which belonged to the merchant Georgy Alexandrov, who
managed a restaurant, a public garden and a theatre on the same site. The
composer Peter Tchaikovsky came to what was then the Aquarium theatre as a
guest to the 1893 performance of the overture to his «The Nutcracker» ballet.
Famous Russian bass singer Feodor Chaliapin performed here in the 1910s
and the early 1920s. Stars of the Soviet era also gave performances here, such
as Isaak Dunaevsky, and Leonid Utyosov with his jazz-band during the 1920s
and 1930s.

The facilities and land of the Leningrad film studio were nationalized in
1918 and it was established as a Soviet State-financed film industry. Within
just a few years it bore several different names, such as «Petrograd Cinema
Committee» and «SevZapKino» among various others. During 1924-1926 it
was temporarily named Leningrad Film Factory Goskino and eventually
changed its name several times during the 1920s and 1930s. Since 1934 the
studio has been named Lenfilm.

At that time many notable filmmakers, writers, and actors were active at
the studio, such as Yevgeni Zamyatin, Grigori Kozintsev, losif Kheifets, Ser-
gei Eisenstein, Sergei Yutkevich, Dmitri Shostakovich, Nikolai Akimov, Yuri
Tynyanov, Veniamin Kaverin, Viktor Shklovsky, and the writers of Serapion
Brothers, as well as many other figures of Russian and Soviet culture.

During the Soviet era Lenfilm was the second largest (after Mosfilm)
production branch of the Soviet film industry, which incorporated more than
30 film-studios located across the former Soviet Union.

During the World War II and the Siege of Leningrad very few cinema-
tographers remained active in the besieged Leningrad and made film docu-
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mentaries about the heroic fight against the Nazis. At the same time, most per-
sonnel and production units of the Lenfilm studio were evacuated to cities in
Central Asia, such as Alma-Ata (1942) and Samarkand. There «Lenfilmy»
temporarily merged with other Soviet film studios. The Lenfilm returned to
Leningrad in 1944.

By the end of the Soviet Union era, Lenfilm had produced about 1,500
films. Many film classics were produced at Lenfilm throughout its history and
some of these were granted international awards at various film festivals.

After the disintegration of the Soviet Union, Lenfilm became a quasi-
private film production company of Russia, retaining its name in spite of re-
naming of the city of Leningrad to St. Petersburg. Lenfilm is a place that is
closely connected with the world celebrities, such as Jane Fonda, Maximilian
Schell, Marina Vlady, Julia Ormond, Michael Caine, William Hurt, Sophie
Marceau, Sean Bean, Sandrine Bonnaire, Gerard Philipe, and with many great
Russians, such as: Vladimir Mayakovsky, Dmitri Shostakovich, Alexander
Ney, Kirill Lavrov, Daniil Granin, Pavel Kadochnikov, Aleksandr
Demyanenko, and many others.

Some films from filmography of Lenfilm are:

1934: cult film «Chapaevy, directed by Brothers Vasilyev.
1956: Children film «Aka. The Flying Carpet», directed by Gennadi
Kazansky.
1962: Film adaptation «The Amphibian Many, directed by Gennadi Kazansky.
1963: Film adaptation «Kain XVIII», directed by Erast Garin. Kaun XVIII
1964: Drama «Hamlet», directed by Grigori Kozintsev, the Golden Lion
Award at the Venice Film Festival in 1962 nominated and a winner of Special
Jury Prize.
1968: Spy film «Dead Season», directed by Savva Kulish.
1976: Film adaptation «The Blue Bird», directed by George Cukor.
1981: Film adaptation «The Hound of the Baskervillesy, directed by Igor
Maslennikov.
1996: Drama «Anna Kareninay, directed by Bernard Rose.
Notes:

1. quasi-private film company — mo4T yacTHass KHHOKOMIIaHUS;

2. to retain one’s name — COXpaHATh UMS;

3. temporarily — BpeMeHHO;
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4. to grant international awards — mpUCy»XaaTh MEXIyHapOIHbIE HATPAIbI
(mpemun).

FILM FESTIVALS

Film festivals are held, usually annual, for the purpose of evaluating
new or outstanding motion pictures. Sponsored by national or local govern-
ments, industry, service organizations, experimental film groups, or individual
promoters, the festivals provide an opportunity for filmmakers, distributors,
critics, and other interested persons to attend film showings and meet to dis-
cuss current artistic developments in film. The films may be of recent date
and, depending upon the focus of the individual festival, can include interna-
tional releases as well as films produced by the organisers' domestic film
industry. Sometimes there is a focus on a specific film-maker or genre
(e. g., film noir). At the festivals distributors can purchase films that they think
can be marketed successfully in their own countries.

The first festival was held in Venice in 1932. It remained unique until
after World War II, when the festival at Cannes, France, was founded. Since
1947, people interested in films have gathered in that small resort town to at-
tend official and unofficial showings of films. One more festival, The Edin-
burgh International Film Festival in the UK, was established in 1947 and it is
the longest continually running film festival in the world. Other important
festivals were initiated at Berlin, Moscow, Karlovy Vary (Czechoslovakia),
London, Toronto, San Francisco, Chicago, Hong Kong.

The first North American film festival was the Columbus International
Film & Video Festival, also known as The Chris Awards, held in 1953. Ac-
cording to the Film Arts Foundation in San Francisco, «The Chris Awards is
one of the most prestigious documentary, educational, business and informa-
tional competitions in the U. S; it is the oldest of its kind in North Americay.

Some festivals feature films of one country, and since the late 1960s
there have been special festivals for student filmmakers. Others are highly
specialized, such as those that feature only underwater photography or those
that deal with specific subjects, such as mountain climbing. New festivals in
Telluride (Colorado, USA) and Park City (Utah, USA) took a pivotal role in
the success of independent films since the 1970s. Short subjects and documen-
tary receive special attention at gatherings in Edinburgh (Scotland), Mann-
heim (Germany).
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Film festivals serve several functions. They provide an international
marketplace where producers and distributors can exchange ideas, view films,
and sign contracts. Festivals also provide an opportunity for fans to see popu-
lar stars and other celebrities. A further function of film festivals has been to
provide a cultural rendezvous for those interested in the art and influence of
the movies.

Since World War 11, film festivals have contributed significantly to the
development of the motion-picture industry in many countries. The popularity
of Italian films at the Cannes and Venice film festivals played an important
part in the rebirth of the Italian industry. In 1951 Kurosawa Akira's «Rasho-
mon» won the Golden Lion at Venice, focusing attention on Japanese films
and the Japanese film industry, which had been previously unknown in the
West.

Most film festivals require filmmakers to pay an entry fee to have their
works considered for screening. This is especially commonplace among larger
film festivals, such as the Cannes Film Festival, Toronto International Film
Festival, and Sundance Film Festival. However, not all film festivals require
an entry fee. Rotterdam Film Festival, for example, does not charge an entry
fee to submit work. There are also many smaller film festivals which do not
charge entry fees, however, acceptance of films is usually more limited, and
such film festivals do not necessarily attract big names in their audiences like
Sundance and Telluride do.

Interest in the festivals persisted, and they continued to increase in
number and in size. Today there are thousands of film festivals around the
world, ranging from high profile festivals such as Sundance Film Festival
(Park City, Utah) and Cannes Film Festival (France), to horror festivals such
as Terror Film Festival (Philadelphia, PA).

Notes:

1. to discuss current artistic developments in film — oO6cyknaTh Tekymme
XyJI0’KECTBEHHBIC COOBITHS B KUHO;
to provide a cultural rendezvous — oGecrieunBaTh KyJbTypHYIO BCTPEUY;
to sign contracts — 3aKkyr04aTh (MOAMUCHIBATH) KOHTPAKTHI;
rebirth — Bo3poxieHue;

O

to deal with specific subjects — umeTh z1e710 ¢ onpeeIeHHON TeMaTHU-
KOM;
6. to charge entry fee — Ha3HaYUTH BXOAHYIO IJIATY.
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CANNES FESTIVAL

«The Festival is an apolitical no-man's-land,

a microcosm of what the world would be like if

people could contact each other directly and speak
the same language».

Jean Cocteau

In 1939, French minister for Public Instruction and the Arts proposed
the creation of an international film event in France. Cannes was chosen for its
«sunshine and enchanting setting». However, the first International Film Fes-
tival was postponed due to the war. In 1945, the French Association for Artis-
tic Action was asked once again to organise a festival to be held under the ae-
gis of the Ministry of Foreign Affairs, the Ministry of National Education and,
from 1946 onwards, the newly founded National Cinema (CNC).

On September 20, 1946 the International Film Festival — the first impor-
tant international postwar cultural event — opened its doors at the former Ca-
sino de Cannes. It was run as a non-profit organisation with a board of direc-
tors, attaining charitable status in 1972. Apart from 1948 and 1950, when lack
of funds led to the cancellation of the event, the Festival has taken place each
and every year, at first in September, then in May (as of 1951), running ap-
proximately two weeks. In 1968, the Festival was interrupted due to political
turmoil. At the outset, the Festival was principally a tourist and social event,
more a film forum than a competition, since nearly every film screened
walked off with a prize. Over the years, the great increase in participants and
new economic stakes involved shifted its orientation. The Festival became the
most media-covered annual event of the film industry, with today over 4, 000
journalists representing 1, 600 media companies.

As of 1959, the official creation of the Film Market increased still fur-
ther the impact of the Festival, providing it with a commercial platform and
facilitating meetings and discussions between film industry buyers and sellers.
In the forty-five years of its ever-growing existence, the Film Market has be-
come the leading market place in the world for international film business.
In the same way, the Village International, created in 2000 has enabled an
ever-increasing number of countries to promote their culture and cinema.
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At the beginning, the Festival presented films chosen by their country of
origin. In 1972, at the request of General Delegate, the Festival's President,
and the Board of Directors — the Festival would be the sole decision-maker
and would select those films from all over the world it wanted to present. This
decision marked a turning point and was quickly taken up by other festivals.

In 1998, Gilles Jacob created the Cinefondation, a selection of short and
medium-length motion pictures from film schools all over the world. Its objec-
tive: to discover and promote new talent. Since its creation, over 2,000 films
from every continent have been sent to the Festival to compete for selection.

Following up on this initiative, the Festival opened the Residence in
Paris in the autumn of 2000, to pursue the same objective: providing young
filmmakers with the chance to develop their screen projects outside their coun-
tries of origin and thus encourage the promotion of their work abroad.

In 2000 the members of the board elected Gilles Jacob as the President.
The Festival developed a series of initatives encouraging both professional
and creative development. Since 2004, the Producer's Network has been help-
ing producers from around the world find new partnerships and investors. This
was also the year the Short Film Corner was created, as a platform for screen-
ing and promoting shorts. And another addition was the Cinema de la Plage —
an 'outside the walls' theatre on the beach that screened films from the Official
Selection and brought Cannes to the masses.

In 2007, to celebrate the 60th anniversary of the Festival de Cannes,
Gilles Jacob invited 33 of the greatest film-makers in the entire world to take
part in the anniversary film To Each His Cinema, by directing in 3 minutes
each, a short based on the theme of the motion-picture theatre. The film was
screened at the anniversary evening of the Festival in the presence of its 33 di-
rectors. Among them were Takeshi Kitano, Andrei Konchalovsky, Claude
Lelouch, David Lynch, Roman Polanski, Raul Ruiz, Wong Kar Wai.

Notes:
1. under the aegis — mo Aru0i (3aIUTON);
2. due to political turmoil — u3-3a TOIUTHIECKUX OECIIOPSIKOB;
3. annual event — exxerogHoe COOBITHE;
4. to promote culture and cinema — noaepKUBaTh KyJIbTYypy U KUHEMATO-

rpad.
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«KINOTAVR»

«Kinotavr» 1s the largest national film festival. Every year in June, on
the Black sea coast in Sochi, the top talents of Russian cinema come together:
directors, producers, actors, script writers, directors of photography. They
come to participate in the country’s main cinematic event. For sixteen years
«Kinotavr» has uncovered new names and talented, real cinema.

The ten days of the festival are filled with a variety of events, among
which people can choose according to their own interest. Thus, «Kinotavry is:
e Competition, non-competition and special screenings of the most interest-

ing films of the year. The tradition of the special programme «Cinema on
the Square» is especially precious to the citizens and visitors of Sochi.
In the evenings, on the big square in front of the Winter Theatre, some
thousand people gather to watch great cinema directly under the starry sky
of Sochi.

e Professional round tables, masters-classes, press conferences with cinema-
tographers.

e The impressive opening and closing ceremonies of «Kinotavry, with the
opening highlight of the so-called «Star Walk», along which the most
popular filmmakers and actors make their way to the Winter Theatre.

e The cultural programme: concerts by stars, shows and entertainment.

The history of «Kinotavry» began in 1990, when the non-state, independ-
ent company «Moscow Suburbs» under the direction of Mark Rudinstein or-
ganized a «Festival of Un-bought Cinema» in Podolsk with the aim of sup-
porting national cinema at a time when the national distribution network had
collapsed. Rudinstein’s initiative was the first response of cinematographers to
the problems of the Russian film industry during perestroika, which was con-
nected, above all, with the reductions in film financing. This undertaking
received support from cinema audiences, and in 1991 the national festival
«Kinotavr» was born in Sochi, headed by Mark Rudinstein and Oleg Yank-
ovsky, the festival’s permanent president since 1993.

In 2005 «Kinotavry», the largest Russian film festival, changed owners.
«Kinotavr’s» founder Mark Rudinstein passed his «child» into the hands of
Alexander Rodniansky and Igor Tolstunov. A board of trustees of the festival
was set up, which includes: Peter Aven, President of the shareholding com-
pany «Alpha Bank»; Oleg Deripaska, General Director of the shareholding
company «Russian Aluminiumy»; Vitali Ignatenko, General Director of
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«ITAR-TASS»; Alexander Tkachev, Governor of the Krasnodar Region;
Mikhail Shvydkoi, Head of the Federal Agency for Culture and Cinematogra-
phy; Konstantin Ernst, General Director of the shareholding company «First
Channel».

The 16th «Kinotavr» festival, which took place in Sochi from 2—12 June
2005, continued with the best traditions that developed over fifteen years, but
also made a number of innovations. The competition programme reflected the
most recent trends in Russian cinema, and more attention was given to the
business part of the festival: professional round tables, discussions of films by
critics, masters-classes for young experts, special screenings that promote
Russian films to foreign visitors. A dense business schedule and a serious pro-
fessional approach became the distinctive features of the 16th «Kinotavry fes-
tival. In 2005 the festival united everyone who was not indifferent to the fu-
ture of Russian cinema and its international prestige.

With the arrival of the new management «Kinotavr» began to change
and became professionally aimed at the future. The project «Kinotavr-
Region», which has been developed to widen the festival’s audience, is grow-
ing. Thanks to this project, the inhabitants of Ekaterinburg, Saint Petersburg,
Perm, Samara and Tomsk have seen the best Russian films from «Kinotavr
2005» and the main premieres of the season during the autumn of 2005. Thus,
the festival «Kinotavr» is gradually turning from a Sochi-event into an
all-Russian event, and is beginning to develop strong international links.

«Kinotavr» has not stripped Moscow of its attention either. In order to
see the most interesting Russian films it is now no longer necessary to make
the trip to Sochi. On 1 December 2005 «Kinotavr» opened its own film-club
on the premises of the cinema «Fitil». Henceforth, the most worthy and tal-
ented films can be seen in Moscow! And not only seen, but also discussed
with the filmmakers and well-known film critics, during a pleasant evening
out in the company of true film buffs.

Notes:
1. to uncover new names — OTKPBITh HOBBIC IMEHA;
2. starry sky — 3Be3qHOE HEOO;
3. anumber of innovations — psiJi HOBOBBEICHU (HOBIIIECTB);
4. to strip somebody of one’s attention — JMIINTH KOTO-TO YbEro-IHOO
BHUMAaHWSI;
5. true film buff — uctTunHbIi THOOUTENH KUHO.
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VI. FILM CELEBRITIES

In most film projects, the director is at the center of all creative deci-
sions. He or she often selects the script and the key members of the cast and
artistic staff. Although the director is rarely seen before the camera, the direc-
tor’s spirit imbues the film with a characteristic sense of rhythm, color, viva-
ciousness, and artistic balance.

Of all the artists involved in films, the actors and actresses are closest to
the audience. The public more often goes to see a motion picture for its stars
than for any other single reason. The divergent techniques of stage and film
acting are well understood, and there are many leading players who excel in
both. But the greatest film stars have a talent peculiar to the screen alone. This
talent often seems to be related not to how well they act but to the sort of per-
son they appear to be.

FOUR GREAT COMEDIANS OF THE SILENT CINEMA

None of the great silent screen comedians is alive today. Chaplin died in
1977, Harold Lloyd died in 1971. Buster Keaton in 1966. Harry Langdon in
1944. Although their movies faded in the 30's, they left us an invaluable short
and feature-length comedies of the 1920's. All of them were superior actors
of rare gift. They were contemporaries and colleagues, but their fates were
different.

The most beloved of the four, the most appreciated by critics, Charles
Chaplin, was the first to win general acclaim. Chaplin was a master of panto-
mime — skilled in acrobatics and dancing, which he had learned in the London
music hall. It is interesting to note that his type of comedy was born in the
16th century in the improvisational theatre created by Travelling players. But
Chaplin managed to breathe a new life into the old theatre form.

His virtuoso improvisations quickly attracted the attention of American
film-makers. At first he turned down all offers but in 1913 he finally joined
Mack Sennet's film company. In one year, 1914, Chaplin appeared in a great
number of short films. His success with the public was truly unique. This fact
opened great opportunities for him to start his own business. He showed rare
versatility in acting as the producer-director-script-writer-musician-leading
actor of his own comedies. Cinema with its world-wide distribution led to
the development of the greatest comedian of the 20th century. Three great
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features — «The Kid», «The Gold Rush» and «The Circus» were created by
Chaplin in the golden age of silent screen comedy. However Chaplin didn't
give up making silent films even after sound came to the cinema. So great was
Chaplin's popularity in the 30s, that he was able to keep on producing his si-
lent masterpieces in the sound age: «City Lights» (1931), «Modern Times»
(1936).

Neither Harold Lloyd nor Buster Keaton had the influence on critics
and the public that Chaplin had. But today we realize that these two comedi-
ans' contribution to the genre has been profound as well. Both comedians used
story material of a young American trying to be successful as a man, in his
love and in his business — familiar and popular American themes of the 1920's.
Though they were both gifted and original actors it took them longer to re-
ceive recognition that could compete with Chaplin's fame. In general compet-
ing with Chaplin was a hard job. Most comedians of the time had to give up
their ambition being unable to introduce so many gags and fun into one film.
Later Harold Lloyd pointed out that Chaplin's films of those early days had
forced them either to use the same technique of a string of gags or lose at the
box-office. That's why there was inner likeness between Chaplin's comedies
and those of his contemporaries. Chaplin's influence was dominating.

But Lloyd and Keaton could match Chaplin in his skill, they carried
over this technique to their full- length movies of the 20's. By the early 1920's
both Lloyd and Keaton were already well-known to the public and could start
producing feature films, which meant that they were very successful at the
box-office. All Keaton's movies include chase and fight sequences with a
string of gags. Like Chaplin and Lloyd he was a master of developing an eve-
ryday situation that aroused many laughs. He was able to build a thrilling story
together with a progressive development of laughter.

Few people remember Harry Langdon as one of the great comedians of
the late 20's, but he did rival Chaplin, Lloyd and Keaton in popularity in the
three years of 1925—-1927 which marked the highlight of his career. The man-
child portrait made him different from the other major comedians of his time.

The four great comedians — Chaplin, Lloyd, Keaton and Langdon, cre-
ated a great comic tradition that was carried on into the sound age. Most of our
contemporary comedians keep on perfecting the art that had been developed in
the 20's. The works of Chaplin, Lloyd, Keaton and Langdon will live on.
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These great comedians have given us masterpieces that will never fade, and
they will influence the film comedies yet to be born.
Notes:
1. to fade — GnekHyTH;
appreciated — OllEHEHHBI;
to turn down — oTBeprarTs;
in one year — 3a OJIMH TOJI;
to keep on — npoaomKaTh;
sound age — s1oxa 3ByKOBOTO KHHO;
a string of gags — HabOp BBITYMOK, OTCEOSTUHBI;
to lose the box-office — morepneTs KaccoBbIi TPOBAI;

e A

to rival, to compete — conepHUYaTh;
10.masterpiece — meaesp.

CHAPLIN’S FIRST APPEARANCE ON THE STAGE

Mother had been having trouble with her voice, but she was obliged to
work, so her voice grew progressively worse. In the middle of singing it
cracked or suddenly disappeared into a whisper, and the audience started
laughing. This influenced deeply her health and her theatrical engagements.

It was because of her vocal condition that at the age of five I made my
first appearance on the stage. Mother usually brought me to the theatre at
night. She was playing at Aldershot at the time, a small theatre where mostly
soldiers gathered.

I remember I was standing in the wings when Mother’s voice cracked
and went into a whisper. The audience began to laugh and sing falsetto and
make catcalls. At first I did not quite understand what was going on. But the
noise increased until Mother had to walk off the stage. When she came into
the wings she was very upset and argued with the stage manager who sug-
gested to let me go on in her place. I remember he took me by the hand and
after a few explanatory words to the audience, left me on the stage alone. |
started to sing accompanied by the orchestra. It was a well-known song called
«Jack Jonesy...

Soon a shower (= rain) of money poured onto the stage. Immediately |
stopped and said that I would pick up the money first and sing afterwards.
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This caused much laughter. The manager came on the stage and helped me to
gather it up.

I talked to the audience, danced, and did several imitations including
one of Mother's songs that she sang that evening. And in repeating the chorus,
in all innocence I imitated Mother’s voice and was surprised at the impression
it had on the audience. There was laughter and cheers, then more money-
throwing and when Mother came on the stage to carry me off, her presence
evoked great applause.

That night was my first appearance on the stage and Mother’s last.
Notes:

1. to make catcalls — ocBUCTBHIBATH;
2. to crack — momatbcs (0 rojoce).

GRETA GARBO

Greta Garbo, the distinguished film actress, was a unique personality
among Hollywood stars in the 1920-30's, who never revealed to the world her
biography. Film-fans knew every movement, every gesture, every change of
her lovely exquisite face in different shots of different films, but no one ever
saw the real Garbo in life. Her loneliness, or rather her ability to stand alone,
her vagueness, aroused a great curiosity.

All we know about her is that she was born in Stockholm in 1906, was
trained in the city school, and at the age of 16 became a pupil of the Royal
Dramatic Academy. She never played on the stage. At the Academy her mus-
ter was Marice Stiller. It was he who taught her to play and they made a few
pictures together in Sweden. He was the first to understand that she would
make a distinguished actress. If Marice Stiller hadn't taken Garbo to Holly-
wood, the world, perhaps, wouldn't have known one of its best film actresses.

What did she have that made her a great star? If the way she worked in
front of the camera were not known it would be impossible to grasp how she
produced the effect on the screen. Her work began when she was given a
script. She studied it very thoroughly. She studied out every situation, every
tiny detail of it, every thing. She memorized all the script, which had been
translated specially for her into Swedish. She knew exactly what she would do
in front of the camera in every episode. And she worked at top speed and at
full emotion. She never rehearsed. If she had already rehearsed a scene she

123



would have been unable to play it in front of the camera right away, because
when she started to act she expanded terrific energy, all her inner fire. She
gave to the camera all she had, leaving nothing for herself. She gave to the
camera what she refused to give human beings. Many actors found that it was
extremely difficult to play with Garbo. And really only great ones, who could
do well without rehearsals could be her partners.

When the camera started working her face changed, her expression, her
whole emotional mood came to life. It was a miracle. Like every great actress
she could throw all of herself into a part, and having done that, she came out
of it quite lifeless, her vitality burnt out. On the set between scenes she would
sleep in a chair during all the intervals. After having been shot in a number of
sequences she went straight home from the studio to rest. She wouldn't have
been so tired if she had not identified with a role, if she had saved some en-
ergy for herself.

When she was asked to do something of which she couldn't approve of
artistically she never agreed, explaining her way of seeing it. When the direc-
tor insisted on his way she would simply say, «I go home.» — the immortal
phrase associated with Garbo — and she did go home and returned to the pic-
ture if the director accepted her idea; if he didn't she would really stay at
home.

Notes:
1. to reveal — packpbiBaTh;
vagueness — TAMHCTBEHHOCTb;
to arouse curiosity — BbI3bIBaTh JFOOOIBITCTBO;
to grasp — IOHATD,
at top speed — ¢ OGenieHO CKOPOCTHIO;
to expand energy — U3JIy4aTh SHEPTHIO;
vitality — ®u3HECTIOCOOHOCTb;
her way of — T0, Kak oHa;
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immortal — BEUHBIA.

ALFRED HITCHCOCK

Hitchcock, Sir Alfred (1899-1980) is an English-born motion-picture
director whose suspenseful films won immense popularity.
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The son of a London poultry dealer, Hitchcock attended St. Ignatius
College, London, and the University of London, where he studied engineering.
In 1920 he began to work in the motion-picture industry, designing title cards
for the Famous Players-Lasky Company. Within a few years he had become a
scenario writer and an assistant director, and he directed his first film
«The Pleasure Garden» in 1925. With «The Lodger» (1926) Hitchcock began
making the «thrillers» with which he was to become identified. His «Black-
mail» (1929) was the first successful British talking picture. During the 1930s
he directed such classic suspense films as «The Man Who Knew Too Much»
(1934), «The Thirty-nine Steps» (1935), «Sabotage» (1936), and «The Lady
Vanishes» (1938). In 1939 Hitchcock left England for Hollywood, where his
first film, «Rebecca» (1940), won an Academy Award for best picture.

During the next three decades Hitchcock usually made a film a year in
the Hollywood motion-picture system. Among the important films he directed
during the 1940s were «Suspicion» (1941), «Shadow of a Doubt» (1943),
«Lifeboaty (1944), «Spellbound» (1945), and «Rope» (1948). He began func-
tioning as his own producer in 1948, and he went on in the 1950s to make a
series of big-budget suspense films starring some of the leading actors and ac-
tresses of Hollywood. These films include «Strangers on a Train» (1951), «To
Catch a Thief» (1954), «The Man Who Knew Too Much» (1955; a remake of
the 1934 film), «North by Northwest» (1959). In the 1960s Hitchcock turned
to making thrillers with new and original emphases, among them «Psycho»
(1960), «The Birds» (1963), and «Marnie» (1964).

Hitchcock's films usually centre on either murder or espionage, with de-
ception, mistaken identities, and chase sequences complicating and enlivening
the plot. Wry touches of humour and occasional intrusions of the macabre
complete this mixture of cinematic elements. Three main themes predominate
in Hitchcock's films. The most common is that of the innocent man who is
mistakenly suspected or accused of a crime and who must then track down the
real perpetrator in order to clear himself. Examples of films having this theme
include «The Thirty-nine Steps», «Strangers on a Train», «To Catch a Thief»,
«The Wrong Many, «North by Northwest», and «Frenzy». The second theme
is that of the guilty woman who enmeshes a male protagonist and ends up ei-
ther destroying him or being saved by him; examples of this theme include
«Blackmail», «Sabotage», «Notorious», «Rebecca», and «Marnie». The third
theme is that of the (frequently psychopathic) murderer whose identity is es-
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tablished during the working out of the plot; examples of this theme include
«Shadow of a Doubty», «Rope», «Psycho». The psychopathic killer theme may
sometimes be combined with the plot of the falsely accused innocent man, as
in «Frenzy».

Hitchcock's greatest gift was his mastery of the technical mans to build
and maintain suspense. To this end he used innovative camera viewpoints and
movements, elaborate editing techniques, and effective soundtrack music. He
had a sound grasp of human psychology, as manifested both in his credible
treatment of everyday life and in the tense and nightmarish situations encoun-
tered in his more chilling films. His ability to convincingly evoke human men-
ace, subterfuge, and fear gave his psychological thrillers great impact while
maintaining their subtlety and believability.

Hitchcock produced several popular American television series in the
1950s and '60s, which he introduced and sometimes directed. His name also
appeared on a series of mystery-story anthologies. He received the American
Film Institute's Life Achievement Award in 1979 and was knighted by Queen
Elizabeth II in 1980.

Notes:
1. poultry dealer — Toprosen foMaImIHeH NTUITHI;
to predominate — npeo0G1aaaTh (TOCMOCTBOBATH);
the great gift — Gonbiioit TanauT (map);
to evoke menace — BEI3BIBAThH OITACHOCTD;
espionage — MIMHOHAX;
deception — oOmaH;
intrusion — BTOp>KEHHUE;

© NS kWD

macabre — JKyTKH.

PAUL NEWMAN

Paul Newman, actor, director, and racing driver, was born so good-
looking that people said it was a shame to waste such beauty on a boy. He was
born in Cleveland, Ohio, in 1925, and did some acting in high school and col-
lege, but never seriously considered making it his future career. However, af-
ter graduating, he immediately started working in the theatre. He met his first
wife, Jackie Witte, while they were acting together, and they got married
in 1949. They had three children, a boy and two girls.
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He found work in the theatre and on several TV shows in New York.
When he was thirty, he went to Los Angeles and made his first film. It was
what Newman called an 'uncomfortable' start in the movies, in the role of the
Greek slave. The experience was so bad that he went back to the theatre, and
didn't accept another film role for two years.

The film he chose was his big break. He played the boxer, Rocky
Graziano, in the film «Someone up There Likes Me». He spent days — from
morning till night — with Graziano. He studied the fighter's speech and
watched him box, and they talked endlessly about Graziano's childhood. The
picture brought Newman stardom overnight.

He was living in Los Angeles away form his family when he met
Joanne Woodward, an actress who he had first met in New York. They
worked together in «The Long Hot Summer». His wife, Jackie, and Paul rec-
ognized that their marriage wasn't working, and got divorced. Newman and
Miss Woodward were married in Las Vegas in 1958.

Newman went on to make films such as «Cat on a Hot Tin Roof»,
«The Hustler», «Butch Cassidy and the Sundance Kid», «The Sting» and
«Towering Inferno». He has made over forty-five films, and has won many
awards, but he has never won an Oscar.

His marriage to Woodward is one of the longest and strongest in Hol-
lywood. They have three daughters, and they have co-starred in six films. Ever
since the film «Winning», Newman has been passionately interested in car
racing, and in 1979 he came second in the twenty-four hour Le Mans race. But
the end of the 1973s was not all good news for him. In 1978 his only son,
Scott, died of a drug overdose, and as a result Newman created the Scott
Newman Foundation to inform young people on drug abuse.

He was a strong social conscience, and has supported causes such as the
anti-nuclear movement, the environment, and driver education. All the money
from 'Newman's Own' salad dressing, popcorn, and spaghetti sauce, now a
multi-million dollar business, goes to charity. He is more than just a movie
star. 'l would like to be remembered as a man who has tried to help people to
communicate with each other, ' says Newman, 'and who has tried to do some-
thing good with his life. You have to keep trying. That's the most important
thing. '

Notes:
1. it was a shame — ObLIIO kanb;
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uncomfortable start — Hey1TauHOE HaYao;
break — mpopsiB;

stardom — moI0KeHNE 3BE3/IbI;

overnight — ObICTPO, BHE3AIHO;

abuse — 3110y110TpebIICHHE;

salad dressing — nmpuripaBa k canary;

el A i

the highs and lows — B371eThI ¥ TafeHUS.

STANLEY KUBRICK

(1928-1999)

He is an American motion-picture director and writer whose films are
characterized by a cool, formal visual style, meticulous attention to detail, and
a detached, often ironic pessimism.

Having become interested in photography in high school, Kubrick
became a staff photographer for Look magazine at age 17. His first film,
«The Day of the Fight» (1951), is a short documentary about the boxing
world. His first feature-length film, «Fear and Desire» (1953), dealt
with World War II.

«Paths of Glory» (1957), a story of military injustice in the French army
during World War I, brought Kubrick into prominence as a director. It was
followed by films, mostly shot in England, that explored the incongruities and
violence underlying modern life and reached imaginatively into the world of
the future. After «Spartacus» (1960), a historical epic, Kubrick made «Lolitay
(1962), based on the novel by Vladimir Nabokov, «Dr. Strangelove» (1964),
which turned the possibility of a nuclear war into a grim joke; «2001. A Space
Odyssey» (1968), which earned an Academy Award for special visual effects;
«A Clockwork Orange» (1971), based on the dystopian novel by Anthony
Burgess; «Barry Lyndon» (1975), based on William Makepeace Thackeray’s
novel of manners; «The Shining» (1980), a horror film based on the novel by
Stephen King; «Full Metal Jacket» (1987), about the Vietnam War; and the
posthumously released «Eyes Wide Shut» (1999), an exploration of marital
fidelity and sexuality.

Notes:
1. meticulous attention to detail — TIaTeapbHOE BHUMAHHUE K JIETAIISIM;
2. injustice — HeCIIpaBEeIUBBI;
3. marital fidelity — cynpy»eckas BEpHOCTb.
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AKIRA KUROSAWA ABOUT HIMSELF

I am the kind of man who puts passion in his work. If I lost my passion
for the cinema I would be lost, as cinema is all my life. I couldn't be called an
artist if each of my films were not a result of my personal experience. I think a
director always makes films based on his own experience. I don't believe that
a film can be made for the public if it does not convey the ideas of the direc-
tor. If the film is liked and responded by the public, if the audience is agitated
by the film, then it means that their ideas are close to the director's understand-
ing of the world. A director cannot make a film that differs from his approach
to life, at least if he is honest.

In my work, first of all, I rely on the scenario, which is the most impor-
tant part of film-making. If the basis of the scenario is solid, one can add
something new, and it remains right.

When I begin to write I do not think of the overall construction of the
film. I write the first scene, then I let myself be carried away by my fantasy.
The scene develops, transforms itself, takes on unexpected turns. I never write
a screen-play as if it were something complete in itself. I start visually repre-
senting the first scene with certain follow-ups that appear from the situation.
If the character is truly strong he will start evolving himself. But before he
can, it takes a lot of hard work. One should never try to foresee the last scene.

Nobody ever knows what will happen to a character. I think that I al-
ways try to be a realist. But I do not make it, because I cannot look at the
world coldly. I think that in order to make a realist one must search, find and
look at the realities hidden under the surface of things.

Notes:
1. to put passion — BKJIaIpIBaTh CTPACTh;
personal experience — TUYHBIN OIBIT;
to be agitated by the film — ObITh B3BOJTHOBaHHBIM (HUITBEMOM;
approach to life — moaxo K xu3HU;

to rely on — nmosaratecs Ha..., ObITh YBEPEHHBIM B...;
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to take on unexpected turn — mpuHUMAaTH HEOKUAAHHBII 0OOPOT.
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SEAN CONNERY

Connery, Sir Sean was born on August 25, 1930. His original name is
Thomas Connery. He is a Scottish-born actor whose popularity in James Bond
spy thrillers led to a successful, decades-long film career.

After a three-year stint in the navy and a series of odd jobs, Connery
became a model for student artists and men's fashion catalogs. He represented
Scotland in the 1953 Mr. Universe contest (he finished third in the tall-man's
division), which in turn led to work as an extra in stage productions. In 1954
he landed a small part in a touring production of the Rodgers and Hammer-
stein musical «South Pacific» and eventually took the leading role. More stage
and television work followed, including a much-praised performance as
washed-up boxer Mountain Rivera in the BBC television production of Rod
Serling's «Requiem for a Heavyweight». Connery made his film debut in «Li-
lacs in the Spring» (1955) and received top billing for the first time in «On the
Fiddle» (1961). His other notable films of the period include the Disney fan-
tasy «Darby O'Gill and the Little People» (1959) and the World War 1II epic
«The Longest Day» (1962).

In 1962 Connery was cast in the role of James Bond, agent 007 of the
British secret service, in the screen adaptation of lan Fleming’s spy thriller
«Dr. No». The immense success of the film and its immediate sequels, «From
Russia with Love» (1963) and «Goldfinger» (1964), established the James
Bond films as a worldwide phenomenon and Connery as an international ce-
lebrity. Not wanting to be typecast as the superspy, Connery continued to take
other acting roles, notably in Alfred Hitchcocks’s psychological thriller «Mar-
nie» (1964). After completing the next two James Bond films, «Thunderball»
(1965) and «You Only Live Twice» (1967), Connery renounced the role of
Bond. Four years later, however, he was persuaded to return to the role for
«Diamonds Are Forever» (1971), which he declared was his last movie as
Bond.

He spent the 1970s playing mostly in period dramas and science-fiction
films, the best among them being «Murder on the Orient Express» (1974),
«The Man Who Would Be King» (1975), «The Wind and the Lion» (1975),
and «The First Great Train Robbery» (1979; also released as «The Great Train
Robbery»). In 1981 he made a memorable appearance as King Agamemnon
in Terry Gilliam's time-travel fantasy «Time Bandits», and two years later he
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delighted Bond fans by returning to the role of 007 in the slyly titled «Never
Say Never Again» (1983).

Two films in the mid-1980s reestablished him as a major star. He won a
British Academy Film Award for his portrayal of a monk turned detective in
the film adaptation of Umberto Eco’s «The Name of the Rose» (1986) and fol-
lowed this with a best supporting actor Oscar for his role as a veteran Chicago
cop in pursuit of Al Capone in «The Untouchables» (1987). In Steven Spiel-
berg’s «Indiana Jones and the Last Crusade» (1989), Connery played the title
figure's father, and in «The Hunt for Red October» (1990), a defecting Russian
submarine captain. Connery's memorable films of the 1990s include «Robin
Hood: Prince of Thieves» (1991), «First Knight» (1995), «The Rock» (1996),
«Dragonhearty» (1996), and «Entrapment» (1999).

Connery received a Kennedy Center Honor for lifetime achievement in
1999 and was knighted by Queen Elizabeth II in 2000.

Notes:
1. aseries of odd jobs — psin ciyualiHbIX 3apaOOTKOB (HeperyasipHasi pado-

Ta);

2. navy — BOEHHO-MOPCKOH (J1oT;

w

notable films — Beinarommecs (3HaMeHUTHIE) HUITHEMBI;
4. a portrayal of a monk — nuzo0Opaxenue MoHaxa.

YOU KNOW MY NAME - 007

Date of birth: February 1952
Location: Jamaica
Father: Ian Fleming
Hair colour: dark
Favourite food: scrambled eggs, pork
Habits: drinking, smoking, wearing short-sleeved shirts
Career: naval Commander
Status: agent of the British Intelligence Service
I think that an eccentric journalist Ian Fleming, if still alive, would be
much surprised to learn about the enormous popularity of his book character.
Almost half of the century immortal James Bond has been saving the world.
The secret service agent with the «simplest, dullest, plainest-sounding name»
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as Fleming once said, now is a prominent character in video games, comic
strips and comic books and has been subjected to many parodies.

This popularity can be explained by two facts. First of all, [an Fleming
should have thanked US President John F. Kennedy who mentioned «From
Russia With Love» in a list of his favourite books. Secondly, it is due to cine-
matography that James Bond has become known worldwide.

From 1962 through 2007, six actors have portrayed James Bond
in 21 movies.

Sir Sean Connery is considered to be the most popular James Bond
of all times. He has appeared as 007 image in seven films, beginning with
«Dr. No» in 1962 and concluding with «Never Say Never Again» in 1983.
[an Fleming, the creator of James Bond, had doubts about the casting, on the
ground that the muscular, 6'2» Scotsman was too «unrefined» but the author
later changed his mind after «Dr. No» premiered.

In 1967, following the unsatisfying experience of filming «You Only
Live Twice», Connery quit the role having grown tired of the repetitive plots
and lack of character development.

The producers hired George Lazenby to take over the role in «On Her
Majesty's Secret Service» in 1969. However, the actor backed out of a seven-
film contract and quit before the film was even released.

Lazenby's performance as James Bond is controversial. Most viewers
appreciate him in action scenes but many have been dismissive toward his in-
terpretation of Bond. His style is found cold-blooded and sometimes humour-
less. That's why Connery was enticed back for 1. 2 million pounds (!) and he
appeared again as the secret agent in 1971's «Diamonds Are Forever». Later,
in 1983 Connery signed to play Bond for the seventh and final time in the un-
official film «Never Say Never Againy». Over 40 years after he first played the
role, Connery is still widely regarded as the incarnation of James Bond. When
asked if he'd ever escaped the identification, he replied, «Never. It's with me
till T go in the box».

Sir Roger Moore is the longest-serving James Bond actor, having spent
twelve years in the role (from his debut; in 1973, to his retirement from the
role in 1985), and made seven official films. He is also the oldest actor to play
Bond: he was 46 when he debuted, and 58 when he announced his retirement,
as it was agreed by all involved that Moore was too old for the role by that
point. In 1986 after Roger Moore's retirement from the role, the lean, green-
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eyed Timothy Dalton (who is well-known in our country for starring in «Jane
Eyre» and «Scarlett») was the first choice to replace Moore but he was able to
accept the role only after the filming of another movie, «Brenda Starr», was
completed.

Dalton's first outing as 007, «The Living Daylights» in 1987 was suc-
cessful and grossed more than the previous two Bond films with Roger Moore,
as well as contemporary box-office rivals such as «Die Hard» and «Lethal
Weapon». However, his second film «Licence To Kill» in 1989 did not per-
form well.

Pierce Brosnan was signed for a four-film deal and first appeared as
James Bond in «GoldenEye» in 1995 to much critical praise. «GoldenEye»
made over $26 million during its opening weekend in the USA, and during its
release made around $350 million worldwide. Brosnan returned in 1997's
«Tomorrow Never Dies» and 1999's «The World Is Not Enough» which had
almost the same success. In 2002, Brosnan appeared for his fourth and final
time as Bond in «Die Another Day», which made $432 million during its re-
lease.

After the last Bond film producers felt that the audience had grown tired
of 007, and it was decided to revive the secret agent and the style of the movie
as well. «Casino Royaley, released in 2006, is the 21st film in James Bond se-
ries and is based on the first Fleming's story about young Bond's adventures.
However, it is not a prequel — it is the establishing of a new time line and nar-
rative framework. Daniel Craig portrays brand-new Bond — cold, brutal, more
muscular and kinetic than ever before. The film and Craig's performance in
particular, quickly earned critical acclaim and «Casino Royale» is the highest
grossing James Bond film to date, though some viewers find the changes in
the plot and in Bond himself too radical.

Love it or hate it, Bond is back to stay, but nobody knows who will be
the next person to drop the famous catch-phrase, «My name is Bond. James
Bond...»

Notes:

1. Intelligence Service — cexpeTHas (pa3BebpIBaTEIbHAS) CIIykK0a;
on the ground — Ha OCHOBaHMH;

unrefined — rpyOBblIit;

Incarnation — BOILJIOIIEHHUE;

S

to back out of — ykoHsTECS OT yero-nuoo;

133



.O\

to entice — nepeMaHUBaTh;

~

to go in the box — (pasr.) ceirpath B AIIUK, YMEPETh;
to gross — 1mojay4arb JOXOJ,

o o0

. brand-new — coBepIlieHHO HOBBIN;
10.catch-phrase — u3Bectnas ¢pasza.

JEAN-PAUL BELMONDO

Jean-Paul Belmondo was born on April 9, 1933, near Paris.

He is a French motion picture actor who embodied the antiheroic spirit
of the French New Wave in his early performances and later starred in and
produced many commercially successful films that highlighted his graceful
agility and easygoing charm.

The son of sculptor Paul Belmondo, Jean-Paul spent his childhood
in close contact with the arts. After a turbulent education in which he often
played the class clown, he had a brief stint as an amateur boxer, but he aban-
doned the ring to study acting at the National Conservatory of Dramatic Art
in Paris. Despite his obvious talent, the irreverent attitude he adopted toward
his instructors prevented him from winning the highest honours when
he graduated in 1956.

Belmondo soon made the transition from stage to screen with a series of
minor roles in films by established directors. His commanding screen presence
caught the attention of other major directors, although his unconventional
looks limited the number of offers he received. He was usually cast as a dis-
contented rebel or a common criminal, as in Claude Chabrol’s «A double
tour» (1959; «Web of Passion»).

It was with a similar role in Jean-Luc Godard’s seminal debut feature
«Breathless» (1959) that Belmondo delivered his landmark performance.
His portrayal of a disaffected, amoral street punk combined the cynical world-
weariness of Humphrey Bogart with the naiveté of a bumbling crook, incorpo-
rating a compelling mixture of toughness, spontaneity, and comic timing.
The film and the character he played created an entire myth around Belmondo,
earning him comparisons in the French media to the American actor James
Dean.

Belmondo soon showed a willingness to destroy this myth by taking
roles that contrasted sharply with his established screen persona, including a
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worker involved in an impossible love affair in Peter Brook’s screen adapta-
tion of Marguerite Duras’s «Seven Days...Seven Nights» (1960); a gentle in-
tellectual in Vittorio De Sica’s «Two Women» (1961). These roles demon-
strated that, despite his hardened exterior, Belmondo was capable of great nu-
ance and sensitivity.

Not only was Belmondo able to work across different character types,
he moved successfully among different types of films. He made the transition
from artistic films to popular cinema with his appearance in several works, in-
cluding the action-comedy «Sword of Blood» (1962;), in which he masterfully
portrayed a Robin Hood figure, and the engaging «That Man from Rio»
(1964), a fast-moving, fantasy-filled spoof of chase films. Known for perform-
ing his own stunts, Belmondo continued to star in entertaining action films and
comedies that proved immensely popular with European audiences.

In the late 1980s Belmondo again changed his image, this time from
action hero to mature dramatic actor, giving notable performances for which
he won a César (France's top film award).

Notes:

1. to prevent — mpensTCTBOBATH (MEIIATh);
to embody — BorionaTs;
to make the transition — czenaTh U3MEHEHHE;
discontented rebel — HeTOBOIBHBIN OYHTOBIINK;
weariness — ycTajaoCTh;
toughness — mpoYHOCTb;
naiveté — HAMBHOCTb, ITPOCTOIYIIINE; JIETKOBEPHCE;
a bumbling crook — (31.) neHTs#, O€31ETHHUK;
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agility — moIBUKHOCTb, JIETKOCTh;

10. irreverent — HEIMMOUTHUTEIBHBIM.

JACK NICHOLSON
Jack Nicholson (original name John Joseph Nicholson) was born
on April 22, 1937, Neptune, New Jersey, U. S.
He is one of the most prominent American motion-picture actors of his
generation, especially noted for his versatile portrayals of unconventional,
alienated outsiders.
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Nicholson, whose father abandoned his family, grew up believing that
his grandmother was his mother and that his mother was his older sister; it was
not until he had attained fame that Nicholson himself learned the truth. After
graduating from high school, he moved to California, where he took an office
job in Metro-Goldwyn-Mayer's animation department. During the years 1957—
58 he performed on stage in Los Angeles and landed some small roles on tele-
vision. About this time he met B-film king Roger Corman, who offered him
the leading role in his low-budget film «The Cry Baby Killer» (1958). Nichol-
son spent the next decade playing major roles in B-films, occasional support-
ing roles in A-films, and guest roles on such television series as «The Andy
Griffith Show». He also dabbled in screenwriting.

Nicholson's big break finally came with «Easy Rider» (1969), a seminal
counterculture film starring Peter Fonda and Dennis Hopper as drifting, drug-
dealing bikers and Nicholson in a scene-stealing, Oscar-nominated supporting
performance as an alcoholic lawyer. Nicholson's newfound stardom was se-
cured with his leading role in «Five Easy Pieces» (1970), an episodic, existen-
tialist drama and a major entry in Hollywood's «art film» movement of the
early 1970s. Nicholson's portrayal of a man alienated from his family, friends,
career, and lovers garnered him an Oscar nomination for best actor. His next
successful film, «Carnal Knowledge» (1971), was a darkly humorous con-
demnation of male sexual mores; it was perhaps mainstream Hollywood's
most sexually explicit film to date. Nicholson's performance as an emotionally
empty, predatory chauvinist showcased his talent for interjecting humour into
serious situations as a means to underscore inherent irony—typically, his dark-
est characters are wickedly funny.

Nicholson earned another Oscar nomination for «The Last Detail»
(1973), in which he portrayed a rowdy military police officer who reluctantly
escorts a young sailor to military prison. He next starred in Roman Polanski’s
«Chinatowny» (1974), an homage to the film noir detective films of the 1940s
and a widely acknowledged cinematic masterpiece. Nicholson's brilliant per-
formance as stylish private eye Jake Gittes, who realizes too late his impo-
tence in the face of wealth and corruption, earned him a fourth Oscar nomina-
tion. The actor capped this highly successful period with his first Oscar win,
for «One Flew Over the Cuckoo’s Nest» (1975), in which his iconoclastic,
free-spirited characterization of mental institution inmate R. P. McMurphy
serves as a metaphor for the hopelessness of rebellion against established au-
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thority. Other notable Nicholson films from this period include Michelangelo
Antonioni’s «The Passenger» (1975), in which Nicholson portrays a depressed
reporter who assumes a dead man's identity, and «Tommy» (1975), director
Ken Russell's garish production of the Who’s rock opera, featuring Nicholson
in a supporting singing role as the title character's doctor.

His stardom assured, Nicholson worked sporadically during the next
few years. He costarred with Marlon Brando. His next notable role in director
Stanley Kubrick’s «The Shining» (1980) became one of the indelible cine-
matic images of the era. Nicholson appeared in several quality films during the
1980s, garnering further Academy Award nominations for «Reds» (1981),
«Prizzi's Honor» (1985), and «Ironweed» (1987) and winning a best support-
ing actor Oscar for his role as a drunken-but-decent ex-astronaut in «Terms of
Endearment» (1983). Two of his most popular performances of the decade
came in «The Witches of Eastwick» (1987) and «Batman» (1989), which fea-
tured Nicholson’s over-the-top comic turns as the Devil and the Joker, respec-
tively.

By the 1990s, Nicholson was regarded as a screen icon. He began
the decade by directing and starring in «The Two Jakes» (1990), a sequel
to «Chinatowny that generated lukewarm reviews.

His 11th nomination, for his portrayal of a misanthropic writer in «As
Good As It Getsy» (1997), resulted in Nicholson’s third Oscar (his second for
best actor). After playing a world-weary former cop in «The Pledge» (2001),
he scored another personal triumph with his much-lauded performance as the
title character in «About Schmidt» (2002), a retired widower seeking to mend
his relationship with his daughter. Nicholson’s understated acting in this mel-
ancholic comedy earned him a 12th nomination for an Academy Award.

Although Nicholson’s widely imitated trademarks of a devilish smile
and a slow, detached speaking style remained constant throughout the years,
his screen persona mellowed in its metamorphosis from iconoclastic leading
man to mainstream character actor, and his characters of later years reflect in
many ways the maturation of his generation. As he entered his 60s, he often
played men with a youthful rebellious streak but who have also learned the
value of sensitivity. Nicholson was awarded the American Film Institute's Life
Achievement Award in 1994.

Notes:
1. newfound stardom — (371.) BHOBb OTKpbITas 3B€3/1a;
2. to be secured — ObITh rapaHTUPOBAHHBIM;
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3. to underscore inherent irony — moAuepKUBaTh MPUCYILYIO0 UPOHUIO;

4. with a youthful rebellious streak — CkJIOHHBIH K IOHOIIECKOMY
OyHTapCTBY;

5. to award — npucyxaatb.

GEORGE LUCAS

George Lucas (born May 14, 1944) is an American motion-picture
director, producer, and screenwriter who created several of the most popular
films in history.

Lucas became interested in filmmaking while in high school. He re-
ceived encouragement from the cinematographer Haskell Wexler and gained
admission to the film department of the University of Southern California
(B. A., 1966). Lucas's first full-length feature film was «THX 1138» (1971),
a grim fantasy about a robotized, dehumanized society in the distant future.
His second film, «American Graffiti» (1973), a sympathetic recollection
of adolescent American life in the early 1960s, was a surprise success at the
box office.

Lucas spent the next four years writing and then shooting «Star Wars»
(1977), an intergalactic swashbuckler with colourful characters, realistic extra-
terrestrial settings, and an array of breathtaking special effects. The film was
immediately popular and went on to become the largest-selling motion picture
in history. Its success spawned a host of other science fiction films using
the same newly developed computer-based special-effects technologies that
«Star Wars» had used so effectively. In 1978—79 Lucas formed the production
company Lucasfilms, Ltd., which contained a number of divisions, including
Industrial Light and Magic, regarded as the most prestigious special-effects
workshop in American film.

Lucas served as executive producer of the other two episodes in the Star
Wars saga, «The Empire Strikes Back» (1980) and «The Return of the Jedi»
(1983), and of the popular Indiana Jones series directed by Steven Spielberg.
Working exclusively as a producer throughout the 1980s and most of the '90s,
Lucas had a few minor successes («Willowy», 1988) and spectacular failures
(«Howard the Duck», 1986). In 1997 he added new computerized effects to
the Star Wars films and re-released them to great acclaim. These films gener-
ated interest for one of the most highly anticipated films of the decade, «Star
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Wars: Episode I — The Phantom Menace» (1999), the first release in a new
trilogy. For this film, which received mixed reviews but reaped enormous
profits, Lucas returned to the director's chair for the first time in more than
20 years.
Notes:

1. to receive encouragement — MOJYYHUTh MOAJIEPIKKY;
to gain admission — NOJIy4HTh JIOCTYTI,
a sympathetic recollection — mosiHoe COUYBCTBUSI BOCTIOMHUHAHHUE;
adolescent — ronoia;
swashbuckler — 3a0uska (XBacTyH);
a great acclaim — nmrymHO€ 000pEeHHUE;

NSk

to reap profits — HOay4nuTh NPUOBLIb.

JOHN TRAVOLTA

"Travolta» means «high voltage» in Italian. He couldn't have chosen
a better or more suitable name. When he was about twenty, John Travolta
became one of the biggest stars in Hollywood. His popularity was tremendous.
The way he danced, the way he moved; those melting brown eyes, that ironic
tender smile... Then something happened. From 1981 on, he played in one bad
movie after another. His star had fallen. He found himself replaced by a new
wave of actors — Tom Cruise, Tom Hanks, Kevin Costner... Soon he was
almost forgotten. Then suddenly, almost 15 years later, he did what has since
become known as «a Travolta» — he came back.

John Travolta was the youngest of six children. His father was a former
semi-pro football player and his mother was a high school drama teacher. Mrs
Travolta was 43 when John was born. «It was like I had come as a special
gift,» John says. «I was spoiled to deathy.

It seems that John began to think about show business at an early age.
At any rate, when he was 8 he won a twisting contest, and by the age of 12 he
had already joined a local actors' group, and was soon appearing in musicals.
He also took tap-dancing lessons from a very good teacher.

John went to a Catholic school. His classmates nicknamed him «Bone»
(because he was skinny) and «Brat» (because he was spoiled). He could also
be quite stubborn. When he wanted to get a haircut like the Beatles and his
teacher said, «Change your hair, change schools,» John CHANGED schools!
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At around 13 or 14 he had his first girlfriend. Sadly, after 5 years she
dumped him for another guy. What was she thinking?

At the age of 16, he dropped out of high school (with his parents per-
mission, mind you) to take up acting full-time. «I think the confidence my par-
ents had in me as an actor stayed with me my whole life,» he later said.

John did not become an actor immediately, in fact, he had tried a lot of
jobs: he worked as a ticket man, a luggage handler, a cashier. But still he made
a quick start: a theatre debut in 1972, a Broadway musical in 1973, and then in
1975 the lead in a nationally transmitted television series, which made him
very popular. At the same time he recorded a series of pop music albums.

The big success came with his first major feature film, «Saturday Night
Fevery, released in 1977. Travolta became the most talked-about young star in
Hollywood. In addition to his first Academy Award nomination, he also be-
came a symbol of American culture. Soon his face adorned T-shirts,
lunchboxes and the like. After several hits in films, on television and on the
radio, he became a true cultural phenomenon, defining tastes in music and
fashion and dominating innumerable gossip columns in newspapers and
magazines. It seemed Travolta could do no wrong. He was famous, he was
rich, he was a superstar. But showbiz stars not always shine forever...

The 80s were bad years for him. He starred in several unsuccessful
films. Travolta's career was on shaky ground. «I started to lose confidence in
my career, John remembers. «Not in my talents, but in my career.» For several
years he disappeared from the screen.

Then, in 1994, he made one of the most stunning comebacks in enter-
tainment history by starring in «Pulp Fiction», a film written and directed by
Quentin Tarantino, a longtime Travolta fan who wrote the role of Vincent
Vega for him and literally forced him to accept it. A critical as well as com-
mercial smash, «Pulp Fiction» introduced Travolta to a new generation of
moviegoers, and suddenly he was again a major star, with a second Academy
Award nomination to prove it.

After «Pulp Fiction», Travolta became one of the hardest-working ac-
tors in Hollywood. «Broken Arrow», «Phenomenony, «Michael», «Face/Off»,
«She's So Lovely», «Primary Colors», «The Thin Red Line», «General's
Daughter», «Battlefield Earth» — an impressive list of successful films
in which Travolta starred. It seems that the list is likely to be continued...
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Notes:
1. high voltage — BricOKO€ HampsiKEHUE;
semi-pro — noyrynpodhecCuoHal;
to be spoiled to death — 6bITH M30a7IOBAaHHBIM;
skinny — xynoii;
brat — HaTOe IITMBBIIA, TUIOXO BOCIIUTAHHBIA PEOCHOK;
stubborn — ympsimbiii;
Nationally transmitted — uaymumii mo riaBHbBIM KaHajaam;
Academy Award nomination — HOMUHaIIUS Ha TIPEMUI0 AKaJIEMHH;

© 0N U AL

. showbiz stars — 3Be3/1bI IOyOU3HECA;
10. to lose confidence — TepsTh YBEPEHHOCTD.

LEONARDO DICAPRIO

The Nineties saw the rise of some big, big stars. At different points
Brad Pitt, Nicolas Cage, Jim Carrey, Will Smith and Adam Sandier stormed
the Hollywood firmament with a string of massive hits. But none of them en-
joyed the kind of fame achieved by Leonardo DiCaprio.

Beginning the decade as a promising newcomer, he ended it with
«Titanicy, the biggest smash in cinema history, and a worldwide army of teen-
age fans so crazed and committed to their idol they had critics recalling the
manic days of Beatlemania.

He was born Leonardo Wilhelm DiCaprio on the 11th of November,
1974, in Hollywood, to Italian-American comic books distributor George Di-
Caprio and his German-American wife Irmalin, a legal secretary who'd go on
to become Leonardo's manager. The boy's unusual name was chosen when he
kicked his pregnant mother from the inside while she was viewing a Da Vinci
at a museum in Italy, the Wilhelm coming from a German relative.

A bright kid, Leo attended the Seeds University Elementary School, an
hour's drive from Echo Park. He'd then move on to the Los Angeles Centre for
Enriched Studies, a school for gifted children, and then John Marshall High.
Leo wasn't good in class, finding it hard to focus on academic studies.

It was never came easy for Leo when he began his early acting career as
he had ever been rejected by an agent who perceived his name as sounded too
foreign and suggested him to change his name into Lenny Williams. But he
refused it and kept using the name, for which in January 1999 his lawyer even
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filed an application to allow him to copyright this «prestigious» name. After
that refusal, Leo went on to cast for the role of Garry Buckman in the 1990s
TV series, «Parenthoody. Still in 1990, Leo appeared in American soap «Santa
Barbara». During that period, Leo was also busy playing the role of a home-
less boy in the sitcom «Growing Painsy.

Leonardo now made his Silver Screen debut. As is the case with so
many modem stars, this was in a horror flick «Critters 3: You Are What They
Eat» released in1991.

One year later, in 1992, his class was confirmed when he beat 400
hopefuls to the role of Toby in «This Boy's Life» with Ellen Barkin and
Robert De Niro. His part in the movie had led the New York Film Critics and
the National Society of Film Critics to name him runner-up for Best Support-
ing Actor.

The following year, Leo was billed to portray a Johnny Depp's mentally
retarded kid brother in «What's Eating Gilbert Grape» and his acting was so
convincing that some people thought he really was. As a reward he obtained
an Oscar nomination for Best Actor in A Supporting Role and a Golden Globe
nomination. This achievement brought good luck charm for Leo who next got
the main role in the 1996 updated version of Shakespeare's play «Romeo and
Juliety.

But it was the role of Kate Winslet's love interest Jack Dawson he por-
trayed in the 1997 romantic drama «Titanicy» that really launched him into the
galaxy of superstardom. The film was nominated for fourteen Academy
Awards and won eleven, including the title of 1997's Best Picture. It, more-
over, also gave Leo his 2nd Golden Globe nomination for Best Performance.
This biggest hit in cinema history automatically made Leo a household name
while earned him the title of 'teenage heart-throb' and sex symbol as well.

After the one-two punch of «Romeo» and «Titanic», DiCaprio contin-
ued playing in the 1998 remake of «The Man in the Iron Mask», showing an-
other dashing performance with the dual role of French King Louis XIV and
his double. Then in 2000 he teamed with hard-edged director Danny Boyle for
«The Beach», which sadly provoked controversy because of clashes with the
Thai authorities over the use of the island of Ko Phi Phi in 1999. The result
was obvious, the film garnered bad press and did not score as well as expected
at the box office.

142



Things changed drastically when in 2001 the actor was cast in Martin
Scorsese's 19th Century drama «Gangs of New York». Set in the mid-1860s,
this saw DiCaprio as Amsterdam Vallon, a man seeking revenge for the death
of his father. Then Leonardo regained his status as one of the rare young ac-
tors who could command both commercial and critical success through an ap-
pearance in Steven Spielberg's 2002 «Catch Me If You Can». Perfectly cast,
he delivered his most charming and mature performance to date, proving him-
self again as both movie star and actor.

Two years later Leo re-teamed with Scorsese for the 2004 drama «The
Aviator». His portrayal of the young Howard Hughes earned him some of the
best reviews of his career as well as an Oscar nomination for Best Actor. With
such marvelous track record, Leonardo confidently added more and more film
projects to his resume. «The Departed» (2006) and «Blood Diamond» (2006)
both earned him the 2006 Golden Globes and Broadcast Film Critics Associa-
tion nominations for Best Actor.

Notes:

to file an application — mogaBatTh MpoILIECHUE;

copyright — aBTOpcKO€ TIpaBo;

sitcom — KoMeaus ITOJIOKECHUH;

flick — (pa3r.) kunouIEM;

runner-up — y4acTHUK COCTSI3aHUS, 3aHSBIIUNA BTOPOE MECTO;
household name — o61en3BecTHOE UMS;

heart-throb — cepaneen;

one-two punch — aBoitHo# ynap;
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dashing — (311.) cuIIBHBII;
10.hard-edged — >xecTkuii (o xapakrepy);
11.track record — mocIy>KHOM CITHCOK.

KIERA KNIGHTLEY

Few actresses enjoy the kind of success Keira Knightley saw in 2003.
First, her major picture starring debut, «Pirates Of The Caribbean», entered
the all-time Top 20 of box-office hits. Then, due to this success, her earlier
low-budget effort, «Bend It Like Beckhamy, already a cult smash, found
its release widened dramatically, taking it into undreamed of profit. Her rise
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in a few short months would be nothing short of phenomenal. And still she
was only 18.

She was born Kiera Knightley on the 22nd of March, 1985, in Tedding-
ton, south-west London. Her name would become Keira as her Hollywood ca-
reer took off, making the name more easily pronounceable on a worldwide ba-
sis. Her father was a stage actor Will Knightley. Her mother, Sharman Mac-
Donald, had also been a stage and TV actress. Eventually, pregnant with
Keira, in 1984 she gave up acting and concentrated on her family. She also
took up a career in playwriting, and a BBC documentary would be made about
her, called Mind-scape and featuring the young Keira.

Most kids like to join in with whatever their parents are up to, and Keira
was no exception. At the age of 3, noticing that both Will and Sharman were
getting regular calls from their agents, the young girl demanded one of her
own. She was, of course, politely refused, but was insistent in her requests for
the next several years. By the time she was 6, her mother struck a bargain with
her. As the child had recently been diagnosed as dyslexic, she said that
if Keira came to her every day of the summer holidays and spent an hour
working on her reading and maths, she would provide her with professional
representation. To Sharman's surprise, the child complied and then forced her
mother to keep to the bargain. And, to mum's horror, the new agent did his
work well. At age 7, Keira filmed her TV debut, «Royal Celebrationy.

Fearing their daughter would begin to neglect her schoolwork Keira's
parents told her she could only pursue her new career during the summer holi-
days. So, throughout the mid-Nineties, she did just that. 1994 brought a minor
role in a controversial drama «A Village Affair». 1995 brought «Innocent
Lies» where an aristocratic family in a small seaside town are suspected of
complicity in a murder. The next year saw another period drama, «Treasure
Seekers», where a poor widower inventor worked on a breakthrough in refrig-
eration while his five kids tried to help.

Meanwhile, Keira's education continued at Teddington School, a classy
and well-funded establishment. With 10 science laboratories, a TV studio and
a Music and Drama block it offered great opportunities. Through her early
teens Keira would make the most of her spare time, too, attending drama
workshops at the nearby Heatham House youth club. This was where Keira
would gain most of her early acting experience.
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While still at Teddington School, Knightley received a most extraordi-
nary offer — to play a handmaiden of Natalie Portman's Queen Amidala in the
forthcoming «The Phantom Menace» (1999), part one of the «Star Wars» saga
and perhaps the most hotly anticipated movie in history. Keira's presence in
the movie was kept absolutely secret and she was perhaps the only actress ever
to not have her career boosted by a prime role in one of the biggest hits ever.
But fame was not really the point for Keira, and her next role was a satisfying
one. It was a part in Alan Bleasdale's adaptation of «Oliver Twisty.

Now the offers of work were coming in thick and fast. 2001 saw her star
in the Disney-backed TV production «Princess Of Thieves» where she played
Gwynn, daughter of Robin Hood. Immediately after this work came another
venture onto the big screen with a horror flick «The Hole». Though not a hit
itself, the movie would bring Keira to the attention of the moviemakers. First
came «Bend it Like Beckham». Here a young Asian girl dreams of playing
football for England but is dissuaded by her disapproving parents. The movie
was a real charmer and a major British success.

But 2002 wasn't finished yet. It was time for yet another period drama,
a remake of David Lean's «Dr Zhivago». Here Keira took on the role of Lara
Antipova amidst the turbulence of the Russian revolution. Heavily advertised,
«Dr Zhivago» was Knightley's breakthrough in the UK.

Now came Keira's big year. In 2003's «Pirates Of The Caribbean: The
Curse Of The Black Pearl» she played Elizabeth Swann, daughter of British
governor. Pursued by her wannabe lover Orlando Bloom and Johnny Depp's
camp and hilarious Jack Sparrow, she remained feisty to the last, even when
walking the plank. The movie performed exceptionally well, quickly rising
over the $200 million mark in the US. Keira, who'd turned 18 just after the Pi-
rates shoot ended, was now A-list and a bona fide cover girl.

After «Pirates» would come «Love, Actually» (2003). Then, it was off
to Ireland to play Guinevere opposite Clive Owen's titular regent in «King Ar-
thur» (2004). This would claim to be more of a historical document than an-
other stab at the Arthurian myth, with Arthur as a Roman general at the time
of the Empire's downfall. Keira's next project was «The Jacket» (2005), where
Oscar-winner Adrien Brody played a Gulf War veteran charged with murder
and locked in a mental institution awaiting execution. Originally planned as a
mainstream thriller, «The Jacket» would have its budget reduced and be made
as an art-house movie.
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She filmed two sequels for «Pirates Of The Caribbean» back to back.
Keira’s next project was «Atonement» (2007). Knightley played the educated
elder daughter of a nouveau riche family who's worried about her increasingly
awkward relationship with the son of the family's cleaning lady. The film
dramatically exploring the power of truth, lies and memory.

Notes:

to join in with — mpucoeTnHATHCS K;

to be up to — (31.) 3aHUMATHCS;

to strike a bargain —3akiro4aTh CIEIKY;

to comply — uATH Ha YCTYTIKH;

dyslexic — HeCIOCOOHBIN 00YUUTHCS YTCHUIO;
to boost — (371.) MOATaIKUBATh;

thick and fast — oqun 3a npyrum;

e IR S e

backed — (31.) mpu noAEpKKeE;

9. breakthrough — (371.) mpopbIBHas pOJib;

10. wannabe — (311.) )KaXIylIUi OBITh;

11. bona fide —moaJIMHHBIIA;

12. A-list — (31.) nepBO# BeTUUYMHBI (B YUCJIE CAMBIX 3HAMEHUTHIX);

13. stab — (pasr.) momneITKa;

14. Gulf War — Boiina B Ilepcuackom 3aiuBe (camasi KOpOTKasi BOMHA B UCTO-

puun CIIIA, u3BecTHa TakxXe 0]l KOJOBbIM Ha3BaHueM «bypsi B myCThIHEY,
1991).

MEGAN FOX

Name: Megan Denise Fox
Date of Birth: May 16, 1986
Place of Birth: Knoxville, Tennessee, USA
Horoscope: Taurus
Hair: Brown
Eyes: Blue
Siblings: One older sister (33 years old)
Relationship: Engaged to Brian Austin Green
e Wizard of Oz was that very movie that inspired Megan herself to
become an actress.

e Says that her older sister is a lot more beautiful than she is.
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e Used to be a big Ninja Turtles fan.

e Used to be obsessed with Nirvana and Motley Criie.

e Her favorite actress i1s Angelina Jolie. «I just love that she's incredibly

honest, and I feel that she's not afraid to be herself).

e Has six English bulldogs.

e Her favorite fashion labels include Chloe and Stella McCartney.

e [sa self proclaimed «tomboy».

e Used to date actor David Gallagher.

e Says she does not mind the paparazzi.

e Reads men's magazines.

e Has a huge crush on Justin Timberlake.

e s very close with her mother and apparently got her looks from her.

Megan Fox is of French, Irish and Cherokee descent. She was born as
Megan Denise Fox in Rockwood, Tennessee, on May 16, 1986, to Macey
Tonachio, former tourism director, and Frank Fox. She grew up in a very poor
household and has one older sister. Ever since childhood, she has aspired to
become an actress and started taking drama and dance lessons in Kingston,
Tennessee, at the age of 5 and thrived from the very beginning. Despite a
move to St. Petersburg, Florida, when she was 10, Megan's parents did not let
their youngest daughter forgo her talent, and so the future actress continued
taking her dancing and acting lessons while finishing her high school studies
at the same time.

By the young age of thirteen, her dancing led to modeling opportunities,
and Megan Fox excelled in this new arena. In 1999, she won several awards at
the American Modeling and Talent Convention in Hilton Head Island, South
Carolina. With this new credit, Megan Fox began venturing into acting, and
after she moved to Los Angeles, a future career in showbiz looked probable.

Megan Fox made her acting debut in 2001, appearing as the 'spoiled heir-
ess Brianna Wallace' in the straight-to-video film «Holiday in the Suny.

She then garnered a recurring role of Ione Starr in the low-key soap opera
«Ocean Ave» (2002). Only days after she finished filming in Miami, Fox re-
turned to Los Angeles where she was cast within the month as Cassandra
Ridgeway in the TV series «The Help». Unfortunately the show only ran for a
few episodes but it certainly did not stop Megan Fox. She appeared in an epi-
sode of the Amanda Bynes' series «What I Like About You» (2003).
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In 2004 'the prettiest face in Hollywood' appeared in a couple of movies
and three television shows («Two and a Half Men», «News To Me», «Crimes
of Fashion»). Megan Fox joined the legion of female teens overtaking Holly-
wood as she went on to score a role of Carla Santini alongside another popular
young actress Lindsay Lohan in «Confessions of a Teenage Drama Queeny.

Fox was also cast as Sydney Shanowski in «Hope & Faithy, a show which
she was attached to between 2004 and 2006, appearing in a total of 29 epi-
sodes. She was nominated for a Young Artist Award for the role.

As Hollywood began to take notice of this budding star, Megan Fox started
joining the ranks of her fellow female actresses by posing in photo spreads,
like her 2005 shoot for FHM. The following year, the magazine named her
No. 68 on their 100 Sexiest Women of 2006 list. And in 2007, she continued
her lasting relationship with the magazine by posing in another spread in their
March issue.

Megan Fox's biggest break, however, came that same year when she was
cast as the lead actress in the highly anticipated «Transformers» movie, finally
becoming a major household name.

"I'm Sam's love interest throughout the film and I sort of get sucked into all
of the action and become a little bit of an action hero myself», Megan said of
her role. It is a possibility that «Transformers» will be turned into a trilogy.

Megan Fox's star status continued to climb as she was cast in the 2008 film
«How To Lose Friends & Alienate People». Her increased presence in Holly-
wood (as well as those unbelievable eyes) definitely caught the attention of
fans everywhere. Megan Fox signed on to star in the 2008 movie «Whore»
and the 2009 film «Jennifer's Body». She also has a second installment of
«Transformersy» to look forward to — «Transformers: Revenge of the Fallen».

Besides her career as an actress and model the multi-talented Fox has re-
ceived training in piano, clarinet, singing, swimming and gymnastics. In No-
vember 2006, she announced her engagement to longtime boyfriend and
«Beverly Hills 90210» star Brian Austin Green.

Armed with her striking looks and charismatic performances, Megan Fox is
a star of tomorrow and fans can only expect many great things from her for
many years to come. «I actually would like to do a very small film that's char-
acter-driven that I can really work on that way, sort of prove my ability as an
actress,» says Fox of her future plans.

148



Notes:

1. household — cempbs;

to thrive — mpeycmneBarts;
to forgo — oTka3bIBaTHCS;
heiress — HacaeqHUIA;

-

straight-to-video — kKMHO(UIBLM, KOTOPBIA BBIITYCKAETCS Cpa3y Ha BHJCO
JI0 WJTK BMECTO €T0 BBIXOJa Ha SKPAHBI;

N

to garner — (371.) MOJy4aTh;

=

low-key — ca0Oblif, HE MPOU3BOAAIINI BIICUATIICHHS;
to take notice — 3ameuars;

o o

. budding — nomaroruii HaIEKIbI;

10. to join the ranks — MOMONHSATH PSIbI;

11. household name — oOmien3BecTHOE UMS;

12. character-driven — OpueHTUPOBAaHHbBIN Ha Tepos;
13. tomboy — eBUOHKA COpPBAHEII;

14. crush — (amep. pasr.) cTpacTs.

EISENSTEIN AS A TEACHER

S. M. Eisenstein is world famous as a great film-director, a great theore-
tician of film-art and a stage-producer. But not many people know that in ad-
dition to that he was a great teacher. Few know how much of his life and per-
sonality, how much attention he gave to class-teaching at VGIK.

As a teacher he was outstanding. He was an artist-teacher. He taught
with not less talent and enthusiasm than he made his films and stage-
productions. He was a teacher to everybody who wanted to become a film-
director and everybody was able to learn from him.

Eisenstein really believed that there existed universal guiding principles
of all artistic expression and he was to find and formulate them. He was sure
that the study of those guiding principles might help to understand the artistic
methods of any art. He believed that the future director had no right to ignore
anything that could make him better as a man and specialist. «The director is
to be an architect, a poet, a painter, a composer — all in one, but in the first
place a film-artist,» said S. M. Eisenstein.
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Eisenstein considered the work of the director as a continuation of the
creative work of the scenario-writer. That's why he gave so much attention to
the director's ability to express the ideas of the scenario most vividly.

When we speak about Eisenstein as a teacher, we should remember that
he often invited actors, artists, musicians, or art-historians to his class.
He loved to give «a lecture in two voices». His lectures in two voices were es-
pecially interesting when he came with N. M. Tarabukin, an art-historian,
to discuss compositional structure in painting.

When he came with actors they had to show their work at the character
that they were to play. They had to analyse the work at the image.

But really, the most interesting lessons were those which S. M. Eisen-
stein gave himself on the compositional structure of the film.

When he began a new theme he never started with a lecture. He always
showed himself how to solve production problems. He made everything clear.
The students could not only watch and follow what he was doing, but they
could take part in what the master was doing. This was an original way to
«think aloud». This type of lessons created a very good intimate contact be-
tween teacher and class. His students could make any comments, give any
ideas. The master organically developed them. He did it so artistically and
fundamentally that any student was able to see what was good and what was
bad in their ideas and why. Such lessons gave practical experience, formed the
students' artistic imagination and vision. Eisenstein taught them to think crea-
tively. His students never could and will never be able to forget Eisenstein's
lessons.

Notes:

1. in addition to — kpome 3TOr0;
stage-production — TearpajgbHasi TOCTAaHOBKA;
all in one — Bce B OJTHOM JIMIIE;
art-historian — KICKyCCTBOBE/I;

R

an original way — opUruHajIbHbII cI0CO0.

LEONID GAIDAI

Leonid Iovich Gaidai was born on January 30, 1923, in the town of
Svobodny, Amur region of Siberia, USSR. He was the third child in the family
of a railroad worker. His father, Iov Isidorovich Gaidai, was exiled to Siberia
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from Poltava, the Ukraine. His mother, Maria Ivanovna Lubimova, came from
the Russian city of Ryazan. In 1930 the family moved to the Siberian city
Irkutsk. There Gaidai went to school and finished it in June 1941.

In 1941, during the Nazi occupation of Russia in the Second World
War, Gaidai was drafted in the Red Army. He was assigned to the front-line
Army intelligence at the Kalinin Front near Moscow. He was involved in
clandestine intelligence operations against the Nazi invaders because he spoke
German. In 1943 he was seriously wounded, when he stepped on a land mine.
He became physically handicapped and was decorated for his courage. He was
discharged with honors as a disabled veteran of World War II.

Gaidai went back to Siberian city Irkutsk. He studied acting at the
Drama Studio of the Irkutsk Drama Theatre. He graduated from the studio in
1947, and was an actor of that theatre until 1949. From 1949-1955 he studied
as film director at State Institute of Cinematography (VGIK) under Grigori
Aleksandrov, Mikhail Romm, and Ivan Pyryev. From 1955 Gaidai was a film
director at the Mosfilm Studios under his mentor Mikhail Romm. Gaidai used
literary material by Ilya Ilf and Yevgeni Petrov, Mikhail A. Bulgakov, Mikhsil
Zoschenko, and O, Henry among other writers.

His early films of the 1950's had little success. In the 1960's Gaidai cre-
ated the «goldmine» with comediansYuri Nikulin, Georgiy Vitsin, Yevgeni
Morgunov, and Aleksandr Demyanenko. Comedies with those actors were the
highest-grossing box office hits ever in the Soviet Union with the attendance
of 222, 800, 000 in the first 15 months. Total admissions of the Gaidai's
comedies during the 1960's only in the USSR exceeded 600, 000, 000 without
counting the reruns and the international sales.

During the 1970s and 1980s Gaidai worked with the best comedians of
the Soviet cinema, such as Evgeni Leonov, Leonid Kuravlyov, Archil Gomi-
ashvili, Mikhail Pugovkin, Yuriy Yakovlev and many other renown actors.
Alhough the inevitable changes in society during «perestroika» affected
the film industry, Gaidai's films still remained on the top. Gaidai's comedies
on video even gained popularity after the collapse of the Soviet Union.
In a 1995 poll in Russia, «Diamond army» (1968) was voted the best Russian
comedy ever.

Financial success did not reach Gaidai personally, he lived in a co-op
flat and had one car, «Lada», driven by his wife, actress Nina Grebeshkova for
many years. She was the fortress behind his success by being a quiet help and
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never demanding more than they had. She described her husband, Gaidai,
as being similar to the popular character 'Shurik' in his films.
Notes:
1. to be exiled — OBITH COCIIAaHHBIM;
to be drafted in — ObITh IPU3BAHHBIM B...;
clandestine operations — TaifHbIE OIEepaINy;
physically handicapped — ¢ puznueckumu HenocTaTkamu;
to discharge with honours — yBOJIbHSTB C IOYECTAMU;

AN S

a disabled veteran — HeTpy40CTIOCOOHBIN BETEpaH.

ROLAN BYKOV

Rolan (Roland) Anatolyevich Bykov was born on November 12, 1929,
in Kiev. In 1951 he finished the actor's department of the theatrical school of
B. V. Shchukin and until 1958 he was an actor of Moscow Theater for Youths.
In 1958-1960 Bykov worked as the director of Leningrad (St. Peterburg)
Lenin Komsomol theater, led the student theater of Moscow State University.
In 1960 Rolan Bykov started working for motion picture studio Mosfilm,
where he was an actor at first, and later became a director. In movies he
started in 1954, the first role after playing in the film of Vladimir Basov
«School of Courage». His artistic range is extraordinarily wide: from comic
and satiric roles to the powerful dramatic ones, created by actor in the collabo-
ration with the best directors of Soviet and Russian cinema. Among his best
films as an actor, most notable pictures are: movie versions of the Gogol's
works «The Overcoat» and «Nose», «Andrei Rublev» by Andrei Tarkovski,
«Commissar» by Aleksander Askoldov, «Once there served two friends» by
Evgeny Karelov, «Dead Season» by Savva Kulish, «Check up on the Roads»
by Aleksey German, «Adventures of Buratino» by Leonid Nechaev, «Dead
man’s letters» by Konstantin Lopushansky, «It» by Sergey Ovcharov.

His debut as a director in the cinema took place in 1962, when he
directed comedy «Too many cooks». His second movie «Lost Summer» was
also a comedy (together with N. Orlov). The film «Aybolit 66», directed by
him and based on fairy tale by Korney Chukovsky, became noticeable step in
the development of musical comedy in Russian cinema, and the role of Bar-
maley played by Bykov himself was one of the bright pages of his acting biog-
raphy. He can be rightfully called one of the best directors of children's cin-
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ema, and the films created by him such as «Attention, Turtle!», «Telegrammy,
«Automobile, violin and «Kliaksa», the dog» and especially «Chucheloy» are
part of «Golden Fund» of Soviet cinematography. In 1989 Rolan Bykov or-
ganized the All-Union center of cinema and television for children and youth,
later reorganized into the 'International Fund for development of cinema and
television for children and the youth', and after death of the outstanding direc-
tor it was named after him.

Rolan Bykov died on October 6, 1998, having lived one year and one
month short of his 70th anniversary.

Notes:
1. noticeable step — 3amMeTHBIN (3HAYUTEIHHBIN) II1AT;
bright pages — ssipkue cTpaHUIIbI;
«Golden Fund» — 3omoToit dhon;
to reorganize — npeoOpPa3OBbIBATH;

S

to be named after... — ObITh HA3BAHHBIM B YECTh. ..

ELDAR RYAZANOV

The name of Eldar Ryazanov is popular with film-goers because for
almost forty years now he has been making comedies. Fame came to him long
age and came, on the face of it, very easily. His very first feature, «Carnival
Night», a musical comedy, was at once popular. It was the greatest hit ever,
and after the noisy success of the first public performance at the end of 1956,
«Carnival Night», was on the screen for years and years. Audiences loved it,
film critics sang its praises at the top of their voices. Thus, the young film di-
rector began his career under circumstances which were more than favourable.
But his career turned out to be neither straightforward nor easy.

The initial roaring success turned into a weighty burden later, because it
made him feel some particular obligations, it demanded repetitions. Spectators
would not accept anything less than another «Carnival Night». But the director
appeared to possess a peculiar quality, which was that he could not stand any
repetitions whatsoever, even a repetition of success. In each of his new films
he would depart from what he had previously gained; he would not use the
same trick twice, however felicitous. He was forever seeking a new style,
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a new manner, a new treatment of the genre. Eldar Ryazanov has produced
12 film-comedies (by 1988), all very funny and yet with hidden depths. Subtly
and with kind humour, they all take up the little everyday things that bring
us joy or sadness, making us smile from the heart.

«My favourite character, the one I take from one film to the next», says
Ryazanov, «is the person on integrity. Always a bit naive and totally unselfish,
he has his own yardstick of good and bad, a measure that those around him
sometimes fail to comprehend. A very sociable character, he is considerate
and responsive».

Notes:

1. to depart from — OTKJIOHATHCS, OTCTYNATh OT YET0O-I100;
to sing one’s praises — BOCXBaJIATh;
under circumstances — nIpu 00CTOSATEILCTBAX;
neither straightforward nor easy — Hu mpocTO#, HU JIETKOM;
integrity — 4eCTHOCTb, LIETIOCTHOCTH;

A

own yardstick — coOcTBeHHOE MepHIIO (KPUTEPHIA OIIEHKH ).

NIKITA MIKHALKOV

Nikita Mikhalkov (his full name is Nikita Sergeyevich Mikhalkov-
Konchalovsky) was born in the distinguished artistic Mikhalkov family in
1945. His great grandfather was the imperial governor of Yaroslavl, whose
mother was a Galitzine princess. Nikita's father, Sergei Mikhalkov, is a well-
known children's writer, although he also wrote lyrics to his country's national
anthem on three different occasions spanning nearly 60 years — two different
sets of lyrics used for the Soviet national anthem, and the current lyrics of the
Russian national anthem. Nikita's mother, the poetess Natalia Kon-
chalovskaya, was the daughter of the avant-garde artist Pyotr Konchalovsky
and granddaughter of another outstanding painter, Vasily Surikov. Nikita's
elder brother is a filmmaker Andrei Konchalovsky, primarily known for his
collaboration with Andrei Tarkovsky and his own Hollywood action movies,
such as «Runaway Train«.

Mikhalkov studied acting at the children's studio of the Moscow Art
Theatre and later at the Schukin School of the Vakhtangov Theatre. While still
a student, he appeared in Georgi Daneliya's film «I Step Through Moscow»
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(1964) and his brother Andrei Konchalovsky's film «Home of the Gentry»
(1969). He was soon on his way to becoming a star of the Soviet stage and
cinema.

While continuing to pursue his acting career, he entered VGIK, the state
film school in Moscow, where he studied directing under filmmaker Mikhail
Romm. He directed his first short film «I'm Coming Home» (1968) and an-
other for his graduation «A Quiet Day at the End of the War» (1970). Mik-
halkov had appeared in over twenty films, including his brother's «Uncle
Vanya» (1972), before he co-wrote, directed and starred in his first feature,
«At Home Among Strangers« (1974), a Red Western set just after the 1920s
civil war in Russia.

Mikhalkov established an international reputation with his second fea-
ture, «A Slave of Love» (1976). Set in 1917, it followed the efforts of a film
crew to make a silent melodrama in a resort town while the Revolution rages
around them. The film, based upon the last days of Vera Kholodnaya, was
highly acclaimed upon its release in the U. S.

Mikhalkov's next film, «An Unfinished Piece for Player Piano» (1977)
was adapted by Mikhalkov from Chekhov's early play, Platonov, and won the
first prize at the San Sebastian Film Festival. In 1978, while starring in his
brother's epic film «Siberiade«, Mikhalkov made «Five Evenings», a love
story about a couple separated by World War II, who meet again after eight-
een years. Mikhalkov's next film «Oblomov» (1980) with Oleg Tabakov in the
title role is based on Ivan Goncharov's classic novel about a lazy young no-
bleman who refuses to leave his bed. «Family Relationsy» (1981) is a comedy
about a provincial woman in Moscow dealing with the tangled relationships of
her relatives. «Without Witnesses» (1983) tracks a long night's conversation
between a woman and her ex-husband when they are accidentally locked
in a room.

In the early 1980s, Mikhalkov resumed his acting career, appearing in
Eldar Ryazanov's immensely popular «Station for Two» (1982) and «A Cruel
Romance» (1984). At that period, he also played Henry Baskerville in the So-
viet screen version of «The Hound of the Baskervilles». He also starred in
many of his own films, including «At Home Among Strangers«, «A Slave of
Love», «An Unfinished Piece for Player Piano» and «Burnt by the Suny.

Incorporating several short stories by Chekhov, «Dark Eyes« (1987)
stars Marcello Mastroianni as an old man who tells a story of a romance
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he had when he was younger, a woman he has never been able to forget.
The film was highly praised, and Mastroianni received the Best Actor Prize
at the Cannes Film Festival and an Academy Award nomination for his
performance.

Mikhalkov's next film, «Urga» (1992, «a. k. a. Close to Eden»), set in
the little known world of the Mongols, received the Golden Lion at the Venice
Film Festival and was nominated for the Academy Award for Best Foreign
Language Film. Mikhalkov's «Anna: 6—-18» (1993) documents his daughter
Anna as she grows from childhood to maturity.

Mikhalkov's most famous production to date, «Burnt by the Sun»
(1994), was steeped in the nervous atmosphere of Stalinist purges. The film
received the Grand Prize at Cannes and the Academy Award for Best Foreign
Language Film, among many other honours. As of 2000, «Burnt by the Sun»
was the top grossing movie to come out of the former Soviet Union.

Mikhalkov’s epic film «The Barber of Siberia» (1998) which opened
the 1998 Cannes Film Festival was designed as a patriotic extravagance for
domestic consumption. It featured Julia Ormond and Oleg Menshikov, who
regularly appears in Mikhalkov's films, in the leading roles. The director him-
self appeared as Tsar Alexander III of Russia.

Mikhalkov was elected the President of the Russian Society of Cine-
matographists and has managed the Moscow Film Festival since 2000. He also
set the Russian Academy Golden Eagle Award in opposition to the traditional
Nika Award.

In 2005, Mikhalkov resumed his acting career, starring in «The Coun-
cillor of State», a mystery film which broke the Russian box-office records.

On September 8, 2007, Mikhalkov’s film «12« has received a special
Golden Lion for the «consistent brilliance» of its work and was praised by
many critics at the Venice Film Festival.

On January 22, 2008, film «12» was named as a nominee for the 2008
Academy Awards. Commenting on the nomination, Mikhalkov said, «I am
overjoyed that the movie has been noticed in the United States and, what's
more, was included in the shortlist of five nominees. This is a significant event
for me».

Mikhalkov's first wife was a renowned Russian actress Anastasiya
Vertinskaya, whom he married on March 6, 1967. They had a son, Stepan
Mikhalkov, born in September 1966.
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With his second wife, former model Tatyana, he had son Artem (born
December 8, 1975) and daughters Anna (born 1974) and Nadya (born
September 27, 1986).

Notes:

1. international reputation — Mexx1yHapoHas permyTalus;
to pursue — rHatbcsl, Ipeciaea0BaTh, IPOAOIKATE;
tangled relationship — 3anmyTanHbie cBsI3U;
to be steeped in — ObITH TOTPYKEHHBIM B...;
purge — YMCTKa;

AN

for domestic consumption — Jif OTEYECTBEHHOTO (JIOMAIIIHETO)
noTpeOIeHUS.

KONSTANTIN KHABENSKIY

Konstantin Khabenskiy is a Russian actor known in the West for his
work in the horror flicks «Night Watch» (2004) and «Day Watch» (2006).

He was born on January 11, 1972, in Leningrad, USSR (now St. Peters-
burg, Russia). His father, Yuri Khabenskiy, and his mother, Tatiana Genna-
dievna (nee Nikulina), were hydrological engineers. Young Konstantin studied
electronics at the Leningrad Technical School of Aviation Electronics and
Automatics. He dropped out in the third year after deciding that electronics
was not for him.

He played the guitar on Leningrad's famous main street Nevsky
Prospekt as a struggling street musician, and was a stage technician at the
Theater-Studio «Subbota». From 1990 to 1995 he studied acting at the St. Pe-
terburg Institute of Theater, Music and Cinematography, renamed in 1991
when the city of Leningrad was renamed St. Petersburg. There his classmates
were Mikhail Porechenkov, Andrei Zibrov, and Mikhail Trukhin. In 1995,
Konstantin graduated from the class of Veniamin Filshtinsky as an actor. He
had a five-month stint at the Raikin Theater of Satire in Moscow, but could
not obtain any serious work there, so he returned to St. Petersburg.

Konstantin made his film debut in «Whom God Will Send upon»
(1994). He shot to fame in Russia after co-starring in «Killing Power» (2000),
a popular series about crime in St. Petersburg, Russia. He ascended to interna-
tional fame with the leading role as Anton Gorodetsky in the popular Russian
vampire franchise «Night Watch» (2004), and the second installment «Day

157



Watchy» (2006), both by director Timur Bekmambetov and based on the books
by Sergei Lukyanenko.

From 1996 to 2003 Konstantin was a member of the troupe at the St.
Petersburg Theater of Lensovet. There he worked together with his former
classmates Mikhail Porechenkov, Mikhail Trukhin, and Andrei Zibrov, under
the directorship of Yuri Butusov. In 2003 Khabenskiy and Porechenkov were
invited by Oleg Tabakov to work with the world famous Moscow Arts Thea-
ter. There Konstantin played the leading role in «White guard», a classic play
by Mikhail A. Bulgakov. He also appeared as Claudius in a Russian adapta-
tion of Shakespeare's «Hamlet», directed by Yuri Butusov. Konstantin also
made appearances on stage at the St. Petersburg Theatre of Lensovet in the
leading role in a contemporary play «In Expectation in Godo», and as Kaligula
in a Russian adaptation of the play by Albert Camus.

He has one son Ivan, who was born in Moscow on September 25, 2007.
He has homes in both Russian capitals: Moscow and St. Petersburg.

Notes:
1. nee — ypoxneHHas;

2. struggling street musician — O€ICTBYIOIIUI YIUYHBIN MY3bIKaHT;

3. stint — (31.) paborta;

4. to obtain — gocTHraTh, 10OMBATHCS:

5. to ascend to international fame - mocTHUb MeEXTyHAPOIHOU
MU3BECTHOCTH,

6. franchise — nuIeH3Ms;

7. a contemporary play — coBpeMeHHas mbeca.

CHULPAN KHAMATOVA

Chulpan Khamatova (her name means the Morning Star in Tatar lan-
guage) was born on October 1, 1975, in Kazan, Tatarstan Republic, Russia.
Her mother, Marina Galimullovna Khamatova, is an engineer. Her father, Nail
Khamatov, is also an engineer and a managing director of a firm in Tatarstan,
Russia.

Young Khamatova was a professionally trained figure skater. She suf-
fered from a back trauma after a fall on ice; after that she quit figure skating,
but continued roller-skating. She also had a gift for mathematics and studied at
the prestigious School of Mathematics in Kazan. Then she studied for one se-
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mester at business School of Kazan University, but became bored and decided
to change her career and entered the Kazan School of Theatre. From
1995-1998 Khamatova studied acting at the State Institute of Theatrical Arts
(GITIS) in Moscow, and graduated from the class of Aleksei Borodin in
1998 as an actress.

Khamatova was a third year student at GITIS when she made her film
debut in the role of Katya in Vadim Abdrashitov’s film «Dancer’s Time»
(1998). She won critical acclaim in Russia after playing in «The Deaf’s Coun-
try» (1998). Soon she gained international attention after starring as Mamlakat
in «Luna Papa» (1999), which became a «quiet masterpiece» in Germany as
well as in Russia. Khamatova's effortless style shines in a variety of her film
characters ranging from farcical Lara in «Good Bye Lenin!» (2003), to charm-
ing seductress Nelly in «72 Metres» (2004), to passionate and sophisticated
Lara in «Doctor Zhivago», a Russian TV-series based on the eponymous book
by Boris Pasternak.

Chulpan Khamatova became one of the most celebrated young actresses
of Russian theatre and cinema. She was designated the title of Honorable artist
of Russia. In 2004 Khamatova was awarded the State Prize by the Russian
president Vladimir Putin for her achievements in acting. She has been a per-
manent member of Sovremennik Theatre in Moscow under directorship of Ga-
lina Volchek. Her stage and film partners has been such actors as Sergei Sha-
kurov, Valentin Gaft, Inna Churikova, Marina Neyolova, Elena Yakovleva
and other notable Russian actors.

From 1995-2002 Khamatova was married to her class-mate, a fellow ac-
tor Ivan Volkov, their daughter Arina was born in 2002. She is now in her
second marriage to a Russian émigré, actor-dancer Aleksei Dubinin with
whom she has a second daughter Alina born in 2003. She is currently residing
in her two homes, one in Moscow, Russia, and one in Europe. Besides her na-
tive Russian and Tatar, Chulpan Khamatova is fluent in German and English.

In 2006 Khamatova was a member of the six-person jury at the 63rd
Venice Film Festival headed by French actress Catherine Deneuve. Chulpan
Khamatova has been one of the leading figures for charitable causes in Russia.
Since 2005 Khamatova and her fellow Russian actors started a charitable ini-
tiative «Podari Zhizny for the benefit of children suffering from leukemia.
Notes:

1. farcical — mryTouHsbIii;
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seductress — coOJIa3HUTEIILHULIA;
passionate — CTpacTHBIN (MBLIKHI);
sophisticated — HCKyILIEHHBIN;

-

eponymous book — kHura, Ha3BaHWEeM KOTOPOW Ha3BaH QUIIbM.

SUPPLEMENTS

LIST OF PROPER NAMES

. Abdrashitov, Vadim (p. 1945) — ABJIPAIIINTOB Banum FOcynoBuy —
pOCCUMCKUN KUHOpExuccep, HapoaHbld aptuct Poccuu (1992). Jlaypeat
['ocynapctBennoit npemun Poccuu (1984) u 'ocymapcTBeHHON mNpeMuu
CCCP (1991).

. Alexandrov, Grigoriy (1903-1983) — AJIEKCAH/IPOB (nact. ¢pam. Mop-
MOHEHKO) ['puropuii BacunbeBuy — COBETCKUI KMHOPEKUCCEP, HAPOIHBIN
aptuct CCCP (1948), I'epoit Counanucrtuueckoro Tpyna (1973), naypear
Cranunckux npemuii (1941, 1949). IIpodeccop BI'MKa (c 1951).

. Allen, Woody (p. 1935) — AJIJIEH Byau (mact. Amnen Ctroapt Kenunrc-
Oepr) — aMepuKaHCKUI KHHOPEXUCCep, akTep, komeauorpad. B ocHose ero
MHOTHX (PMIIBMOB — HACMEIIKa HaJl )KaHPOBBIMH YCJIOBHOCTSIMU KHHEMATO-
rpada, OBITOBBIMH pEAUIMH MOBCEAHEBHOCTH, CTEPEOTUITHOCTHIO MbIII-
JICHUS.

. Antonioni, Michelangelo (p. 1912) — AHTOHMOHUW Mukenanmxkeno —
UTAIBSIHCKUM KHUHOPEXKUCCEP; pacIIMpMil MpoOJIEeMaTUKy Heopealn3Ma,
BKJIFOYMB B HEE MOTHBBI TPArMueCKOro OJAMHOYECTBA JIFOAEH, UX TyXOBHOU
OITyCTOUIEHHOCTH, HEKOMMYHHKAOEIbHOCTH.

. Barkin, Ellen (p. 1955) - BAPKWH Dmien — amepukaHnckasi KHHOAKTpHUCA.

. Basov, Vladimir (1923-1987) — BACOB Bnagumup IlaBnoBuu — poccwuii-
CKUI KMHOpeXHUccep U aktep, HapoaHblil aptuct CCCP (1983).

. Bean, Sean (p. 1959) — BUH Illoxn (nonx. [llon Mapk bun) — anrnuiickuii
aKrep.

. Bekmambetov, Timur (p. 1961) — BEKMAMBETOB Tumyp Hypyaxuto-
BUY — POCCUMCKO-Ka3aXCKUMN PEXKUCCED, XYI0KHHUK, CLIEHAPUCT.

. Belmondo, Jean-Paul (p. 1933) — BEJIbMOHJIO XKau Ilons — ¢panirys-
CKHUU aKTeP.
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10. Bergman, Ingmar (p. 1918) — BEPITMAH Opuect Uurmap — mBenckuit
pexXuccep KMHO U TeaTpa, CLEHAPUCT, IpaMaTypr, NpO3aukK, 3CCEUCT, Mpo-
JIF0Cep psiia CBOUX (PUIBMOB, BBIIAIOUIUMXCS JESITENb CKaHIUHABCKOIO Te-
atpa 20 Beka, MEXIyHapOJHO MPU3HAHHBIN JIUJEP «aBTOPCKOIO» HaIpas-
JICHUS B MUPOBOM KMHOUCKYCCTBE.

11. Bonnaire, Sandrine (p. 1967) — BOHHEP Cannpun — dbpaHniry3ckas akTpu-
ca.

12. Brando, Marlon (1924-2004) — BPAH/1IO MapsnoH — amMmepuKaHCKUM aKTep
KMHO W TeaTpa, jnaypear npuza «Ockap» («B mopty», 1954; «Kpecthbiii
otery, 1972).

13. Brosnan, Pierce (p. 1951) — BPOCHAH Ilupc — amepukaHCKuii KMHOAK-
Tep.

14. Bufiuel, Luis Spaniard (1900-1983) — BYHIOQJIb Jlyuc — ucmanckuii Ku-
HOPEXHCCEP, CLIEHAPUCT, MEXKIYHAPOTHO MPU3HAHHBIN JINJIEP «aBTOPCKO-
ro» HallpaBJICHUS] B MUPOBOM KHHOUCKYCCTBE.

15. Bykov, Rolan (Roland) Anatolyevich (1929-1998) — BBIKOB Ponan (Po-
naHJ) AHTOHOBUY (AHATOJIBEBHY) — POCCUICKUM aKTep, peKHCCEP TeaTpa
u kuHo. Hapoansiit aptuct CCCP (1990). Jlaypeat npemun MoCKOBCKOT0O
koMmcomoda (1967) 3a cozmanne GuiIbMOB IS JSTEH 1 FOHOIIIECTRA.

16. Cage, Nicolas (p. 1964) — KEMJX Huxonac (mact. Hukomac Kum
Konmnona) — amepukanckuii kuHoaktep. Ilnemsnnuk @pencuca Popna
Konmosnsl.

17. Caine, Michael (p. 1933) — KEMH Maiikn (HacT. ums u pamumms Mopuc
Jxo3ed MukityaidT) — aHTJIMMCKUNA KHHOAPTUCT.

18. Cameron, James (p. 1954) — KAMEPOH Jl)xeiiMc — aMepUKaHCKUH U Ka-
HAJICKUM KUHOPEXKHUCCEP, CUEHApPHUCT, mpoxarocep. HaumHam B KHHO Kak
mactep no crnemddexram. Ctasl OAHUM U3 TIIABHBIX MPEACTaBUTENCH HO-
BOT'0 HAIpPaBJICHUS B HAYYHO-(PAHTACTUUECKOM KHUHO, B IIEHTPE KOTOPOIO —
MOBEJICHUE YEJIOBEKA B HEOKUJAHHBIX IKCTPEMAIIBHBIX YCIOBUSX.

19. Campion, Jane (p. 1954) — KOMIIMOH J[IxeliH — HOBO3ENaHICKUN U
ABCTPAIMNCKUIN PEKUCCEDP, CLUEHAPUCTKA.

20. Capoor, Raj (1924-1988) — KAITYP Pamx — uHAMICKUI aKTep U PEKUC-
cep KUHO.

21. Carrey, Jim (p. 1962) — KOPPU [Ixum — amepuKaHCKUN aKkTep KaHaJCKO-
ro MPOUCXOXKJICHHUS.
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22. Chabrol, Claude (p. 1930) — ITABPOJIb Kmox — dpanIy3cknii KUHOpE-
KHCcep.

23. Chaplin, Charlie (1889-1977) — HAIIJIMH Yapm3 Cnencep — amepukan-
CKUU aKTep, KHHOPEKUCCEP, CHEHAPUCT, KOMIO3UTOp. Co31aB TparukoMu-
YECKUI MEPCOHAXK «MAJIEHBKOI'O YEJIOBEKa», IPEBPATHII CBOKO KJIOYHCKYIO
MacKy B 4YeJIoBE€YEeCKUU 00pa3 orpomHoi oboOmaromeit cuibl. Crienuanb-
HbIl «Ockap» — 3a BKjiaa B KUHOUCKyccTBO (1971), 3om0TOM npu3 KUHO-
¢dectuBansa B Beneuun (1972), coBerckass MexayHapoiHas NpeMusi Mupa
(1954).

24. Churikova, Inna (p. 1943) — YYPUKOBA Muna MuxaitnoBHa — poccuii-
ckasi aktpuca tearpa u kuHo. Hapoanas aptuctka CCCP (1991). Jlaypear
npemuu Jlennnckoro komcomodna (1976), I'ocynapctBenHoit npemuun Poc-
cuu (1996).

25. Cimino, Michael (p. 1943) — UUMHWHO Maiikn — aMepuKaHCKUN KUHO-
pexxuccep U cueHapuct. Bepimna tBopuectBa — puiabM «OXOTHHK Ha OJie-
Hely, 1978 (5 npemuit «Ockapy).

26. Clair, René (1898—-1981) — KJIEP Pene (nact. ¢am. [llomer) — dpanirys-
CKUH KMHOPEXHUccep.

27. Connery, Sean (p. 1930) — KOHHEPHU Ilon (nact. ums Tomac) — anr-
JIMACKAM U aMEPUKAHCKUN KUHOAKTED.

28. Cooper, Gary (1901-1961) — KVIIEP I'apu (nact. umsa ®@psuk Jxeitmc) —
AMEPUKAHCKUN KUHOAKTED.

29. Coppola, Francis Ford (p. 1939) — KOIIITIOJIA ®psucuc ®opa — amepu-
KaHCKUH KHUHOpEXHccep, clieHapuct, npojarocep. Ilo mpoucxoxineHuro
UTalIbsiHELl, ChIH KoMno3utopa Kapmune Konrmomsr.

30. Corman Roger (p. 1926) — KOPMEH Pomxep — amepukaHCKuii KUHOpE-
XKHUCCEP, MTPOJIOCEP, CLUEHAPUCT.

31. Costner, Kevin (p. 1955) — KOCTHEP KeBun — amepukaHCKUN KMHOAK-
TEp, PEKUCCEP, MTPOIIOCED.

32. Cruise, Tom (p. 1962) — KPY3 Tom (nonnocteto Tomac Kpy3 Manotep
IV) — aMepukaHCKU KHHOAKTEP U MPOJAIOCEP, OAUH U3 CAMbIX PKUX aKTe-
pPOB IpuLIeAINX B KHHO B 1980-x romgax.

33. Daneliya, Georgi (p. 1930) — JAHEJIUSA T'eopruit HukonaeBuu — poc-
cuiickuii kuHopexuccep u cuenapuct. Hapoausiit aptuct CCCP (1989).
IIpemus «3omotoit OBen» (1994).
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34. De Niro, Robert (p. 1943) — IE HUPO PoGept — amepukaHCKuil KHHOAK-
Tep, pexuccep, nporocep. [1o MporuCxXoKIECHUIO UTATBSHEL.

35. De Sica, Vittorio (1901-74) — IE CUKA ButTopuo — UTAJIbSIHCKUI KH-
Hoaktep (¢ 1930) u pexxuccep (¢ 1940). OnuH U3 OCHOBOIIOJIOKHUKOB HEO-
peaus3ma.

36. Demyanenko, Aleksandr (1937-99) — IEMbSAHEHKO Anexkcannp Cep-
re€BUY — POCCUMCKUM aKTep, HapOIHbIM apTUCT Poccuiickoit denepannu
(1991).

37. Deneuve, Catherine (p. 1943) — JIEHEB Karpun (Hact. pam. Jlopneak) —
¢bpaniy3ckas akrpuca. M3BecTHOCTh MpuHEcHa el riaBHast poyib B puibme
K. Hemu «1llepOypckue 30aTHKN» (1964).

38. Depp, Johnny (p. 1963) — AEIIII />xoHHM — aMEpUKAHCKUH aKTep.

39. DiCaprio, Leonardo (1974) — I KAIIPUO Jleonapno — amepukaHCKUiA
KHHOAKTED.

40. Disney, Walt (1901-66) — JUCHEW Yont — aMepHKaHCKHil pexuccep,
XYJI0KHUK-MYJIbTUILNIUKATOP, MPOAIOCEP, OPraHu3aTOp MPOU3BOACTBA.
Coznarenb «JlucHennenaa» — yBECEIUTENbHOTO AeTCKOoro napka B Kamnu-
bopHuH.

41. Eastman, George (1854-1932) — UICTMEH Jlxopmx — aMepUKaHCKUN
n3o0peTarenb, co3aaresib cyxux (porornactuH, GOTOIUICHKA U MOPTATHUB-
HBIX (hoTOKamep.

42. Eastwood, Clint (p. 1930) — UICTBY ]l KnuHT — amMmepuKaHCKUM KUHOAK-
TEp, PEKUCCEP, TPOJIFOCED.

43. Edison, Thomas Alva (1847-1931) — DJIMCOH Tomac AnBa — amepu-
KaHCKUHW JJIEKTPOTEXHHK, M300peTaTeNib, OCHOBATENIb KPYIMHBIX JJIEKTPO-
TEXHUYECKUX MPEANPUATHN U KOMIAHUW, OpPraHu3aTop U PYKOBOAUTEINb
MEPBOM aMEPUKAHCKON MPOMBIIUICHHO-UCCIIEI0BATENHCKON J1abopaTtopuu
(1872, Menno-Ilapk), unoctpannbsiii nouerHoii wien AH CCCP (1930).
ABtop cB. 1000 n300peTeHwuii, rIaBHBIM 00pa30M B Pa3IUYHBIX O00JIACTIX
AIEKTPOTEXHUKHU. Y COBEpUIEHCTBOBAN Tenerpad v TenedoH, JiaMIly Haka-
muBanusa (1879), uzobpen donorpad (1877) u ap., MOCTPOMI MEPBYIO B
MHUPE IEKTPOCTAHLMIO OOUIECTBEHHOTO Moib30BaHus (1882), oOHapyxun
sBJIEHUE TEPMOMOHHOM 3muccuu (1883) u MH. Jip.

44. FEisenstein, Sergey (1898—1948) — DMI3EHIITEMH Cepreit MuxaiinoBuy
— COBETCKUI KHMHOPEXKHUCCEP, TEOPETUK KUHO, MEAror, 3aciyKEHHbIN aes-
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tenb uckycctB (1935), mpodeccop (1937), HOKTOp HCKYCCTBOBEICHUS
(1939), naypear Cranunckux npemuii (1941, 1946).

45. Fairbanks, Douglas (1883-1939) — ®OPBEHKC Jlyrinac — amepukan-
CKUU aKTep.

46. Fellini, Federico (1920-1993) — ®EJIJIMHU denepuxo — uTanbsHCKUN
KHMHOPEXHCCep, KIACCUK Heopealu3Ma W aBTOPCKOTO KUHO. [[ns cTuis
@demMHU  XapakTepHbl MaclITaOHOCTh 00pa3oB, MU(OJIOTMYECKUH MOJ-
TeKCT. TpareiuiHOe M KOMEAUWHOE, PALMOHAIBHOE U HPPALUOHAIBHOE
00pa3yroT B €ro TBOPUYECTBE AIMOITMOHAIBHBIN XY/10’KECTBECHHBIN CILIAB.

47. Flaherty, Robert (1884—1951) — ®JIADPTU Pobept — amepukaHCKHA
KuHopexkuccep. OCHOBOIONOKHUK aMEPUKAHCKOIO JOKYMEHTAJIbHOIO KH-
HO.

48. Flynn, Errol (1909-1959) — ®JIMHH 3ppon — amepukaHCKUil KMHOAK-
Tep.

49. Fonda, Jane (p. 1937) — ®OHIA JIxeitn — amepuKkaHCKass KHHOAKTPHCA.

50. Ford, John (1895-1973) — ®OPJl [Ix0H — aMEepUKAHCKUI KUHOPEKHUC-
cep, npojrocep, cueHapuct. [1o mporucxoxIeHNI0 UpIaHaell.

51. Fosse, Bob (1927-1987) — ®OCC bo6 (momnoe umst Pobept Jlyuc) —
aMEPHUKAHCKHUM PeXUCCEP, TAHIIOBIIUK, Xopeorpad.

52. Fox, Michael (p. 1961) — ®OKC Maiikn, Miaaamui — aMepUKaHCKUA U
KaHAJICKUH KHHOAKTED.

53. QGaft, Valentin (p. 1935) — TA®T Banentun MocudoBuy — poccuiickuii
aktep, HapoAHbIi aptuct Poccuu (1984).

54. Gaidai, Leonid Tovich (1923-1993) — TAUJIAM Jleonun MoBuy — poc-
cuiickuil kuHopexuccep u cieHapuct. Hapoausrit aptuct CCCP (1989).
55. Garbo, Greta (1905-1990) — '’APBO I'pera (nact. pamunus ['ycradcon)
— aMmepuKaHckasg kuHoakTpuca. [lo mpoucxoxaeHuro mBenka. B kuHO ¢
1922. Co 2-1 mon. 1920-x ronoB crana «3Be3a0H ['onmuByna» B amiulya

3araJlouHoON, pOKOBOM YKEHIIIMHBI

56. Gibson, Mel (p. 1956) — THUBCOH Men — aMepuKaHCKUN KUHOAKTEP,
pexuccep, IpoIrcep.

57. Gilliam, Terry (p. 1940) — TUJIJIMAM Teppu — aMepuKaHCKUN KUHOPE-
xKuccep, cueHapuct, akrep. PunbM «Kopoab-peidak» (1991) 3aBoeBan
npu3 «CepeOpsaHbli eB» Benenuanckoro KHHO(pECTUBAIS.

58. Gish, Lillian (1896-1993) — ' JInnuan — amepuKaHCcKasi akTpHca.
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59. Godard, Jean-Luc (p. 1930) — TOJAP Xan Jlrok — dpaHIy3cKuii KHHO-
pexuccep, CIEHAPUCT, aKTep, KPUTUK U TEOPETUK KUHO, OJIMH U3 JIUICPOB
(dbpaHIy3cKOM HOBOM BOJIHBI, BUTHEUIIIUM MPECTABUTENbL aBaHTapAa B MHU-
poBOM KuHeMaTtorpade.

60. Grebeshkova, Nina (p. 1930) — 'PEBEILIKOBA Huna IlaBnoBHa — poc-
CUIICKasi KHHOAKTpHCa, )KeHa pexuccepa Jleonnna ['anas.

61. Grierson, John. (1898—-1972) — 'PUPCOH /[I>x0oH — aHTIUICKUI KUHOpE-
KUCCEP-TOKYMEHTAIIUCT.

62. Griffith, D. W. (1875-1948) —- TPUDDUT I»Bujg Yopk — aMepuKaHCKUN
kuHopexuccep. B kuno ¢ 1907. O0oraTui Xya0’KeCTBEHHYIO BbIPa3UTEIIb-
HOCTh KMHOSI3bIKA (KPYITHBIN IUIaH, TapaJJICIbHBIA MOHTAX).

63. Hanks, Tom (p. 1956) — XOHKC Tom — aMepuKaHCKUH KHMHOAKTEp, pe-
JKHUCCEP. APTUCT pasHOCTOPOHHETro JapoBaHusd. B 1996 noctaBui HocTasb-
TMYECKUM (PUIBM O KOMITAHUU POK-MY3bIKAHTOB.

64. Hitchcock, Sir Alfred (1899-1980) — XMYKOK Anwsdpen — anrio-
AMEPUKAHCKUN KUHOPEKHUCCEP, CUEHAPUCT, mpoxarocep. st TBopyecKon
MaHEepbl XapaKTEPHBI MPUCTPACTHE K OCTPHIM JAETEKTUBHBIM CIOKETaM, HC-
MOJIb30BAHUE PA3JIMYHBIX MPUEMOB KHHOBBIPA3UTEIILHOCTH JJISI CO3JaHUS
cnernupuyeckoi atMocdepsl cTpaxa U UPOHHH.

65. Ivanov-Vano, Ivan (1900-87) — UBAHOB-BAHO Wsan IletpoBuu —
POCCUHCKUI pEXHCCEP M XYAOKHHK KHHO, HapoaHwlii aptuct CCCP
(1985). Oaun u3 3auMHATENed OTEUYECTBEHHOro rpauyecKkoro MyJIbTHUII-
aukarmoHHoro kuHO. IIpodeccop Bceecorosnoro I'ocymapcTBeHHOro HH-
CTUTyTa KuHematorpaduu (c 1952).

66. Ivens, Yoris (1898-1989) — UBEHC Mopuc — HuaepiaHackuii pesxuccep,
oreparop.

67. Kadochnikov, Pavel (1915-88) — KAJOYHMKOB IlaBen IletpoBuu —
pOCCUNCKUN KUHOAKTEpP U pexkuccep, HapoaHbiid aptuct CCCP (1979), I'e-
poit Counanuctuueckoro Tpyna (1985). I'ocynapctBennas npemus CCCP
(1948, 1949, 1951).

68. Kalatozov, Mikhail (1903-1973) — KAJIATO30B Muxaun Koncrantu-
HoBuu (KanaTo3omBuian) — COBETCKUI KMHOPEKHUCCEP, ONepaTrop U Jes-
TeNb KyJIbTYpbl, HapoaHblii aptucT ['py3unckoir CCP (1965), napoansiii
aptuct CCCP (1969). I'ocynapcrBennas npemusi CCCP (1951).
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69. Karloff, Boris (1887-1969) — KAPJIO®® bopuc (nact. ums u ¢am.
Yunbsm I'enpu Ipart, unu Yapnz Dasapn [IpaTTt) — aHTI0-aMepuKaHCKHMA
aKrep.

70. Keaton, Buster (1895-1966) — KUTOH bactep (nact. JIxo3ed dpancuc
KutoH) — amepuKkaHCKUil akTep KUHO U 3CTPAJIbl, pexuccep. ABTOp HEMO-
BIDKHO O€CCTpPacTHOW MAacKH YeJIOBEeKa, «KOTOPBIH HHUKOTJA HE CMEETCS».
['maBHas tema QuiabMoB KUTOHA — OJAMHOYECTBO T'EpOsi BO BpakaeOHOM
MUpe.

71. Khamatova, Chulpan (p. 1975) — XAMATOBA Yynman HawnbeBHa —
poccuiickasi akTpuca TeaTpa U KUHO.

72. Khanzhonkov, A. A. (1877-1945) — XAHXXOHKOB Anekcanap Anek-
CEeBUY — POCCUUCKHUI KUHOJESATENb, OPraHU3aToOp U PYKOBOJUTENb POC-
CUHCKOrO KUHONpEeAnpusaTusa, Bbimyckasmiero (¢ 1907) oTredyecTBEeHHbIE
(buIbMBI, OCHOBATENb MEPBOrO MOCKOBCKOIO KMHOTEaTpa «XyJ10)KECTBEH-
HBI» Ha Apbarckoit momanu (nepectpoed B 1912 @. O. Illextenem).

73. Khitruk, Fyodor (p. 1917) — XUTPYK ®enop CaBenbeBUY — poCCUICKUN
pexuccep-MyIbTUILIUKATOP, XY 10KHUK, HapoaHbIi apTucT CCCP (1987).

74. Kholodnaya, Vera (1893-1919) — XOJIOJIHAS Bepa BacuibeBHa
(ypoxna. JIeBueHko) — pycckasi akTpuca, 3B€31a HEMOT'O KHUHO.

75. King, Stephen (p. 1947) — KUHI" CtuBen — amepuKaHCKuii nucaTeb, aB-
TOP MHOTOYHUCJIEHHBIX POMAHOB Y>KaCOB, MHOTHE U3 KOTOPBIX CTAJIH MEX-
JTyHApOJIHBIMU O€cTceiepaMu U ObUIM DKPaHW3UPOBAHBI B KWHO U Ha Te-
neBueHn, KUHT 3a4acTyto BCTyHal Kak aBTop cueHapueB. HeomgHokpat-
HO CHUMAJICSI B HEOOJBIINX POJISIX B AKpaHU3ALUIX COOCTBEHHBIX ITPOU3BE-
JICHUH.

76. Kitano, Takeshi (p. 1948) — KUTAHO Takeum — sNOHCKUN akTep U pe-
xuccep. Ha mexmynapoanom skpane Kurano cran momyssipHbiM Onarosa-
ps kpuMuHanbHOU Apame «ConatuHa» (1993), nokazanHoil Ha KanHckom
kuHo(dectuBae. B 1997 rogy monyuun riiaBHyro npemuto Ha Beneruman-
ckoro kuHodectunas 3a puiibM «DeriepBepK.

77. Konchalovsky, Andrei (p. 1937) — MUXAJIKOB-KOHYAJIOBCKHUI
Annpeii (Augpon) CepreeBud — POCCHUICKHN KUHOPEXHUCCEP, CIICHAPUCT.
Hapoansiii aptuct PCOCP (1980). Jlaypear 'ocyaapcTBeHHON NpeMUH
Kazaxckoit CCP (1972).
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78. Korda, Alexander (1893—-1956) — KOPJIA Anekcauap (Hact. umsi u ham.
[Tannop Jlacno KenbHep) — aHrIMHCKUN peXHCCEp, MPOIOCEp, ClICHA-
puct. Beixonen u3 Benrpumu.

79. Kotyonochkin, Vyatcheslav (1927-2000) — KOTEHOYKHWH Bsuyecnas
MuxainoBud — pOCCHUCKANA KUHOPEKUCCEP-MYJIbTUIUIMKATOP, XYI0KHUK,
HapoaHbIN apTucT Poccum (1987).

80. Kozintsev, Grigori (1905-1973) — KO3MHLIEB I'puropuii MuxaitioBuu
— POCCHICKUI KUHOpEKHUCCEP, EAAror, TEOPETUK KUHO, HAPOJHBIN apTUCT
CCCP (1964). IIpodeccop BI'UKa (c 1941). Jlenunckas npemus (1965),
['ocynapcrennas npemus CCCP (1941, 1948).

81. Kubrick, Stanley (1928-1999) — KYBPUK Crennu — amepukaHCKUil Ku-
HOpEKHUCCEp.

82. Kuravlyov, Leonid (p. 1936) — KYPABJIEB Jleonnn BsiyecinaBoBuu —
poccuiickuit aktep, HapoAaHblid apTucT Poccun (1976). B kuno ¢ 1958.

83. Kurosawa, Akira (1910-1998) — KYPOCABA Axupa — SMOHCKHUI KHHO-
pexuccep, clueHapucT. Ero ¢puibMbl 0TIMYAIOT sipKasi UCKIIOYUTEIbHOCTh
YeJIOBEYECKUX XapaKTEePOB, OCTPHIM JpaMaTyprudeckuii KOHGIUKT. [ nas-
Hasi TéMa TBOPYECTBA — HPABCTBCTBEHHOE, TyXOBHOE COBEPILEHCTBOBAHHE
JMYHOCTH, HEOOXOJUMOCTh TBOPUTH J0OPO.

84. Lang, Fritz, (1890-1976) — JIAHI" ®pui — HEeMEUKUN U aMEpUKAHCKUI
KHMHOPEXHCCEP, CUEHAPUCT U MPOJIIOCED.

85. Lavrov, Kirill (p. 1925) — JIABPOB Kupunn HOpbeBuu — poccuiickuit
akrep, HapoaHslil aptuct CCCP (1972), I'epoit Conmanuctuueckoro Tpyna
(1985).

86. Lean, David, (1908-1991) — JIMH [I»Bux — aHTJIMIACKUIA KHHOPEKHUCCED.

87. Lee, Spike (p. 1956) — JIN Cnaiik — aMepUKaHCKUN KUHOPEKUCCEP U aK-
tep. KimroueBas urypa adpo-amepukanckoit KyabTypsl 1990-x rr.

88. Lelouch, Claude (p. 1937) — JIEJIFOW (JIenym) Knox — ¢paniy3ckuii
KHHOPEXHUCCEP U IPOJIOCED.

89. Leonov, Evgeni (1926-1994) — JIEOHOB Egrenutii [1aBnoBuu — poccuii-
ckuil aktep tearpa u kuHo, Hapoansiit aptuct CCCP (1978). I'ocynapcrt-
BeHHas npemusi CCCP (1976), I'ocynapcrBennas npemus Poccuiickoit ®e-
neparuu (1992). [pu3 mupeknun gectuBans «KunoraBp» 3a BKIag B pas-
BUTHE KHHOUCKYCCTBA (1994, mocmepTHO).
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90. Levinson, Barry (p. 1942) — bappu JIeBUHCOH — BbIIAIOIIMICS TOJIIUBY -
CKUW KMHeMarorpaduct: pexxuccep, CLUEHApUCT, mpojrocep u akrep. Jlay-
peat npemuu Ockap (1989).

91. Livanov, Vasilii (p. 1935) — JINBAHOB Bacunuii bopucoBuy — poccuii-
CKUH aKTep, pexuccep, Mucareib, CHEHAPUCT, HApOIHBIM apTuct Poccun
(1988). PaGoTaeTr B 00jacTi MyJIbTUILTUKAIIMOHHOTO KMHO KaK CIIEHAPHUCT,
pexuccep, 03By4MBaTENb.

92. Lubitsch, Ernst (1892—-1947) — JIIOBUY DpHCT — HEMENKUI U aMepUKaH-
CKUI KHHOPEXKUCCEP U POIIOCED.

93. Lucas, George (p. 1944) — JIVKAC JI>xopax — aMepUKaHCKHI KUHOCIIE-
HApUCT, pexuccep, npostocep. KiroueBas gurypa nokosieHus, paJukaibHO
n3MeHuBlIero auno l'omnuByna B 1960-e rr. XapakrepHas mis Jlykaca
yepTa — ujealn3anus AeUCTBUTEIbHOCTH, OTHOLIEHHE K HEM KakK K CKa3Ke.
Ero ¢unem «3Be3nnbie BouHBY (1977) cTanm KiIacCHKOM 3MOXU BBICOKOU
texHosoruu. [lo3gnee Jlykac ocnoBan pupmy «HIyCTpUanbHBIN CBET U
Marusy, CIeuaIn3uPyIONyOCcs Ha KOMIBIOTEPHBIX criemdddexTax.

94. Lumieres, Auguster and Louis — JIOMBEP 6patss: Ortoct (1862—-1954)
u Jlyn (1864—1948) — uzoOperarenu kuHemaTorpada M NOCTAHOBIIMKH
NEPBBIX B MUPE HUITHMOB.

95. Lynch, David (p. 1946) — JIMHY /I»Buj — aMmepuKaHCKUNA KUHOPEXHUCCED,
CLIEHApHCT, ITPOJIFOCEDP, AKTEP.

96. Mamoulian, Rouben (1897-1987) — MAMYVYJISIH Py6en — amepukan-
CKHUH pexuccep.

97. Marceau, Sophie (p. 1966) — MAPCO Codu (nact. dbam. Momro) —
dpaHIty3ckas akTpuca TeaTpa ¥ KHHO, OJIHA U3 CAMBIX MOMYJISIPHBIX aKTPHUC
@®pannuu koHna 20 Beka.

98. Marey, Etienne-Jules (1830-1904) — MAPEM (Mape) Dtben JKionb —
bpaHIy3ckuil puU3n0I0Tr, THOCTPAHHBIN uneH-KoppecnoHaeHT IleTepOypr-
ckoit AH (1902). OcHoBHbIE Tpyabl TIO (HU3UOIOTHH KPOBOOOpPAIICHUS H
nBrKeHus. Paspabotan Meron rpaguueckoil peructpauuu (Gpuanonoruye-
ckux mporeccoB. Co3nan psa nmpudopoB (kapauorpad, churmorpad u ap.).

99. Mastroianni, Marcello (1923-1996) — MACTPOSHHU Mapuenno —
UTATBSHCKHAM aKTep TeaTpa v KUHO.

100. McCay, Winsor (1867-1934) — MAKKE! Bun3op — KapHKaTypHCT,

XYAOKHHUK-MYJIbTHIIIXKATOP, aHUMATODP.
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101. McLaren, Norman (1914-1987) — Hopman Mak-JlapeH — xaHajckuii
XYJI0KHUK, PEKHUCCEP, AKTEP, AaHUMATOP, ITPOArOcep, KoMio3uTop. Ponumncs
B lllotnanauu. SIBnsieTcs KiiaccMkoM aBaHrapjHoro ¢uibma. [Iprxu3Hen-
HO YJIOCTauBaJICSI BBICOKOTO 3BaHUS «I'€HHMI MYJIbTUTUIMKALII).

102. Meélies, Georges (1861-1938) — MEJIBEC Xopx — dpanIty3ckuii muo-
Hep kuHematorpada. OH OTKpbUT MIPAKTUYECKU Bce criedPPEeKThl, U3BECT-
Hbele cerognsa. B 1897 nmoctponst B MoHTpee nepByro B EBpone KMHOCTY-
JMI0, TJIe Hayajl CHUMAaTh B MAaBWJIbOHE, UCIOJIb3ysl UCKYCCTBEHHOE OCBE-
nieHre. Meinbec BBell B KUHO BbIMbICEIN, (paHTa3uio U BooOpaxenue. OqHon
U3 €ro caMblX 3HAMEHUTHIX KapTuH ObUI0 «IlyTemecTBue Ha Jlyny» (1902)
MPOJOKUTENBHOCTHIO B 21 MunyTy. B 1931 on nonyuun opaen [loueTHo-
ro Jlernosa.

103. Mikhalkov, Nikita (p. 1945) — MUXAJIKOB Hukura CepreeBuu —
POCCUHCKUI aKTep W KUHOpEexkuccep, HapoiaHbld aptuct Poccum (1984),
['ocynapctBennas npemus (1993, 1995, 2000).

104. Miyazaki, Hayao (p. 1941) — MUAJI3AKU Xasio — AnoHCKUII MyJIbTH-
IJIMKATOpP, OJIMH U3 KPYIHEUIINX PEKUCCEPOB B UCTOPUH aHUMALMOHHOIO
kuHO. Bo Bcex dunbmax Musii3aku ollyiaercsi Ipucyuui eMy TyMaHUu3M
1 00€CTIOKOEHHOCTh OYAYIIIUM YeJIOBEUYECKOTo 00IIecTRa.

105. Monroe, Marilyn (1926-1962) — MOHPO Mbspunun (nact. uma Hopma
Jxun belikep MopTeHCOH) — aMepUKaHCKasi KHHOAKTPUCA, OJIHA U3 CaMbIX
ApKuX KuHO3BEe31 1950-x Tro/10B.

106. Moore, Sir Roger (p. 1927) — MYP Pomxep — aHTIHICKUN KHHOAKTED.

107. Morgunov, Yevgeni (1927-1999) — MOPT'YHOB Egrenunii Anexkcan-
POBHY — POCCHUMCKUN KHUHOAKTEP, 3aCIyKEHHbIM apTUCT Poccuiickon De-
nepaunu (1978). Hanucan 4 cuenapus, 1Mo CBOEMY CLUEHAPHUIO MOCTaBUI
bunsm «Korna kazaku maagyt» (1964).

108. Murnau, F. W. (1888-1931) — MYPHAY ®puapux Buibrenasm (HacT.
dam. [Tnymrie) — HeMeIKui pexxuccep TeaTpa u KUHO.

109. Muybridge, Eadweard (1830—1904) — MAUBPUJIX Dayapn — aHruii-
ckuii pororpad. M3yyan ocoOEHHOCTH CHEMKH BO BpeMs JBMKEHUS O0b-
exta. B 1877 Bnepsrie chororpadupoBan Oeryiiyro jomaas. Yacto cHU-
Majl JBH>KEHUE OJHOBPEMEHHO C pa3HbIX Touek 3peHus («Harypumwmia B
JIBYOKEeHHN», 1887).

110. Newman, Paul (p. 1925) — HBIOMEH Ilon — amepukaHCcKuii axTep,
npojtocep. HeognokpatHo BeiaBUrancs Ha npemuto «Ockapy», HO MOTyUnl
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ee ToJbKO B 1985 3a mocTmkeHus Bcel KU3HU, a Takke B 1986 3a ponb B
bunbme «llBetr nener». [lpemus bepnunckoro kuHodecTUBaNs 3a Pojb B
¢unbme «/lypakoB HeT», 1995.

111. Neyolova, Marina (p. 1947) — HEEJIOBA Mapuna McTuciaBoBHa —
poccuiickasi akTpuca TeaTpa U KUHO, HapoaHas aptuctka Poccum (1987),
[Nocynapctennas npemus PCOCP (1981, 2001).

112. Nicholson, Jack (p. 1937) — HUKOJICOH JIxex — aMmepUKaHCKUNA aK-
Tep, MpoJtocep. 3aHUMAET BeAylIee MECTO CPEJId aKTEPOB-MY>KUMH C KOH-
ua 1960-x rr.

113. Nikulin, Yuri (1921-1997) — HUKVYJINH FOpwuii BragumupoBuy — poc-
culickuil aktep uupka u kuHo. Haponusiit aptuct CCCP (1973). Jlaypear
I'ocynapctennoit npemun PCOCP (1970). YuactHuk Benukoit Orteuect-
BEHHOUW BOMHBI.

114. Norshteyn, Yuriy (p. 1941) — HOPIUTEMH IOpuii Bopucosuu — poc-
CUHCKUI KUHOpExXHccep, XylnoxHuK. ['ocymapctBennas mnpemuss CCCP
(1979).

115. Ondaatje, Michael (p. 1943) — OHJJATKW Maiixn — kaHaacKuil muca-
Tenb. 3a KHUTY «AHTmickuil naruenT (1992) — npemus bykepa.

116. Ormond, Julia (p. 1965) — OPMOH/I JI>xynust — anrnuiickas KHHOAK-
Tpuca.

117. Pabst, G. W. (1885-1967) — [IABCT I'eopr Bunbrensm — Hemenkuii u
ABCTPUMCKUN KHHOPEKHUCCED.

118. Papanov, Anatoli (1922—-1987) — IIAITAHOB Amnaronuit JImutpreBud
— poccuiickuii aktep tearpa u kuHo. Hapoausiii aptuct CCCP (1973).
VYyactHuk Benukoit OTe4ecTBEHHOM BOITHBI.

119. Paradzhanov, Sergei (1924-1990) — ITAPAJID’KAHOB Cepreit Uocu-
boBUY — KUHOpPEKUCCEP, HAPOAHBIA apTuCT YKpauHbl (1990), HapoaHbIit
aptuct Apmenuu (1990).

120. Parker, Alan (p. 1944) — IIAPKEP Anan — anrimiickuii KHHOpPEXHCCED,
AMEPUKAHCKHUM CLIEHAPUCT U pexuccep. TBopuectBy Ilapkepa cBOMCTBEHHO
TnOepaTbHO-TYMAaHUCTUYECKOE HAYAJIO.

121. Peckinpah, Sam (1925-1984) — IIEKUHITA CsMm — amepukaHCckuii cie-
HapUCT U KMHOpexuccep. Haumnan kak tenenpamarypr. Benymui pexuc-
cep BectepHa 1960—-1970-x rr., yHaclienOBaBIIMI MAHTEUCTUYECKUE Tpa-
nunun, Bocxoxasmue kK I'. Topo nu @. Kynepy, Ho cTaBuBIIHMi O0J1ee KeCT-
KHE, HAaTYpaTMCTUUECKHUE 1O CTUIUCTUKE (DUITBMBI.
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122. Penn, Arthur (p. 1922) — IIEHH Aptyp — amMepuKaHCKUN KHHOPEKHUC-
cep, CLIEHAPUCT, MPOAIOCED.

123. Philipe, Gerard (1922—-1959) — ®UJIUII Kepap — dpaHIry3cknii akTep
TeaTpa v KUHO.

124. Pickford, Mary (1893—-1979) — I[IMK®OP]] Mapu (ract. ['myauc Mapu
CMHT) — aMepUKaHCKass KHHOAKTpPHCA.

125. Pitt, Brad (p. 1964) — IIUTT bpaa (non. ums Ywibsam bpennu [lutt) —
amMepuKaHCKH kuHoakTep. [Ipuobpen M3BECTHOCTh, CHUMASICh B TEJIEBU-
3UOHHBIX cepuanax. KuHo otkpbeuio IIuTTa Kak 3MOUMOHAIBHOIO W CIO-
COOHOro K 0e3rpaHUYHOMY NEPEBOILIONICHUIO aKTepa.

126. Polanski Roman (p. 1933) — ITOJITHCKUI Poman (Ilomanckuii) —
TOJIbCKUH KHHOPEKHUCCED.

127. Ptushko, Aleksandr (1900-1973) — IITYIIKO Anekcanmp Jlykuu —
pPOCCHIMCKUI KMHOpEXHUCCEpP U XyA0xKHUK, HapoaHbii aptuct CCCP (1969).
OnuH W3 3a4MHATENel OTEYECTBEHHOTO O00BEMHOTO MYJbThUIbMA. DKpa-
HU3UPOBAJ CKa3KH, JiereH b, ObuTMHBI. ['ocynapctBennas npemusi CCCP
(1947).

128. Pudovkin Vsevolod (1893-1953) — ITY AOBKHWH Bceronoa Nnnapuo-
HOBHUY — COBETCKHM KHHOPEKHUCCEP M TEOPETUK KUHO, HAPOJHBIM apTUCT
CCCP (1948), onun u3 ocHoBomnoJyioxkHUKOB kuHematorpaduu B CCCP.
I'ocynapctBennas npemus CCCP (1941, 1947, 1951).

129. Pugovkin, Mikhail (p. 1923) — [TYT'OBKWH Muxaun MiBanoBu4 — poc-
culickuii akrep, HapoaHsiil aptuct CCCP (1988).

130. Pyryev, Ivan (1901-1968) — IIbIPbEB WBan AnexkcannpoBuu — poc-
culickuii kuHopexuccep, Hapoanbsiid aptuct CCCP (1948). ['ocynapcTBeHn-
Has ipemust CCCP (1941, 1942, 1943, 1946, 1948, 1951).

131. Reed, Carol (1906-1976) — PUJl Kopon — aHrnmuiickuii pexxuccep u
pO/ItoCep.

132. Reeve, Christopher (1952-2004) — PUB Kpucrodep — amepuxkaHckuii
KHUHOAKTED.

133. Reinoger, Lotte (1889-1981) — Peitnurep JloTrTa — HEemenkas KuHeMa-
TorpaducTka, 3aHMManach CUIYITHON MYJIbTUILITUKALIMEH.

134. Renoir, Jean (1894-1979) — PEHYAP Xan — ¢panuy3ckuii kunope-
x)uccep. g Penyapa xapakTepHbl COEIUHEHME )KU3HEHHOT'O IIPABIOIION0-
OMsl C MOATUYECKUM BOCIIPUSITHEM MUPA, B M300PA3UTEIBbHBIX U IIBETOBBIX
pEIIECHUAX — OPUEHTAIIUS Ha TPATUIIUA UMIIPECCUOHUCTCKOM KMBOIUCH.
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135. Riefenstahl, Leni (1902-2003) — PUDEHIIITAJIb Jlenu (monH. Xenena
bepra Amanus Pudenmrans) — HeMelkuii KuHopexuccep, pororpad, ak-
Tpuca.

136. Romm, Mikhail (1901-1971) — POMM Muxaun Unenuu — poccuiickuit
kuHopexuccep, Hapoausiid aptuct CCCP (1950). IIpogeccop BI'MKa. I'o-
cynapctBenHas npemusi CCCP (1941, 1946, 1948, 1949, 1951).

137. Rossellini, Roberto (1906-1977) — POCCEJIJIMHU PobGepto — utanb-
AHCKUW KUHOpexuccep. [IpencraBurens Heopeanusma. B 60-e rr. Ha Tene-
BUJICHUU CHSJI psJl GUIBMOB O BBIIAIOIIUXCS UCTOPUUECKUX JTUIHOCTSIX.

138. Rumyanova, Klara (1929-2004) - PYMAHOBA Knapa MuxaiiioBHa —
poccuiickasi KHHOAKTpuca, 3aciykeHHas aptuctka Poccuu. B 1960-e rosr
HayaJla 3aHUMATbCsl 03BYyYMBaHHEM Ha cTyauu «Coro3mynbThuiabm». [lo-
MyJISPHOM cTana Ojarojapsi poiv 3aiilia B MyJbTUILTUKAIIMOHHOM Ccepuaie
«Hy, noroan». ABTOp cOOpHHMKA IBEC O 3HAMEHUTHIX PYCCKUX >KEHUIMHAX
«mst MHE — xeHuHa» (2000).

139. Russell, Ken (p 1927) — PACCEJI Ken — anrnuiickuii pexxuccep. bbui
MOPSIKOM, CITY>KHJI B aBHAINH, 00yJascs 6anery, 3anumancs ¢potorpaduei.

140. Ryazanov, Eldar (p. 1927) — PA3AHOB Onbmap AnexcanapoBuyu —
POCCHIICKUN KUHOPEKHUCCEP-KOMeanorpad, ApaMarypr, HAPOJAHBIA apTUCT
CCCP (1984), naypeatr I'ocynmapctBennoit npemun CCCP (1977), T'ocy-
napctBeHHoi npemun PCOCP umenu 6pateeB Bacunbenbix (1979).

141. Schell, Maximilian (p. 1930) — LIEJIJT Makcumuiauan — HEeMEIKUA U
ABCTPUICKUU AKTEP, PEHKUCCED.

142. Scorsese, Martin (p. 1942) — CKOPCE3E Maptun — amepuKaHCKH
KHHOPEXHCCEP, CLUEHAPUCT, akTep. [10 MponcXoKAEeHUIO0 UTAJIbSHEL.

143. Scott, Ridley (p. 1937) — CKOTT Pumiu — aHrnuickuii 1 aMepuKaH-
CKUUI KUHOPEXHUCCED.

144. Sembene, Ousmane (p. 1923) — CEMBEH VYcman — ceHeranbckuii mu-
catenb, kuHopexuccep. OAuH U3 3auMHATENell KMHOUCKYyccTBa AQpUKH.
[TumeT Ha QpaHIly3CKOM SI3bIKE U SA3BIKE BOJIOQ.

145. Sennett, Mack (1880-1960) — CEHHET Maxk (nact. ums u dham. Maiixn
(Muxkasn) CUHHOT) — aME@pUKaHCKUI pEeKHUCCED, MPOIIOCEP, aKTep.

146. Shakurov, Sergei (p. 1941) — IAKYPOB Cepreii KatomoBu4 — poc-
cuiickuid akrep, HapoHbIi apTucT Poccun (1991). 'ocynapcTBeHnHas mpe-
must CCCP (1980).
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147. Smith, Will (p. 1968) — CMUT VYwin (monH. Yumnapn Kpucrtodep
CMUT-MJIaAIINNA) — aMEpUKAHCKUNA aKTep KUHO W TEJIEBUACHUS, MeBell-
panmnep, HErPUTSTHCKOTO MPOUCXOKACHUS.

148. Spielberg, Steven (p. 1947) — CIIMJIBEPI" CtuBen — amepuKaHCKUM
KHHOPEXHCCEP, TPOIIOCEP, CLUEHAPUCT.

149. Stallone, Sylvester (p. 1946) — CTAJIJIOHE CunbBectep — aMmepuKaH-
CKUU aKTep, peKuccep, CLIEHApUCT, IPOIIOCED.

150. Starewicz, Ladislas (1882-1965) — CTAPEBU1Y BnaagucnaB Anexkcann-
POBUY — POCCUICKMI peKHCCEp, XYI0XKHUK, oneparop. OQuH U3 OCHOBO-
MOJIO)KHUKOB MYJIbTUILTUKAIIMOHHOTO KHUHO.

151. Stone, Oliver (p. 1946) — CTOYH OmnuBep — amepuKaHCKHUI KUHOCIIE-
HapucT, pexuccep. OOUH U3 NOCHEIHUX NPEICTABUTENEH MOTUTHYECKOTO
K1HO 1960-x TT.

152. Tarkovsky, Andrei (1932-1986) — TAPKOBCKHWI Awnzpeii Apcenbe-
BUY — pOCCHUMCKUN KHHOpexuccep, HaponaHbli aptuct PCOCP (Poccun,
1980). B ocHOoBe (hUabMOB OCTPO U HANPSKEHHO MOCTAaBJICHHAs aJlbTepHa-
TUBa M00pa M 371a, BEpbl M HEBEpHs B UeloBeKa, (puimocockuii crop, Bce-
I7la pa3pelarouics B 0Jb3y I'YMaHUCTUYECKON U ONTUMUCTUYECKOM UC-
tunbl. JIenunckas npemus (1990, mocmepTHO).

153. Travolta, John (p. 1954) — TPABOJITA I)xoH — aMepUKaHCKUII KUHO-
aktep. OIMH U3 caMbIX 3HAMEHUTHIX akTepoB KoHIA 1970-x rr. Hoseiit
B3JIeT Kapbephl TpaBontel obecneunn ¢puibMm K. Tapantuno «KpumuHams-
Hoe uThBO» (1994).

154. Trnka, Jifi (1912-1969) — TPHKA Vinpiku — demickuii pexuccep 1 Xy-
JIO’)KHUK. 3aHUMAJICSl JKUBOIUCHIO, TpaduKOW, WIIIOCTPUPOBAT KHUTH
(rmaBHBIM 00pa3oM JETCKHE), AeNall IeKOpaluu JJjIs Tearpa U KUHO, HO
MPEXJIe BCET0 ObUT KYKOJIbHUKOM.

155. Utyosov, Leonid (1895-1982) — YTECOB Jleonna OcumnoBud — COBET-
CKMI 3CTpaJHbIil neBel, KuHoakTep, Hapoaublid aptuct CCCP (1965).
Opranuzatop (1929), pykoBoauTENs U COMUCT IEPBOTO COBETCKOIO JIXKa30-
BOro KosuiekTuBa — «Tea-mxkaza» (mo3gHee ['ocyiapcTBEHHBIN ACTpaaHbIA
opkectp PCOCP). Buec 3HauMTeNnbHBIA BKIJIAaJ B Pa3BUTHE COBETCKOU
IIECHHU.

156. Valentino, Rudolph (1895-1926) — BAJIEHTWUHO Pynonsd (HacT. ums
u ¢am. Pogonsdo ['yapenbmu au BaneHUTHHO) — aMepUKaHCKUNM KUHOAK-
tep. [lo mpoucxoxaenuto utanbsHen. [IpocinaBuiics B HEeMbIX (uiIbMax
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20-x rT., co31aB 00pa3 SK30TUYECKOTO «JIATUHCKOTO JTIOOOBHUKA», POKOBO-
ro cobsasHutens. BaneHTHHO — ofHa W3 JereH] kuHemaTtorpada, repou
POMAaHOB, IIbEC.

157. Vertinskaya, Anastasiya (p. 1944) — BEPTUHCKAS Anacracust Anex-
CaHJpOBHA — POCCUICKas aKTpHca, HapoaHas aptuctka Poccun (1988).

158. Vertov, Dziga (1896-1954) — BEPTOB [I3ura (Hact. ums u dam. [le-
Huc ApkanbeBuy Kaydman) — poccuiickuii kunopexuccep. OuH U3 3a4u-
HaTeJled U TEOPETUKOB JIOKYMEHTAIBHOTO KUHO. DUIBMBI — B JKaHpE 00-
pa3HON KUHOIYOIUITUCTUKH.

159. Visconti, Luchino (1906-1976) — BUCKOHTH Jlykuno (moJIHOCTBIO
Jlykuno Buckontu 11 MopoHe) — UTaIbIHCKUN pexXUccep TeaTpa U KUHO,
OJIMH U3 OCHOBOIOJIOKHUKOB HEOpEaIn3Ma.

160. Vitsin, Georgiy (1918-2001) — BUILIUH I'eopruit MuxaiinoBud — poc-
cuiickuii aktep, HapoaHbIi aptuct CCCP (1990).

161. Vlady, Marina (p. 1938) — BJIAJIM Mapuna (Hact. ums u amunus
Mapuna Bnanumuposna IlonskoBa-baiinapoBa) — (paniry3ckas aktpuca
KWHO, TeaTpa u TeneBuaeHus. [1o HalMoHaIbHOCTH PyCCKasl.

162. Volchek, Galina (p. 1933) — BOJIYEK TI'anuna bBopucoBHa — poccuii-
CKHI TeaTpasibHBIN pexuccep, akrpuca. Haponnas apructka CCCP (1989).
Jlaypeat IN'ocynapcrBennoit npemuun CCCP (1967). I'ocynapctBeHHas mpe-
must PO (2001).

163. Wajda, Andrzej (p. 1926) — BAUJIA Anmxeii — HOIbCKHI pexHccep
TeaTpa v KUHO.

164. Wayne, John (1907-1979) — YOUH JIxoH (Hact. ums 1 ham. Mapron
Maiikn MoppucoH) — aMepUKaHCKUN KUHOAKTED.

165. Wong Kar Wai (p. 1958) — BOHI' KAPBAMU (Bau Kapsgaii) — kuTaii-
CKHI pexkuccep, OAUH U3 JIUJIEPOB aBaHTapIHOTO KUHO 1990-X ronos..

166. Woo, John (p. 1948) — BY JI>)koH — roHKOHIcKuil KuHopexuccep. Ku-
BeT 1 paboraer B ['ommuByae. OauH U3 HEMHOTHX a3UaTCKUX PEKUCCEPOB,
CTaBIIUX KOMMEPYECKUMH JIMJEpaMH TOJUIMBYJICKOTO KHHO B (pUIbMAax
nerictBusa. Okazaln BIUSHAE HA MHOTHUX MOJIOJIBIX KOJIJIET-aMepuKaHiieB. By
BbIpa0OTaN CBOM CTUJIb, COUYETAs TPAJIULKUKA BOCTOUHOI'O U 3aM1aIHOIO KHHO.

167. Yakovlev, Yuriy (p. 1925) — AKOBJIEB [Opwuii BacunseBuu — poccuii-
ckuii aktep. Hapomusiit aptuct CCCP (1976). I'ocynapcTBeHHass npemust
CCCP (1979). I'ocynapctBennas npemusi Poccuu (1994).
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168. Yakovleva, Elena (p. 1961) — IKOBJIEBA Enena AnekceeBHa — poc-
CUIiCKas aKkTpuca, 3aciyxeHHasi apTucTtka Poccuu. ['ocynapcTBenHas mnpe-
must PO (2001).

169. Yutkevich, Sergei (1904—-1985) — FOTKEBWY Cepreit MocudoBuu —
COBETCKMH pEXHCCEp Tearpa W KHUHO, TEOPETHK KHUHO, XYJIOXKHHUK-
noctaHoBIIUK, HapoaHbd aptuct CCCP (1962), 10KTOp MCKYCCTBOBEJIE-
Hug. ['epoit Commanuctuueckoro Tpyna (1974). Ilpuz MexayHapoaHoro
kuHodectuBaist B Kanne (1956), 3omotas menans MexayHapOIHOTO KH-
Hodectuans B Beneuun (1969). Ilpodeccop BI'MKa (¢ 1940). Teopetu-
yeckue paboTel mo kuHo. ['ocynapctBennas npemuss CCCP (1941, 1947,
1967, 1983). Jlaypeat npemun Benenmanckoro kunodectuBans 1982 roma
3a BKJIaJl B pa3BUTHE KHHOMCKYCCTBA.

Oscar (Academy Award) — mpemust «Ockap» Esxeromnas Harpana
AMepUKaHCKON akageMuH KuHeMaTtorpaduueckux UCKYCCTB U HAYK, ITPUCYXK-
Jmaemasi 3a JIy4IInid aMepUKaHCKUN (UIbM U JOCTIKEHUS B PAa3IUYHBIX 00-
JacTAX KuHO 1o Oosiee vem 20 HomuHauusM: nydmuit ¢uinbem [«Best
Picture»], myumas wmyxckas (keHckas) ponb [«Best Leading Actor
(Actress)»], mydmias Myxckas (KeHCKasi) poJib BToporo raHa [«Best Sup-
porting Actor (Actress)» |, myummuii pexuccep [«Best Director»], myummmii ce-
Hapuii [«Best Screenplay»] u np., a Takke 3a JydlInii THOCTPAHHBIN (HUIBM
rojga. MHorma mpemust mpucyX)aaeTcsl U 3a OOIUK BKJIAJ B KHHOWCKYCCTBO.
Yupexnena B 1929. KanauaaTtel Ha noslydyeHHe NPEMUU BBIBUTAKOTCS CBOM-
MU KOJIJIETaMU IO KHUHOMHAYCTPUU (TO €CTh AKTEPOB BBIIBUTAIOT aKTEPHI,
MPOAOCEPOB — MpoArocepsl U T. 1.). [lodenuTenu onpenensroTcs TaWHbIM TO-
JIOCOBaHMEM 4JieHOB Akajiemuu. llepeMoHNIO BpydyeHUs] Harpaj MOKa3bIBaloT
B MpsIMOM 3(upe BO MHOTHX cTpaHax mupa. [lomrmo neHexHOU mpeMuu, Ka-
KJIOMY TOOEAUTENI0 BpydYaeTcsl MO30JI04eHHast craTysTka «Ockap» paboThbl
xynoxHuka-nocranoBiuka C. ['m66onca. CyliecTBylOT JABE BEPCHH IPOUC-
XOXKJeHus1 3Toro Ha3paums. [1o omgHON — «Ockapom» Ha3Baja ee pabOTHHIIA
Axanemun M. XeppHk, KOTOPOU CTaTydTKa IO BHEIIHEMY BUAY HAIIOMHUIIA €€
nago Ockapa. [lo apyroit — oHa Ha3BaHa B YECTh TE€XACCKOT0 MUJUIMOHEpPA
Ockapa [Iupca.

United Artists Corporation — «fOnaiiten aptucre» — [NonnuByackas
kuHocTyaus. OcnoBana B 1919 J1. V. I'puddurtom, Y. Yannuuowm, J1. Orpben-
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kcom u M. Ilukdopa. B 1981 6wma kymnena K. KepkopsiHom u cimnack
«Metpo-T'onasun-Matiep» B MI'M/FOA. B 1986 3TOT KOHTIIOMEpaT ObLT IIPO-
nan Teny TepHepy, KOTOpbIM BCKOpE BHOBB Iponan «lOnaiTen aptucrey u
Oompiyro yacth MI'M ObiBIIEMY HX Biiajgenbiy Kepkopsiny. B 1980-e crynuu
MI'M / FOA ynanoch BBITyCTUTH TaKHe KaccoBble (puimbMbl, Kak «JlyHaTHKH
(besymctBo mon myHoi)» (1987), « badu 6ym» (1987) u «UenoBek A0XKIs»
(1988), HO B LIEIOM OHA 3aHUMAET AAJIEKO HE MEPBOE MECTO CPEIU rOJLIUBY-
CKUX KOMITaHUM.

Warner Bros. — «Yopuep Opasepc». KunHokoMmmanus oOcHOBaHa
B 1923 B 1. bepbanke (mpuropoa Jloc-Anmxkeneca, mr. Kamudopuus) ye-
THIpbMsI OpatbsiMu YopHep — Anboeptom (1884—-1967), IN'appu (1881-1958),
JxexoMm (1892—1978) u Comrossiom (1888—1927), HbiHe o1HA U3 KPYTTHEHIITNX
B mupe. Ilpunamnexur koprnopaunu «Taiim-YopHep sHTEpTeHMEHT». Ha
cTynuun «YopHep Opazepc» ObUI MOCTaBJIE€H MEPBbI YaCTUYHO 3BYKOBOM
bunsM «/I>xazoBbiii ieBeny» (1927); kommanus Obla TaKkKe NEPBOM, Te CTaIN
CHUMATh (PUIIbMBI CHIEIHATIBHO JUISl T€JIEBUACHUS. BBITyCKaeT TakKe MYJIbT-
¢bunbmbl, B ToM unciie «barc banamy. Kunoctyaus Obuia 3apeructpupoBana
Kak Kopropauus B 1932, HpIHE nO4YepHss KOMIIAHHS MeAua-KOHLIEpHA
«AOJI — Taitm-Yopnep». Cpean 3Be3/1, CHUIMaBIIUXCS B (PUIbMax KOMIIAHUU
B mepBbie ee gecartwietus Obutm X. boraprt, [x. Korawu, 3. ®nunx
u b. /IpBuc.

Metro-Goldwyn-Mayer (MGM) — «Metpo-T'onasun-Maiiep» (MI'M)
Onna u3 kpynHeiimux kuHokomnanuii. Coznana B 1924 B pesynbrate ciusi-
HUs Tpex KoMIaHuil: «Metpo nukyepc», ocHoBaHHOU B 1920 M. Jloy, «I'on-
JIBUH MUK4YEpC», OCHOBaHHOU B 1916 nonbckum ummurpantom C. ['ongsuHOM
1 OpoaBelicKMMHU TpoarocepamMu Darapom u ApueM CelBUHAMU, U KOMIIAHUU
ummurpanrta u3 Poccuu JI. Maiiepa, ocHoBanHo# B 1918. JI. Maiiep Bo3rias-
a1 «MI'M» go 1951. o cepenunbl 1950-x rr. MI'M Obina kpynHeiieit
crynuer ['omnuByna, 3HAMEHUTON TJIES0N aKTEPOB-3BE3/l U TAKUMH (DUITb-
MaMmH, Kak «YHeceHHbie BeTpom» (1939) u «Bonmebnuk ctpansl O3» (1939).
B smoxy TeneBumeHus craia ciaBaTh cBoM Mo3uiuu. B 1969 crymus Obuia
kymieHa ¢unancucrom K. KepkopsHom, a B 1981 ciunace co cryaueit
«Omnaiiten aptucre», craB MI'M/FOA. HenaMeHHOM cO JTHSI OCHOBAaHHS OCTa-
eTcsl ToJIbKO 3actaBka (punbMoB MI'M — nbimiHorpuBbiii jeB Jleo u ero 3Ha-
MeHUTHIN MomnHbl phiK. llITad-kBaptupa B r. Kanep-Cuth, mrt. Kamudop-
HUSL.

176



Paramount Communications, Inc. — «IlapamMayHT KOMBIOHHKEN-
mHC» — MexayHapoaHas KOMIIaHWs, OObEeIUHSIONIas KpPYIHBIE pa3Blie-
KaTelbHbIE W M3naTenbckue GupMmbl. beima co3mana B 1934 xak «Mwuunran
Oammep» W 3aHUMalach MPOU3BOJICTBOM 3amyacTed Il aBTOMOOMIICH;
B 1960 nepeumenoBana B «I"and suja BectepH unaactpus». B 1966 npuobdpena
KOHTPOJIbHBIM TakeT akuumil kopropauuu «llapamaynt nukuepc», B 1970—
80-x — KoMIUIeKC «M3IUCOH-CKY3p-TapJeH», KHIKHbIE n3aareinbeTBa «Caii-
MoH 3/ Llycrep» u «IIpenTuc-xoim», 6ackeT00IbHYI0 KOMaHIy «Hbfo—ﬁopx
HUKC», XOKKEUHYK0 KOMaHIy «HLIO-PTOpK pelinxepe». CeTb KUHOTEATPOB,
ceTu KabenpHOTO TeneBuaeHus u T. A. B 1989 nepeumenoBana B «IlapamayHt
KOMMIOHUKEUIITH»; MIPABJIICHUE HAXOUTCS B T. Hbm-ﬁopKe, IIT. HL}O-ﬁOpK.

Twentieth Century Fox — «XX-ii Bek-Dokc» — KpynHeuas rojuiu-
ByJickas kuHocTyausa. B 1933 JI. 3eiinak u JIx. [llenk ocHOBaJIM KOMIIAHHIO
«XX-i1 Bek», kotopast B 1935 o0beqununacsy ¢ komnanuen «Poke Guiim», oc-
HoBaHHON Y. ®okcom. CTyaus BBITYCTHJIA TaKU€ 3aMETHBIC (UIBMBI, Kak
«3Byku my3bikn» (1965), « Kpenkuii opemiex» (1968), « 3Be3aHbIe BOWMHBD)
(1977), «Yonn-crpur» (1987) u np. B 1986 «XX-i1 Bek-DoKc» OCHOBaAJIA YET-
BEPTYI0  OOILIEHAUMOHAIbHYIO  TelekoMnaHuto «®Pokc  OpOIKACTUHI.
B 1985 xommnanusa «XX-it Bek-Dokcy Oblia KyrjieHa aBCTPAIMACKUM MarHa-
ToM P. Mapnokom.

Mosfilm — «MOC®UJIbM» — KUHOKOHIIEPH, OCHOBaH B MockBe
B 1924 (mo 1935 pasubie HazBanus, B 1935 xunodadbpuxa «Mochuibmy»,
B 1936-90 xunoctyausi «Mochuiabm»). Pexuccepsi: C. M. DifzeHmTeii,
B. II. ITynoskuH, A. II. Josxenko, M. U. Pomm, W. A. IIsipbes, I'. B. Anek-
cangpoB, M. K. Kanaro3os, A. A. Tapkosckuii, 9. A. Ps3anos, C. @. boH-
napuyk, M. M. Xymmes, H. I'. YUyxpai, P. A. Bbeixos, 0. H. O3sepos,
B. B. Meunpmo, . B. Tamankun, JI. W. Taigain, A. C. KoHyaJloBCKH,
H. C. Muxankos, I'. H. lanenus, B. F0. AGapammros, K. I'. Illaxnazapos u
ap.; Ha «Mochunbmey paboTaloT TakKe KPYIHEUINE CIICHAPUCTHI, aKTepHI,
XYyJ0KHUKH, OnIepaTopsl, 3ByKooreparopbl. Puibmel: «bponenocen Iloreem-
kue» (1925), «upx» (1936), «Jleann B OxTsa6pe» u «Jlenun B 1918 romy»
(1937-39), «Jletar xypaau» (1957), «bannana o congare» (1959), «O0bIk-
HOBeHHBIN (amu3m» (1966), «Boitha u mup» (1967), «Annpeit PyGnes»
(1966-71), «ber» (1971), «epcy ¥Y3zana» (1975), «Aronus» (1981), «Uyue-
no» (1983), «3abwitast menonust it haedte» (1987) u ap. Beero BeimyieHo
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0K0JI0 3 ThIC. PUIBMOB, U3 HUX OK. 600 UMEIOT OTIUYHS MEXKIYHAPOIHBIX U
BCECOIO3HBIX KMHO(ECTUBAICH.

Lenfilm — «JIEHOWUJIbM» — xunoxommanust B Caukt-IletepOypre,
oaHa u3 KpynHenmux B Poccuiickoii @enepanuu. OcHoBana B 1918. Cpenu
bunsmoB: «Yamaey (1934), «¥OHocts Makcumay, «Bo3Bpamenne Makcu-
May, «Bbiboprckas cropona» (1935, 1937, 1939), «/enyrar bantukn»
(1937), «Iletp I» (1937-39), «Yenosek ¢ pyxbem» (1938), «Jleno Pymsuue-
Ba» (1956), «'amner» (1964), «Hauanbuuk Uykotku» (1966), «B orne 6poaa
He» (1968), «Ilpemus» (1975), «O0bsicnenue B mooOBu» (1979), «Ilananbn
(1983), «Moit npyr Mean Jlanmuny» (1984), «IlucbmMa MepTBOTO YeIOBEKa»
(1986), «Kpyr Bropoi» (1990) u nap. Pexwucceps:: I M. Kozunies,
JI. 3. Tpaybepr, C. N. KOtkeBuu, C. A. T'epacumoB, W. E. Xeiidu,
I'. A. Tlandunos, /1. K. Acanora, C. [I. ApanoBud u ap.

LIST OF MOVIES

1. «101 Dalmatians» (1961), Walt Disnay — «101 ganmatuHei

2. «12» (2008); Nikita Mikhalkov — «/I[BeHaamaTe»

3. «2001: A Space Odyssey» (1968), Stanley Kubrick — «Kocmuueckas
Onucces»

4. «39 Steps, The» (1935), Alfred Hitchcock — «39 maros»

5. «42nd Street» (1933), Busby Berkeley — «42 ctput»

6. «Adventures of Prince Achmed, The» (1926), Lotte Reinoger -
«IIpuxnrodyeHust mpuHIIAa AXMe1a»

7. «Aelitay (1924), Yakov Protazanov — «Asautay

8. «Aka. The Flying Carpet» (1956), Gennadi Kazansky — «Crapux
XOTTa0bI4»

9. «Akira» (1988), Katsuhiro Otomo — «Axupa»

10. «Alexander Nevsky» (1938), Sergey Eisenstein — «Anekcanap HeBckuii»

11. «Alphaville» (1965), Jean-Luc Godard — «AnbhaBuib

12. «American Graffiti» (1973), George Lucas — « AMepukanckue rpaphuti»

13. «cAmphibian Man, The» (1962), Gennadi Kazansky — «YenoBek-
ampuous»

14. «An Andalusian Dog» (1929), Luis Bunuel — «Anmamy3ckuii mec»

15. «Andrei Rublev» (1966), Andrei Tarkovski — «Anapeit Pybnes»
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16. «Anna Karenina» (1996), Bernard Rose — «Anna Kapenunay»

17. «Applause» (1929), Rouben Mamoulian — « AmiogucMeHTbD»

18. «Arrival of a Train at Station» (1896), Brothers Lumier — «IIpu0OsiTre
1oe3/1a Ha CTaHITHIOY

19. «Ascent, The» (1976), Larisa Shepitko — «Bocxoxaenue

20. «Ashes and Diamonds» (1958), Andrzej Wajda — «Ilenen u anmaz»

21. «Astro Boy» (1963), Osamu Tezuka — « AcTpo06o0ii»

22. «At Home Among Strangers» (1974), Nikita Mikhalkov — «CBoii cpenn
JYKUX»

23. «Attack of the Clones» (2002), George Lucas — « ATaka KJIOHOB)»

24. «Aviator, They (2004), Martin Scorsese — « ABUATOP»

25. «Ballad of a Soldier» (1959), Grigori Chukhrai — «bannama o congare»

26. «Barber of Siberia, The» (1998), Nikita Mikhalkov — «Cubupckuii
ITUPIOJIBLHUK

27. «Barry Lyndon» (1975), Stanley Kubrick — «bappu JIungon»

28. «Beach, The» (2000), Danny Boyle — «ILsix»

29. «Beauty and the Beast» (1991), Garry Trousdale — «KpacaBumna wu
qyTOBUIIICH

30. «Ben Gur» (1927), Fred Niblo — «ben ['yp»

31. «Berlin: Symphony of a Great City» (1927), Walter Ruttmann — «bepauH:
cUM(OHHUS BETUKOTO TOPOIa»

32. «Birds, The» (1963), Alfred Hitchcock — «ITTutb»

33. «Birth of a Nation, The» (1915), D. W. Griffith — «Poxxnenne Harum»

34. «Blackmail» (1929), Alfred Hitchcock — «IllanTax»

35. «Blade Runner» (1982), Ridley Scott — «berymuii mo ne3Buio HOXa»

36. «Blue Bird, The» (1976), George Cukor — «Cunsist nTuia

37. «Blue Velvet» (1986), David Lynch — «I"ony6oii 6apxat»

38. «Bonnie and Clyde» (1967), Arthur Penn — «bonu u Knaiia»

39. «Breathless» (1959), Luc Godard — «Ha mociaeanem apIXaHUK)Y

40. «Brothers Karamazov, The» (1969), Ivan Pyryev - «bparesa
KapamazoBb»

41. «Burnt by the Sun» (1994), Nikita Mikhalkov — «YToMieHHBIE COTHIIEM»

42. «Cabaret» (1971), Bob Fosse — «Kabape»

43. «Cabinet of Dr. Caligari, The» (1919), Robert Wiene — «Kabunera
nokropa Kanurapu»

44. «Carnival Night» (1956), Eldar Ryazanov — «KapnaBanbHast HOUb»
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45.«Catch Me If You Can» (2002), Steven Spielberg — «Ilolimaii MeHs, eciu

46.
47.
48.
49.
50.
51.

52.
53.
54.
55.
56.
57.
58.

59.
60.
61.
62.
63.
64.

65.
66.
67.
68.
69.

70.
71.

72.
73.

CMOXKCIIb»

«Chairy Tale, A» (1957), Norman McLaren — «Ctymn»

«Chapaev» (1934), Brothers Vasilyev — «Hamaes»

«Chinatowny (1974), Roman Polanski — «Kurait-ropoma»

«Chuchelo» (1984), Roland Bykov — «Hyuemno»

«City Lights» (1931), Charlie Chaplin — «Orau 60Jb110T0 TOPOIa»
«Clockwork Orange, A» (1971), Stanley Kubrick — «Mexanndeckuii

alICJIbCUH»

«Comradeship» (1931), S. W. Pabst — «ConmumapHOCTb»

«Cranes Are Flying, The» (1957), Mikhail Kalatozov — «JletsT xxypaBiu»
«Cruel Romance, A» (1984), Eldar Ryazanov — «Kectokuii pomaHCy
«Dancer’s Time» (1998), Vadim Abdrashitov — «Bpems Tanmopa»

«Day of the Fight, The» (1951), Stanley Kubrick — «Jlens 60s1»

«Day Patrol» (2006), Timur Bekmambetov — «JlHeBHOI1 1030p»

«Dead man’s letters» (1986), Konstantin Lopushansky — «Ilucema

MCPTBOI'O YCJIOBCKaA»

«Dead Season» (1968), Savva Kulish — «MepTBbIii ce30H»

«Dersu Uzala» (1975), Akira Kurosawa — «lep3y Y3ama»

«Diamond army» (1968), Leonid Gaidai — «bpuiinuantoBast pyka»
«Doctor Zhivago» (1965), David Lean — «/loxtop YKuBaro»

«Doctor Zhivago» (2002), Giacomo Campiotti — «Jloktop XKuparo»

«Dr. Strangelove, or How I Learned to Stop Worrying and Love the

Bomb» (1964), Stanley Kubrick — «/loktop CtpeliHKIaB, Ui Kak s Iie-
pectain 00SThCS U MOTI0OUT aTOMHYIO O60MOY»

«Dracula» (1931), Tod Browning — «/[pakymna»

«Dragonhearty» (1996), Rob Cohen — «Cepaiie npakona

«Drifters» (1929), John Grierson — «Psi0ausu cyna»

«Dumboy (1941), Walt Disney — «Jlam60»

«E. T.» — «The Extra-Terrestrial» (1982), Steven Spielberg — «E. T. Wno-

IINTAaHCTAHUH»

«Earth Trembles, The» (1948), Luchino Visconti — «3eMst ApOKUT»
«Eyes Wide Shut» (1999), Stanley Kubrick — «C mupoko 3akpbITbIMU

riia3amMm»

«Face / Off», John Woo — «be3 nuia»
«Fantasia» (1940), Walt Disney — «®anTazus»
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74. «Fantomas» (1913—14), Louis Feuillade — «®anTomacy

75. «Fear and Desire» (1953), Stanley Kubrick — «Ctpax u xenanue»

76.«First Knighty» (1995), Jerry Zucker — «IlepBblii pbiiapb»

77. «Five Evenings» (1978), Nikita Mikhalkov — «IIsth BeuepoB»

78. «Frankenstein» (1931), Games Whale — «®pankeHITeiH»

79. «Frenzy» (1972), Alfred Hitchcock — «cctymnnenue» («bezymuey)

80. «From Russia With Love» (1962), Terence Young — «W3 Poccumu
C JIIOOOBBIO»

81. «Full Metal Jacket» (1987), Stanley Kubrick — «llenpHOMeTammnueckas
000JI09Ka»

82. «Gangs of New York» (2001), Martin Scorsese — «Bbannst Hpio-Mopkay»

83. «Generation, A.» (1954), Andrzej Wajda — «Ilokonenue»

84. «Gentlemen’s Agreement» (1947), Elia Kazan — «J/[eHTIpMeHCKOE
COTJIAIIICHHUE)

85. «Gertie the Dinosuar» (1914), Winsor McKay — «/IlunozaBpuxa ['eptu»

86. «Gladiator» (2000), Ridley Scott — «I'maguatop»

87. «Godfather, The» (1972), Ford Coppola — «KpecTHblit oTer

88. «Gold Rush, The» (1925), Charlie Chaplin — «3onoTas nuxopaaka»

89. «Golden Age, The» (1930), Luis Bunuel — «3o0m0T0ii Bex»

90. «Gone With the Wind» (1939), Victor Flemming — «YHeceHHbIe BETpOM»

91. «Grand Illusion» (1937), Jean Renoir — «Benukas umio3usi»

92. «Great Train Robbery, The» (1903), Edwin S. Porter — «Bemukoe
orpabyieHue moe3/1a»

93. «Guest from the Future» (1985), Pavel Arsenov — «I'ocThst u3 Oyaymiero»

94. «Hamlet» (1964), Grigori Kozintsev — «I"amier»

95. «Hedgehog in the Fog» (1975), Yuri Norshteyn — «Exxuk B TyMaHe»

96. «Hello, Dolly!» (1969), Gene Kelly — «Xemnno, Jommm!»

97. «Hound of the Baskervilles, The» (1981), Igor Maslennikov — «IIpukito-
yenus lllepnoka Xonmca u noktopa Barcona. Cobaka backepBuiein»

98. «I Step Through Moscow» (1964), Georgi Daneliya — «S marato o Mo-
CKBE»

99. «Immigrant, The» (1917), Charlie Chaplin — « AMmmurpanT»

100. «Indiana Jones and the Last Crusade» (1989), Steven Spielberg —
«unnana JIOHC U MOCIeIHUN KPECTOBBIM MOXO»

101. «Indiana Jones and the Temple of Doom» (1984), George Lucas —
«Munnana J[XoHC U XpaMm cyab0bD»
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102. «Intolerance» (1916), D. W. Griffith — «HeTepnumocTts»

103. «Jaws» (1975), Steven Spielberg — «HemrocTu»

104. «Jazz Singer, The» (1927), Alan Crosland — «IleBen mxaza»

105. «JFK» (1991), Oliver Stone — «JIx. ®@. Kennenn»

106. «Jurassic Park» (1993), Steven Spielberg — «Ilapk ropckoro nepuoja

107. «Kain XVIII» (1963), Erast Garin — «Kaun XVIII»

108. «Kid, The» (1921), Charlie Chaplin — «Mabimn»

109. «King and I, The» (1956), Walter Lang — «Kopois u s»

110. «Lady Vanishes, The» (1938), Alfred Hitchcock — «Jleau ucuesaer»

111. «Land Without Bread» (produced 1932, released 1937), Luis Bunuel —
«3emis 6e3 xeba»

112. «Lifeboat» (1944), Alfred Hitchcock — «CnacaTenpHas 1o1Ka»

113. «Lion King, The» (1994), Roger Allers, Rob Minkoff — «Kopoms JleB»

114. «Little Mermaid, The» (1989), Ron Clements, John Musker -
«Pycanouka»

115. «Little Nemo» (1911), Winsor McCay — «Manenskuit Humo»

116. «Lodger, The» (1926), Alfred Hitchcock — «XKumnery

117. «Lolitay (1962), Stanley Kubrick — «JlonuTa»

118. «Lord of the Rings: The Fellowship of the Ring» (2001), Peter
Jeckson — «Bnacrtenun konen: bpaTtcTBo Kosba»

119. «M» (1931), Fritz Lang — «M»

120. «Madame Du Barry» (1919), Ernst Lubitsch — «Manam JIroGappu»

121. «Malcolm X» (1992), Spike Lee — «Mankonbsm Mxey»

122. «Man Who Knew Too Much, The» (1956, a remake of the 1934 film),
Alfred Hitchcock — «YenoBek, KOTOPBI 3HAT CIUIIKOM MHOTO)

123. «Man with the Movie Camera, The» (1929), Dziga Vetrov — «Yenopek
C KHHOAMTIapaToM»

124. «Marnie» (1964), Alfred Hitchcock — «Mapau»

125. «Mary Poppins» (1964), Walt Disney — «M»apu IlonmuHc

126. «Mean Streets» (1973), Martin Scorsese — «31ble YIUIBI»

127. «Metropolis» (1926), Fritz Lang — «MeTpomnonucy»

128. «Midnight Cowboy» (1969), John Schlesinger — «llomyHOUHBII
KOBOOI»

129. «Moscow Does Not Believe In Tears» (1980), Vladimir Menshov —
«MockBa ciie3aM HEe BEpUT»

130. «Musicians of Bremen, The» (1969), Inessa Kovalevskaja —
«bpemeHckre My3bIKaHTBI)
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131. «My Fair Lady» (1964), George Cukor — «Mos npekpacHas Jean»

132. «My Name is Ivan» (1962), Andrei Tarkovsky — «IBanHOBO A€TCTBO»

133. «Mystery of the Third Planet, The» (1981), Roman Kachanov — «Taiina
TPEThEH TUIAHETHI»

134. «Name of the Rose, The» (1986), Umberto Eco — «mst Po3bi»

135. «Nanook of the North» (1922), Robert Flaherty — «Hanyx ¢ CeBepa»

136.  «Neighbours» (1952), Norman McLaren — «Cocenn»

137. «Never Say Never Again» (1983), Irvin Kershner — «Huxorna
He roBopu «Hukorma”»

138. «Night Mail» (1936), John Grierson — «Hounas mouray

139. «Night on Bald Mountain, A» (1933), Alexandre Alexeieff — «Houn
Ha JIsicOol rope»

140. «Night Patrol» (2004), Timur Bekmambetov — «HouHoii 1030p»

141. «Nightmare Before Christmas, The» (1993), Tim Burton — «Kommap
nepen PoxxnectBom»

142. «North by Northwest» (1959), Alfred Hitchcock — Ha ceBep uepe3
ceBepo-3anaiy

143. «Nosferatu» (1922), F. W. Murnau — «Hocdepaty»

144. «Notorious» (1946), Alfred Hitchcock — «/lypnas cnaBa»

145. «Nu, pogodi!» (1969-2006), Vyatcheslav Kotyonochkin —
«Hy, moromu!»

146. «Once there served two friends» (1968), Evgeny Karelov — «Cmyxunu
JIBA TOBAPUIIIA»

147. «One Flew over the Cuckoo’s Nest» (1975), M. Forman — «lIlomer
HaJ| THE3/I0M KYKYLIKH

148. «Oswald the Lucky Rabbit» (1927), Walt Disney — «IIpukmtouenus
yAauauBOTO Kposnka OcBambaay

149. «Pandora’s Box» (1928), G. W. Pabst — «Auuk [Tangopsi»

150. «Passenger, The» (1975), Michelangelo Antonioni — «ITaccaxup»

151. «Paths of Glory» (1957), Stanley Kubrick — «IlyTu ciaBbi»

152. «Pirates Of The Caribbean: The Curse Of The Black Pearl» (2003),
Gore Verbinski — «Ilupater Kapubckoro wmops: Ilpoxnstue uepHou
KEMUYKUHBI

153. «Planet of the Apes» (1968), Franklin J. Schaffner — «Ilnanera
00€3bsIH»

154. «Pleasure Garden, The» (1925), Alfred Hitchcock — «Can ymoBosb-
CTBUI»

183



155. «Potemkiny (1925), Sergey Eisenstein — «IloTemMkun»

156. «Princess Mononoke» (1997), Hayao Miyazaki — «IIpuHnuecca
MoHOHOKe»

157. «Private Life of Henry, The VIII» (1933), Alexander Korda — «Yacthas
»u3Hb ['enpuxa VIII»

158. «Private Life» (1981), Yuli Raizman — «YactHast >xu3Hb»

159. «Psycho» (1960), Alfred Hitchcock — «Ilcuxo3»

160. «Pulp Fiction» (1994), Kventin Tarantino — «KpuMunaibHOE YTUBO»

161. «Rain Many» (1988), Barry Levinson — «HenoBek 0K

162. «Rashomony» (1951), Kurosawa Akira — «Pacemon»

163. «Rebeccay (1940), Alfred Hitchcock — «Pebekkay

164. «River, They (1937), Pare Lorentz — «Pekay»

165. «Rock, The» (1996), Michael Bay — «Cxkana

166. «Rope» (1948), Alfred Hitchcock — «BepeBka»

167. «Sabotage» (1936), Alfred Hitchcock — «CaboTax»

168. «Saturday Night Fever» (1977), John Badham — «JIuxopanka B cy60oTy
BEUEPOM»

169. «Scarface» (1932), Howard Hawks — «JIuio co mpamom»

170. «Schindler’s List» (1993), Steven Spielberg — «Crnucox [unaiepar

171. «Scorpio Rising» (1962—-64), Kenneth Anger — «Bocxoa ckoprroHa

172. «Seven Days... Seven Nights» (1960), Peter Brook — «Cemb nuei,
CEMb HOYEN»

173. «Seven Samurai, The» (1954), Akira Kurosawa — «CeMb camypaeBy

174. «Seventeen Moments of Spring» (1973), Tatiana Lioznova -
«CeMHaIIaTh MTHOBEHUI BECHBI»

175. «Seventh Seal, The» (1957), Ingmar Bergman — «Cenpmast me4aTh»

176. «Shadow of a Doubt» (1943), Alfred Hitchcock — «Tenb comHeHMS

177. «Shadows of Our Forgotten Ancestors» (1964), Sergei Protazanov —
«TeHn 3a0BITHIX TTPEAKOBY

178. «Shining, The» (1980), Stanley Kubrick — «Cusnue»

179. «Siberiade« (1978), Andrey Konchalovsky — «Cubupuana»

180. «Singin’ in the Rain» (1952), Stanley Donen, Geny Kelly — «Iloromue
TIOJT JOMKIAECM»

181. «Slave of Love, A» (1976), Nikita Mikhalkov — «Paba mt006Bm»

182. «Sleeping Beauty» (1959), Walt Disney — «Crisimasi KpacaBHIia
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183. «Snow White and the Seven Dwarfsy (1937), Walt Disney -
«benocHexka U ceMb THOMOBY

184. «Solaris» (1972), Andrey Tarkovsky — «Consipucy

185. «Song of the Little Road» (1955), Satyajit Ray — «Ilecust moporu»

186. «Sound of Music, The» (1965), Robert Wise — «3ByKH My3bIKI»

187. «Spartacus» (1960), Stanley Kubrick — «Cnaptax»

188. «Spellbound» (1945), Alfred Hitchcock — «3aBoporxeHHBI»

189. «Spidermany (2002), Sam Raimi — «YenmoBek-mayk»

190. «Spirited Away» (2001), Hayao Miyazaki — «YHeceHHbIE pHU3paKamMm»»

191. «Spring» (1947), Grigoriy Alexandrov — «BecHa»

192. «Star Wars» (1977), George Lucak — «3Be31HbIc BOMHBI»

193. «Stargate» (1994), Roland Emmerich — «3Be3nnbie BpaTa»

194. «Station for Two» (1982), Eldar Ryazanov — «Boxk3an ais 1Boux»

195. «Strangers on a Train» (1951), Alfred Hitchcock — «He3nakomiisl B
oe3/1e»

196. «Streetcar Named Desire, A» (1951), Elia Kazan — «Tpamaii
KEITAHUE»

197. «Suspicion» (1941), Alfred Hitchcock — «Ilono3penue»

198. «Tale of Tales» (1979), Yuriy Norshteyn — «Cka3ka cka3zok»

199. «Tale of Tsar Saltan, The» (1984), Ivan Ivanov-Vano — «Cka3ka o 1ape
Canrane»

200. «Tchaikovsky» (1971), Igor Talankin — «HalikoBckuii»

201. «Terminator» (1984), James Cameron — « Tepmunarop»

202. «That Man from Rio» (1964), Philippe de Broca — «Uenosek u3 Pro»

203. «Thelma and Louise» (1991), Ridley Scott — «Tenpma u Jlynza»

204. «There Once Was a Dog» (1982), Eduard Nazarov — «Xun-6s11 miec»

205. «Thief of Bagdad, The» (1924), Raoul Walsh — «barganckuii Bop»

206. «Three from Buttermilk Village» (1978), V. Popov — «Tpoe
u3 IIpocroxksammuo»

207. «Threepenny Opera, The» (1931), G. W. Pabst — «Tpex rpomioBas
orepa»

208. «THX 1138» (1971), George Lucas — «["anaktuka Tu Ditu Okc 1138»

209. «Ticket for Life» (1931), Nikolay Ecc — «IlyTeBka B :KHU3Hb»

210. «Time Bandits» (1981), Terry Gilliam — «banauTsl Bpemenm»

211. «Titanicy» (1997), James Cameron — « TuTaHuK»

212. «To Catch a Thiet» (1954), Alfred Hitchcock — «ITotimats Bopa»
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213. «Tokyo Story» (1953), Ozu Yasujiro — «Tokulickast UCTOpHUs»

214. «Tommy» (1975), Ken Russel — « Tommu»

215. «Towering Inferno, The» (1974), John Guillermin, Irwin Allen —
«An B ioqHedeche»

216. «Trip to the Moon, A» (1902), George Melies — «IlyremecTBue
Ha Jlyny»

217. «Twister» (1996), Jan De Bont — «Cmepu»

218. «Umbrellas of Cherbourg, The» (1964), Jac Demi — «IllepOyprckue
30HTUKI

219. «Unforgiven» (1992), Clint Eastwood — «HenpoiieHHbIi»

220. «Untouchables, The» (1987), Al Capone — «Henpukacaembiey

221. «Urga”(1992, «a. k. a. Close to Eden»), Nikita Mikhalkov — «Ypra»

222. «War and Peace» (1968), Sergei Bondarchuk — «Boiina u Mmup»

223. «Waterer and Watered» (1896), Lumiere — «IlomuThIi mOIUBATIBIIIK

224. «West Side Story» (1961), Robert Wise, Jerome Robbins -
«BecTtcanackas uCTOpus»

225. «Who Framed Roger Rabbity (1988), Robert Zemeckis -—
«Kro noxcrasun kponuka Pomkepay

226. «Wild Bunch, The» (1969), Sam Peckinpah — «Jlukas 6anmga»

227. «Wild Strawberries» (1957), Ingmar Bergman — «3emisiHUUHAS
TOJISTHAY

228. «Willow» (1988), George Lucas — «Buoy»

229. «Winnie the Pooh and the Honey Tree» (1965), Walt Disney Wolfgang
Reitherman — «Bunau-ITyx u megoBoe nepeBo»

230. «Winnie-the-Pooh» (1969-1972), Fyodor Khitruk — « Buaau-ITyx»

231. «Witches of Eastwick, The» (1987), George Miller — «WcTBuKckue
BEJIbMBI»

232. «Without Witnesses» (1983), Nikita Mikhalkov — «be3 cBuneremnsi»

233. «Wizard of Oz, The» (1939), Victor Flemming — «BonmeoHuk
ctpanbl O3»

234. «Workers Leaving the Lumiere Factory» (1895), Lumiere — «Bpixon
pabouux c 3aBojaa JIrombep»

235. «World Is Not Enough, The» (1999), Michael Apted — «U uiemoro mupa
MaJio

236. «World of Apu, The» (1959), Satyajit Ray — «Mup amy»

237. «Wrong Man, The» (1957), Alfred Hitchcock — «He ToT uenoBex»

238. «Young and the Damned, The» (1950), Luis Bunuel — «3a6siThIE»
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GLOSSARY

Cinema, Picture, Film and Related Words
cinema, pictures, movies, flicks
Any of these words can be used in such sentences as:
a. / like going to the cinema / pictures / movies / flicks.

b. We went to the cinema / pictures / movies / flicks last night.

However, there are certain differences of usage between them.
Cinema is now the most common word in Britain. It used to be con-
fined to formal style, but is now used in conversation too.
Cinema denotes:
1. a building for showing films,
e. g. There are over a hundred cinemas in St. Petersburg.
2. films as an art form or entertainment,
e. g. a./like the cinema better than the theatre.
b. The popularity of the cinema has declined sharply in Britain
over the past 25 years.

It occurs in the following expressions:
cinema-goer
¢.g. a. He's a keen cinema-goer.

b. This film will not appeal to the average cinema-goer.

cinema-going

e. g. Cinema-going has declined in Britain.
cinema audience

The word «spectatory is not used with reference to the cinema.
cinema programme

e. g. Cinema programmes change once or twice a week in this country.
cinema ticket

e. g. How much do cinema tickets cost here? (How much are the tick-
ets?)
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Pictures is also British English, and more colloquial than cinema.
It used to be the most common word in conversation, but its use has declined
slightly in favour of cinema during recent years.

Movies (from moving pictures) is American English. Most English
people know the word, but practically no one uses it.

Flicks is a slang word for cinema, used in such sentences as: Let's go
to the flicks.

film, picture, movie
Film is the most common word in Britain.
€. g. a. Have you seen any good films lately?
b. There's an interesting film on at the Odeon.

It is used in a considerable number of expressions where «K#HO» would be
used in Russian.
film actor / actress
film star
film director
film company
a commercial organization which produces films, e. g. The Rank
Organization
film industry
the cinema from a commercial point of view, or film companies

collectively

film studio film critic
film camera film review
film show film version
film festival film music

To be in films means «to be employed in the film industry», and to go
into films «to enter it, as an actor, designer, director, etc. (pabomams 6 Ku-
HO)».

e. g a. — What does he do?

— He's in films.
b. (Speaking of an actor) — He used to be on the stage, but then he
went into films.
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Film may also be used as a verb, meaning «to make into a filmy.
e. g. «War and Peace» has been filmed three times.

Picture is sometimes used in Britain instead of fi/m.
e. g. There's a good picture on at the Odeon.

However, this is less common than fi/m and is becoming rather old-fashioned.

Motion picture is used in the film industry, especially by Americans.
Movie is used by Americans in such sentences as We went to a movie.

Performance, Programme, Show
performance
Performance is used in the sense of «ceancy.
e.g. a. / '/ meet you outside the cinema ten minutes before the
performance.
b. Let's go to the eight o'clock performance.
c. When's the first / last performance?
d. Seats for evening performances are more expensive than for
matinees.

Cinema, not film, 1s generally used with performance.
e. g. Cinema performances begin at 10 a. m. in St. Petersburg.

Continuous performance denotes the system, widespread in England,
whereby one film is shown continuously throughout the day, with only a very
short interval between each showing, and people can come and go whenever
they like (although naturally most people do so between showings).

Performance is also used in the sense of ucnoanenue, as in the theatre.
e. g. Alec Guiness gave a marvellous performance of the king in
«Cromwelly.

programme
Programme is used in two senses:
1. films being shown at a cinema (penepmyap),
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e. g. a.(Cinema) programmes change once or twice a week.
b. Programmes are varied, and include both Russian and foreign

films.
Note that repertoire / repertory are not generally used in the cinema.

2. what is shown at a particular performance (npoepamma),
e. g. The programme usually includes a full-length feature film, a news-
reel and a short documentary.

Cinema programmes in Britain generally used to include not only a full-
length feature film and a newsreel (sometimes called the news), but also a
short feature film. There was an interval before the main film (sometimes
called the big film). The complete programme therefore lasted about three
hours, and people went to the cinema for a whole evening's entertainment.
Since the rise of television, however, this system has disappeared; instead one
full-length feature film is shown, often but not always with a short documen-
tary or cartoon. As a result of this tendency, the distinction between pro-
gramme 1in its second sense and performance is not always clear-cut, and in
some cases they are more or less synonymous.

Programme may therefore be used as an alternative to performance as
«ceamcy.

show

As a noun, show is little used in the cinema. Its main use is in the ex-
pression film show, which, however, generally denotes not a regular perform-
ance in a cinema, but something occasional, special. For example, film shows
are sometimes arranged at clubs, conferences, on board ship.

Showing is sometimes used substantially, as in the explanation of con-
tinuous performance above:

«...with only a very short interval between each showing.

...Most people do so (—come and go) between showingsy.

Show as a verb is very common in the cinema, and needs no explana-
tion, since it corresponds to noxazsieams. Note that there is no synonym for
show with reference to films, like the Russian demoncmpuposams. The verb
«demonstratey 1s not used when we speak about cinema.
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Release

When a film appears first, it is usually shown at one central cinema
for a certain period, after which it is released (svinywer na sxpaw), that is,
it is made available to any cinema.

General release occurs in such sentences as:

a. — Have you seen «The Godfather»?

— No, I'm waiting for it to go on general release.

b. It's on general release now.

These expressions are much less common now in Britain than they used
to be, since many cinemas, especially in the suburbs, have closed, and there
are hardly any cinemas left at which «releasedy» films can be shown.

Those Who Work in the Cinema

Note that there is no general expression denoting a person who works
in the cinema, like the Russian «pabomuux xunoy». In some cases, however,
we can use «to be in filmsy.

Director, Producer, Manager and Related Words

The usage of director, producer and manager in the cinema is much
simpler and more uniform than in the theatre. This can be explained as fol-
lows:

1. the cinema is a much more recent art than the theatre, and American
influence was dominant from the very beginning of its development. The Brit-
ish cinema therefore simply adopted American usage, having no traditions
of its own.

2. the cinema in Britain and America is entirely commercial, not a mix-
ture of commercial and subsidized activity, like the theatre.

director, direct
The director is the person responsible for the artistic side of a
film. He directs the film, that is, he chooses the actors, supervises rehearsals,
shooting, and so on. Director corresponds to the Russian as «pearcuccep».
Director and direct are widely used in such sentences as:
a. Who's the director?
b. Who's it directed by?
c. He's a brilliant director / one of our best directors.
d. What films has he directed?
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Make may be used instead of direct in sentences like (d) above, but it is
not a synonym. It is a more general word than direct and may be applied also
to producers, actors and film companies.

producer, produce, production
The producer is the person or group or company who finances a film
and therefore exercises general control over it. The word «producery is gener-
ally transliterated as «npodrwcep».

Produce is used in two senses:
1. to finance, be a producer, as explained above,

e. g. «Oh Lucky Man» has an English director, English actors and is set
in England, but one of the producers is an American.

2. to create, make,
e. g. This is one of the best films produced in Britain during the 1950s.

In the second sense it may be used of the Russian cinema,
e. g. The film is produced / made by Mosfilm.

Production is also used in two senses, corresponding to those of pro-
duce given above.
e.g. 1. «Oh Lucky Many is an American production.
2. This is one of the best productions of the British cinema in the
1950s.

With reference to the Russian cinema, we may say, for example, a Mosfilm
production.

Joint production is used when two film companies, often from differ-
ent countries, cooperate to make a film (cosmecmnoe npouzsoocmeo).

manager
The manager is the person who runs a cinema (meaning the building),
maintaining the premises, hiring films, arranging for them to be shown, etc.
Management is used as a collective noun denoting the manager and his
staff.
Production manager can be used to translate the Russian «oupexmop»
(kapmuHbl).
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Scriptwriter, Scenario, Screenplay

Scriptwriter corresponds to «cyenapucmy. What a scriptwriter writes
is called the screenplay.

The difference between scenario and screenplay is as follows:

The scenario (Br. E., Am. E.) is the first stage: simply an outline,
a sketch, scene by scene, but with no dialogues, directions, etc.

The screenplay is the full text, with dialogues, descriptions of charac-
ters and setting, directions about movements, etc.

In many cases the scenario or screenplay is based on a novel or short
story.
e. g. a. Thefilm is based on a short story by A. Sillitoe.
b. «The Godfathery is based on the novel of the same name / title.

A scenario or screenplay which is not based on a book, but invented by
the scriptwriter, or director, may be called an original scenario / screenplay.

Film Actors and Actresses
Star is more widely used in the cinema than the theatre. It occurs both
as a noun and a verb, especially in advertisements and film reviews.
€. g. a. Barbra Streisand is the star of / in «Funny Girly.
b. FUNNY GIRL, starring BARBRA STREISAND.

an advertisement
c. Tom Cruise has starred in many successful films.

Co-star may be used if there are two main characters played by stars.

e. g. Laurence Olivier co-starred with Vivien Leigh in «Waterloo
Bridge».
Make a film may be used of actors and actresses, in the sense of
«CHUMamwcsay (8 gurvme).

e. g. Johnny Depp is making a new film.

Make used in this way generally implies an important part.
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Apart from make, we can use appear or simply be, if the film is already
finished. Appear is formal style.
e. g. a. Brad Pitt has appeared / been in many successful films.
b. — I went to see «Titanicy» yesterday.
— Oh yes? Who's in it?
or: Leonardo DiCaprio is in that, isn't he?

Another way of introducing actors' names is by using with... as..., or with...
in the role of...

e. g. «The Mask» has been filmed with Jim Carrey as (or in the role of)
Stanley Itkis.

Cast is used of the actors and actresses appearing in a film, in the same
way as in the theatre. Here, however, there is no contrast with company.
(Film) extra is used to denote a person, often not a trained actor, who is
engaged to take a minor part in a film, especially in crowd scenes (cmamucm,
-Ka, akmep MAaccosKu,).
e. g. a. They needed hundreds of extras for the battle scene.
b. Susan worked as a film extra for a few days.

Designer, Sets, Scenery

The designer is the person who designs the sets and the costumes, if
they need designing (xyoooicHux).

In the cinema, sets is generally preferable to scenery, in the sense of
«oexopayuuy, because «scenery» may also mean natural scenery such as real
fields, hills, rivers, etc., seen in a film (netizascu). Since many films are shot
out-of-doors, «scenery» often has this second meaning.

e. g. There's some beautiful scenery in the film.

On location is used to mean in a natural setting, either out of doors or
in some building, as opposed to in the studio. It corresponds to «xa namypen.

e. g. The scenes in Paris were shot on location. The film was made /
shot on location.

Cameraman, Camerawork

The cameraman is the person responsible for the photography or, as it
1s often called, the camerawork.
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The cameraman is in charge of the camerawork as a whole, but he has
several assistants, and these are called collectively the camera crew.

Cameraman corresponds to «omnepamopy», and camerawork to
«onepamopckas pabomay.

A film camera should be distinguished from a cine-camera. Although
these two expressions are basically synonyms, meaning an apparatus for tak-
ing moving pictures, in practice film camera is applied to the larger type used
by professionals, whereas cine-camera denotes a smaller, simpler type used
mainly by amateur photographers, for example, to film their family and
friends, places they visit, etc.

Shoot is often used in connection with camerawork, meaning photo-
graph, film:

€. g. a. We must shoot that scene again.

b. They're shooting «The Blue Birdy at the moment.
c. Where was the film shot?
d. The film was shot on location (in Japan).

Shooting may be used as a noun (cvemxu).
e. g. Shooting has started / finished.

Shot (kadp) as a noun occurs in such sentences as:
a. The film opens with a beautiful shot of the river.
b. There were some very original shots in the film.

A close-up (xpynuwiii naan) is a shot taken at close range and showing
something in detail.
e. g. The film ends with a close-up of the hero's face.

A flashback is a shot or series of shots (sometimes a whole scene)
showing something which happened earlier (pempocnexyus, oOpamnvii
kaop). For example, when a character is remembering his childhood, a scene
from that period of his life is shown on the screen, thus interrupting the time
sequence.

e. g When Alan saw the house where he used to live there was a
flashback to his childhood.
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«In slow motion» is used when a movement or scene is shown much
more slowly than it appears in real life, for artistic effect.
e. g. His fall was shown in slow motion.

There seems to be no set expression to denote the opposite device,
that is, when something is shown more quickly than it appears in real life.
However, speeded up can be used in non-formal style.

€. g. The movement of the traffic was shown speeded up.

colour, black and white

A film may be shot in colour or in black and white. It is a colour film
(NOT coloured) or a black-and-white film.

Technicolour and in technicolour were widely used to denote a new,
particularly vivid type of colour, but since this type has become the norm,
«technicoloury 1s now little used, at least in non-technical conversations. Sim-
ply «coloury is used.

Sound
sound-track, dub, subtitles, translation

The sound-track (¢ponocpamma) is the recording of all the sounds in a
film: dialogues, background noises, sound effects, music. The person respon-
sible for this recording is the sound mixer (36yxoonepamop) but this term is
used only in professional and technical conversations.

Foreign films may be dubbed (0yoiuposamscs), that is, the original
sound-track is replaced by a new one with a dialogue in the language of the
country where it is to be shown. Dub is used in such sentences as:

a. Is the film dubbed?

b. It's an American film but it's dubbed in Russian.

Instead of being dubbed, a foreign film may be given subtitles (mumpuwi).
a. It's not dubbed, but it’s got (Russian) subtitles.
b. / couldn't always read the subtitles.

silent films, talkies
Films made before the invention of sound recording are called silent
films. Talky was used when talking films were first made, but it is now used
only in connection with the, history of the cinema.
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Types of Films
Firstly we may distinguish between: feature films, documentaries,

cartoons.

feature films
In Britain the expression «feature film» is confined mainly to profes-
sional conversations. The ordinary cinema-goer sees mainly feature films, and
therefore calls them simply «fi/ms». He is generally more interested in what
kind of feature film.

tragedy historical film
comedy (or: comedy film) thriller

farce

drama musical

In practice this is used less often of films. Instead we may simply say a seri-

ous film.

In addition to those listed above, the following categories are used:
war film

a film about war, often the Second World War
epic

a film depicting heroic events of the past on a grand scale, often
with vast crowd scenes, battle scenes, etc.
horror film

a film especially intended to arouse fear and horror

Length of Films
Most feature films last about one and a half hours. We may call these
full-length films. Films lasting only 15-30 minutes are called shorts in pro-
fessional language (a short) and simply short films by the general public.

Long-drawn-out is used in the sense of «pacmanymuiiiy.
e. g. It's a very long-drawn-out film.
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Films for Different Age-Groups

In Britain, films are classified according to their suitability for children
or adults by the BRITISH BOARD OF FILM CENSORS, which gives each
film a certain certificate.

a U film

This is one with a U certificate, which means that it is considered suit-
able for all age groups. U probably stands for universal.

an A film

This has an A4 certificate, which means that it is considered suitable
mainly for adults. However, children may be admitted if accompanied by
an adult.

an X film

An X certificate means that the film is considered to be definitely un-
suitable for children (under 18), and they are not admitted, even with an adult.
The significance of the letter X is that of something exceptional, forbidden.

The letters U, 4 or X appear in brackets after the name of the film.

e. g. OLIVER (U)

In addition to the above types of certificate, the following were intro-
duced later:
AA, called double A
a double A certificate / film
This denotes a film not for children under 14, even if accompanied by
an adult.

XX, called double X
a double X certificate / film
This 1s used in America to denote a film not for young people under 21.

Readers should bear in mind that most English people have only a very
general idea of this system of certificates, except for teenagers who are af-
fected by the restrictions. In addition it is practically impossible to enforce
these restrictions strictly, since the cashier who sells tickets has no means of
checking a person's age, and can therefore only judge by appearances.
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Inside the Cinema
A cinema has only stalls, and sometimes a balcony. Therefore the ex-
pressions: at the front / back / side, in the centre / middle are more often
used than in the theatre, and row.

e. g. We were sitting in the front / first row.

Behind the auditorium is the projection room, from which the film is
projected onto the screen. The person who operates the projector is called the

projectionist (kurnomexanux).

Buying Tickets

There are no special words or expressions connected with cinema tick-
ets. However, since booking cinema seats by telephone is widespread in this
country, the following expressions may be added:

to book seats (for the cinema) / cinema seats by (tele)phone

booking by (tele)phone

telephone booking

to collect / pick up tickets (half an hour) before the performance

199



ENLISH-RUSSIAN VOCABULARY

accessible — 7OCTyMHBIH, MOHSAT-
HbBIH;

accomplish — mocturars, coBep-
1aTh, BBITTOJIHSTH;
accomplishment — noctukenue,
ycrex;

achieve — 1oOMBATHCS, TOCTUTATD,
JOBOJIUTH JI0 KOHIIA, BBITIOJIHSTD;
achievement — 1ocTH>XEHHE, yCIEX;
acoustician — 3Bykoomnepatop (Ku-
HOQUIbMA);

act — UICTIOJTHATH (POJIb), UTPATh;
acting — UICTIOJTHEHHE aKTEpPCKOE,
urpa;

acting career — TBOpuecKas aes-
TEJIBLHOCTH (Kapbepa) aKkTepa;
acting talent — akTepckoe naposa-
HUE, TAJIaHT;

action — xoJ (KHHOChEMOYHOTO afl-
napara); XoJ1 AeicTBus puibma
(Ha 3KpaHe); «Hayau!», «<MoTOp!»
(komaHaa pexuccepa o Hayale
ChEMKH; OOCBUK;

actor, film actor — akTep, KHHOAK-
Tep;,

actor-proff feature — kunopuibM,
HE UMCIOIIUHN ICMCTBYIOIIMX JIULI,
(bupM 6€3 «repoeBy;

actress, film actress — akTpmuca,
KHHOAKTPHUCA;

actuality — KWHOpenopTax;

A
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adapt — ananTupoBaTh, NepeIebl-
BaTh;

adaptator — KHHOCLIEHapUCT, aBTOP
DKpaHMU3AIUH JIUTEPATYPHOTO TIPO-
W3BEICHUS;

adapted — aganTUpPOBaHHBIN, ITEpe-
JIeJIaHHBIN;

adaption = adaptation — nepezenka,
aJanTanys; YKpaHu3aIus JuTepa-
TYpPHOTO MPOHU3BEICHHSI;

additional film (feature) — momos-
HUTEIbHBIA KUHOPUIBM (JIEMOHCT-
PUPYEMBIN CBEPX OCHOBHOM IPO-
IpaMMBbl);

additional shot — noGaBo4HBIN

(HE IPeIyCMOTPEHHBIN CIICHAPUEM )
Kazip;

adjust — IpUBOAUTH B MOPSIOK, Ha-
CTpauBaTh, MOJATOHATH, IPUTOHSATD,
NPUJIKNUBATB;

adjustment — HacTpoIiKa;

admire — BOCTOpraThCsi, BOCXH-
aThC;

admission fee — BxoaHas miarta

(B kMHOTEATP);

admit — nonyckarb, BIyCKaTh,
MO3BOJISITH;

adore — 000KaTh; MOKJIOHITHC;
adorer — 000kaTeNb; NOKJIOHHUK;
adult — B3pociibIii, cOBEpLIEHHO-

JICTHUI;



advance box-office — kacca npen-
BapUTEJIbHOU MPOJIaXKu OUIIETOB;
advent — HacTyIUIeHHE, IPUOBITHE,
IPUXOJ;

adventure film — npuxmouenye-
CKHU KHHO(DWIBM;

advertisement — 0ObsIBJICHUE; PEK-
JlaMa; aHOHC; KUHOpeKJIama; KMHO-
adwia;

advertising film — pexinamMHbIi KH-
HODUITBM;

aerial cinematography — Bo3yiHas
KHHOCHEMKA;

alien — npuiiesnel, UHOIJIAHETSIHUH;
WHOCTPAHEII,

alienation — OTUy>XJICHUE;

alter — BUIOU3MEHSTD;

amateur — mo0Ourenb, Henpodec-
CHOHAJT;

amateur camera — JJIOOUTEIbCKUI
KMHOCBEMOYHBIN aIapar, y3Ko-
TUICHOYHBIA KUHOCHEMOYHBIN all-
napar JIOOUTEIbCKOT O THUIIA; JIF0-
OuTeNbCKask KHHOKaMepa;

amateur film — mroOuTenbCKas
IUICHKA, JIIOOUTEIbCKUIA KMHO-
¢buabM; KWHO(DHUIIEM, CHATBIH JTO-
ourenem;

amateurish — 100UTEIBCKUH, He-
npodeccuOHANbHBIN;

amateurishly — mo-nuneTranTcku;
He Kak npodeccuonai, Henpodec-
CHOHAJILHO;

ambiguity — HEOTIPEICICHHOCTb,
HESICHOCTB;

amplification — ycunenue;
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amplifier — ycunurens 3ByKa;
amplify — ycunusats (3BYK,
CUTHaN);

amusement — pa3BjieueHUE, yBece-
JIeHUe, 3a0aBa;

an all star cast — Gmects-

Ui (nepBbIit) COCTaB UCIIOTHUTE-
JICH;

angle — yron cbemKu;

angle shot — cHaTHIN O yTIIOM
KaJIp, CbeMKa B PaKypce; Kaap Uiu
(OTOCHUMOK, CHATBIN B PE3KOM
paKypce,

animated — O)KMBJICHHBIN, )KUBOM;
animated cartoon (film) — mynbTH-
TUTMKAIINAS, PUCOBAHHBIN (QUIIbM;
MYJIbTHIUIUKAITUOHHBIA (DUITBEM;
animated title — oxxuBneHHas (1Bu-
KYIIAsACS ) HAMUCH (B KUHO(DHITb-
Me);

animater = animator — XyJ0KHHK-
MYJIbTHIUTHKATOP;

animation stand — CTaHOK MYJIbTH-
IINKAIMOHHBIMN;

animation work — mpou3BoACTBO
MYJIbTHIUTUKAITAOHHBIX (PUITHBMOB;
annotation — KOMMEHTapHi, Mpu-
MeYaHHe, MOSCHCHHE,

announce a film — o0OBABIATH

o uibMme;

announcement of feature — anoHcu-
poBaHUE KHHO(DUIHbMA, KHHOPEKJIa-
Ma;

answer print — MOHTa)XHasi KOTIHUS

(xuHOMIBEMA), paboyas KOTHS;



appear — UCIIOTHATH POJib (B PUITh-
Me);

appendix — >kaHPOBBIN KHHO(PHIIBM,
n00aBIsieMbI K OCHOBHOM MPO-
rpaMMme;

applause — aroANCMEHTHI, OBAIUS;
appreciate — [ICHUTh, OIIEHUBATH 11O
JOCTOMHCTBY; XOPOIIO pa30oupaThCs
(B uem-nu00), OBITH 3HATOKOM, I1e-
HUTEIIEM;

approach shot — kanp, CHATBIN TTpU
«Hae3l1e» KWHoaIrapara Ha CHU-
MaeMbIi 0OBEKT;

arc lamp — namna gyrosas;
architector — kuHOIEKOpATOP,
XYT0KHUK;

architecture — nexkoparus (KuHO-
¢unpma);

archives — punpmoTeka, hpuIbMo-
XPaHWIUIIE, KHHOAPXUB, CKJIaJ KH-
HO(DUITBMOB,;

area of field — momane mons
CHEMKHU;

art — UCKyCCTBO; XY/I0)KECTBECHHBI;
art critic — ICKyCCTBOBE/I;

art department — Xy10’K€CTBEHHbIN
OTJEII;

art direction — moCTaHOBKa KUHO-
bubMa, pexxruccypa KHHOPUIbMAa;
art director — Xy10°)KHHK-
MOCTAHOBIIUK, XyI0XKHUK (PHIIbMA;
art film — sxcnepumMeHTanbHBINA
buIpM, HEKOMMEPYECKUH (HUITBM;
art still — poTonoprper, peknamHoe
($hOTO KMHOAKTEPA UM KUHOAKTPHU-
CBI,
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art title — xynoxecTBeHHO 0(popM-
JIEHHAs! KHHOHA/IITUCE;

artist — XyZJ0O’)KHUK; apTUCT, MacTep
CBOETO JIeNa;

artist crowd — KHUHOCTaTHUCT, y4acT-
HUK MaCCOBBIX CIIEH KHHO(PUIbMA;
artistic— apTUCTHYECKHIl; Xy 0Ke-
CTBCHHBIM;

artistic establishment — 3anpaBusibl
MHpa UCKYCCTBA;

artistic skill — xynoxxecTBeHHOE
MacTepCTBO;

artistically — aptuctuuecku, mac-
TEPCKH; C XYI0)KECTBEHHON TOYKHU
3peHus;

artistry — XyJ10)KeCTBEHHO€ UCIIOJ-

HEHUE, APTUCTU3M;

artwork — MyJIBTUILTUKAIMOHHAS
3aroTOBKA; 3aroTOBKAa KWHOHAJ-
MHCH;

assemble — MOHTHPOBATh, COOH-
paTh; MOHTHPOBATh HAYEPHO, TIO]I-
Oupath KaJphl B CIICHAPHOU TTOCIIE-
JIOBaTEIIbHOCTH; TIPEABAPHUTEIILHBIN
(4epHOBOIT) MOHTaX KHHODUITHMA,;
IIEPBUYHBIA MOHTAX;

assembly — cOopka, MOHTaX;
assistant — ITOMOIITHHUK, aCCUCTEHT;
associate — 00ObeJUHEHHBIN, TECHO
CBSI3aHHBIM;

associate producer — TupekTop Kap-
THHBI, TOCTAHOBIIHMK (PHUIIbMA, T10-
MOIIHHUK TIPOJIOCEPa;

association — accoralms, cox3s,
00BbeJUHEHHE;



astounding — U3yMHUTEIbHBIN, TIOpa-
3UTEIIbHBIN, YIUBUTEIIbHBIN;
atmosphere — CTaTUCTBI, y9aCTHUKHU
MacCCOBBIX CIIEH («MacCOBOK»); Xa-
PaKTEPHBIN MPEAMET WIIH MECTHAS
yepra (BBEJIEHHBIE B CIIEHY (priibMa
JU1s1 OOJIbIIEH KPACOUYHOCTH WU
peanusma);

attachment lens — nuH3a Hacamo4-
Has;

audience — my0Oynka, 3puTelb, ay-
TUTOPUS; PaAHOCTYIIATENH, Telle-
3pUTENH;

audience-proof comedy — komeus,
KOTOpAas MOJIb3YETCsI OOJBIINM YC-
MeXOM Y JII000M ayIuTOPHH;
audition — mpo0a, IpOCITyIIMBAHHKE;
CMOTp aKT€pOB Ha MCIIOJHEHUE PO-
nelt (B KuHO(UIBEME);

auditory perspective — akycTUKa
MoMeIIeHus (B KOTOPOM MPOUCXO-
JIUT, CHUMAETCS CILICHA);

auditorium — 3pUTENbHBIN 31, ay-
TUTOPUS;

back lot — ceeMouHas UIOIIIA KA
HaTypHas;

back projection — npoerupoBanue
Ha CBETOIPOITYCKAIOIINI SKpaH;
PUTIPOCKIIHS;

back-chat — ObicTpbIil 0OMEH pen-
JUKaMu B (KOMEIUN);

backer — nuio WM yupexaeHue,
buHaHcupyo1Iee QrbM;
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auteur — p. KHHOpEXHCCEP C UH-
JTUBUyJIbHBIM TBOPUYECKHUM T10-
YEepPKOM;

auterism — UHIUBUyaJIbHBIN CTUIIb
B KMHOPEKHUCCYPE, AaBTOPCKUI KH-
Hemarorpad;

auteur theory — Teopust aBTOPCKOTO
KruHeMmatorpada (coriiacHo KOTopoi
aBTOPOM (pusIbMa JAOKEH OBITh
pexuccep);

author — aBTOp, MUcCaTeNb; aBTOP
(croxkera) kKuHOGUIBMA; KUHOCIIE-
HapUCT;

author’s alteration — aBTopckas
MpaBKa,

author's right — aBTopckoe nmpaso;
auto-kine camera — aBToMaTuye-
CKasi KHHOKaMmepa (py4YHOi KHHO-
CbEMOYHBIH anmnapaT ¢ Npy>KUHHBIM
MIPUBOJIOM);

available — mocTymHBIN;

award — npucyxaatb (4To-11u00);
HarpaxxjaaTh (4eM-1100); TPUCY K-
neHue (MpeMuu, Harpaspl);

background — 3aHwmit TUTaH (B KaJI-
pe), BTopoii miaH, poH; 00CTaHOB-
Ka, MECTO JACHCTBHS; MPEAMETHI HITU
JCHCTBYIOITUE JINIIA, PACTIONOKEH-
HbIC B rI1yOuHe Kazapa; GoH, My3bI-
KaJIbHOE COMPOBOXKICHHE, IITyMO-
BO€ 0(pOpPMIICHHUE;

background illumination — cBet

(OHOBBIIA;



background music — My3bIKaTbHBIN
¢doH, npuriIyeHHas My3blKka, co-
MPOBOK/IAKOIIAS TUKTOPCKUN
TEKCT;

background noise — moctopoHHMiA
1ryM Ha (hoHOTpamMMme, TOMeXHU

[PU 3BYKO3AIHCH;

ballet feature — xkunoOaner, TaHIe-
BaJIbHBIN KHHODUIIBEM, KHHO(DEe-
pus;

base — mo/i710’%Ka, OCHOBA (KUHO-
TJIEHKH, QUIIbMA);

beat — «xJytomymiKa» Jyisi CHHXpOH-
HBIX OTMETOK TPU CHEMKE 3BYKO-
BBIX (DMIIBMOB;

bifilm projector — KuHOIIPOEKTOP
111 IEMOHCTPUPOBAHUS (PUIBMOB
IByX (popmaToB, OMODUIBEMITPOCK-
TOp;

big close up — oueHb KpyIHbIT
r1aH (4acTh JIMIA WK JAeTallb
npeaMeTa); «aMEepPUKaHCKUI) TJ1aH;
biopic — punbm-6uorpadusi, 6uo-
rpaduueckuii GpuibMm;

bipack camera — «Oumaynas» Kkame-
pa (kamepa JiJisi CheMKH Ha JIBE
IUICHKH, IPUMEHsieMast Ipu KOMOU-
HUPOBAHHBIX WM BETHBIX KUHO-
ChEMKaXx);

bird's eye view — cheMKa ¢ BepxHel
TOUKH, C «IITUYBETO MOJIETAN;

bit part (role) — snuzoauueckas
pOJIb;

bit player — (kuHO)akTep, UCHOJI-

H?IIOHIHI?I OIIU30AUYICCKHC POJIN,; KH-
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HOCTaTHUCT, Y4aCTHUK MaCCOBBIX
cueH (kuHOpUIBEMA);

black and white — uepHo-6emnbrii
bunbm;

black comedy — «aepHas komenus»
(MpavHasi, MEeCCUMUCTHYECKAS TThe-
ca-TpOTECK);

black-and-white print — yepHo-
Oenas konwust (KHHOPUIbMA);

block booking — npunyauTeNbHBIN
Ha0Op KMHO(DUIEMOB, HaBsI3bIBaAC-
MBI KHHOTEaTpaM IPOKaTOM;
blockbuster — pasr. 6moxbacTtep,
KaCCOBBIM XMWT;

blood-and-thunder — pa3r. kpoBaBo-
MeJo/ipaMaTU4YeCcKui, OyJIbpBapHO-
CEHCAILIMOHHBIN;

bloomed lens — nmpocBeTiieHHbIN
00BEKTHUB, JTUH3A;

bloop — 3ByK, 3anuichIBaeMbIii Ha
MOHTHUPYEMOM 3BYKOBOM JOPOKKE
B MECTE CKJICEK sl yCTpaHEHUS
ICITYKOB W MPOYUX JIUIITHUX 3BY-
KOB;

blow up — doroyBenuyeHue Kaapa;
blow up print — Konus yBeJIU4eH-
HOTO (hopMaTa KMHOTUICHKH;

blue films — nopHorpaduueckue
(UITBMBL;

blur — Hepe3KOCTh;

blurred image — n3obpaxenue cma-
3aHHOE;

bobbin — 600nHa (KHHOTIPOEKTOPA),
KaTymnika (I KHHOTIJICHKH WJTH

dbunpma);



boom man — MUKPOQOHILIUK

(Ha KUHOCBEMKE);

boom, microphone boom — MHKpPO-
(hOHHBIN KypaBJb (IITATHUB);
booth — kuHOTIPOEKIIMOHHAS;

box — KopoOKa AJi1 KUHOAINIaparTy-
pBL;

box equipment — mepeHOCHASI KH-
HOCHhEMOYHAs U 3BYKO3aIIUChIBAIO-
as anmnaparypa B 4eMoJjaHax;
box-office — kacca kuHoTeaTpa;
box-office story — «xaccoBsblii cro-
&KeT» (ClieHapuil), CIOKET, paccyu-
TaHHBIN HA KaCCOBBIN yCIIEX;
breath-taking — mopasurenbHbIi,
3aXBaTbIBAIOIIMU;

bridging — nepexpsiBaHue;
bridging shot — kaznp, BocromHst0-
M pa3pbIB BO BPEMEHU WU JIEU-
cTBUS (hUiIbMa; Kaap TSl MOHTaX-
HOTO TIEPEeX0/a; MOHTAKHBIHN TIepe-
XOJI;

bridging title — coequHUTENEHAS
HAAMKUCh (MEXY IBYMsI CLICHAMHU
KHHO(DHWIEMA, OTACICHHBIMH IPYT
OT JIpyra BPEMEHEM W MECTOM);
brief strip — KpaTKoe H3JI0KEeHUE
crokera (kuHo(UIbMa), aHHOTAITUS
KUHOCLIEHAPUS;

bright — mogaronuii HagEKIbI;
bright cameo performance — 6Je-
CTSIIIee UCTIOJTHEHUE IMU30A1Ye-

CKHUX pOJIEH;
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brightness — ssipkocTh cHUMaeMOi
CLIEHBI UM U300pAKEHUS;
brilliance — apkocTh, yuCTOTa (U30-
OpaxeHus);

brilliant — Onectsmuii, BeIIAIO-
100407 (63°

broadcast — mepeaaBaTh 1o TEJIEBU-
JICHUIO; BBICTYyNIaTh TI0 PAJNO U Te-
JIEBUJICHUIO; TENIEBUJICHUE; TEJIe-
mporpamma, Tejenepeaaya; TeJIeBu-
3UOHHBIN, [IEPEIABAEMBIN 110 TEJe-
BU/ICHUIO;

broadcaster — qukTOp;
broadcasting — paguonepeaaya;
Tejenepenaya;

buckling — BeimyunBaHue (MJIEHKH
B OKHE KMHOAIapara);

budget — cmeTa Ha MPON3BOACTBO
dbunbma;

buff — pasr. moburens;

buffo — xomuueckuii, CMEIIHOIA;
build a set — cTpouTh KMHOIEKOPA-
LLHIO;

bulb —snekTpruyeckas JaMII04Ka;
bungalow — 3ByKoHETIpOHHUIIaEMAas
kaOuHa (3ByKooOIlepaTopa WK Ku-
HOOIIEpaTOpa);

butcher shop — megunuHCcKu
MYHKT WIK OOJIbHUIIA TIPU KUHO-
CTYyIIUU;

butterfly — 3aTenurens oneparop-
CKHUI;

buzzard — Heyga4YHO CHATHIN Kajp;



camera — KHHOANapar, KHHoKame-
pa; TeIeBU3NOHHAS KaMepa;
camera angle — yroji cb€MKH; yro
M300pakeHHsI 00HEKTHBA, TOYKA
CBhEMKH; PaKypc;

camera crane — KpaH-IIITaTHUB; OTIe-
PaTOPCKUM KpaH;

camera crew — orepaTopckas rpymn-
1a Ch€MOYHOTO KOJUICKTUBA;
camera department — onepaTopckuii
OTZE, ONIEPATOPCKUH LIEX;

camera rails — penbchbl AJig onepa-
TOPCKOTO TPAHCIIOPTA,

camera recording — KHHOChEMKa;
camera room — Cb€MOYHBIN Ia-
BUJIbOH;

camera set up — cbeMOYHasI 103U~
1S KaMephI;

camera speed — 4acToTa KHHOCHEM-
KW,

camera tilt — HaKJIOH KHUHOKaMephbl;
camera truck — ornepaTopckuii aB-
TOMOOUJIB;

camera view point — cbeMO4YHas
TOYKa;

cameraman — OTiepaTop; KHHOOTIE-
paTop;

camerawork — KHHOChEMKA,
cheMOYHas paboTa;

camp — apheKTUPOBAHHBIH,
MAaHEPHBIN;

can — KOpoOKa Jyisi XpaHEHUs
KHHOIIJICHKH;

candid camera — ckpbITas Kamepa;
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candid photograph — neTekTuBHasI
ChEMKA;

canned music — My3bIKa B MEXaHU-
YECKOW 3aIIMCH; TPAMILJIACTHHKA;
MarHuTo(OHHAs JIEHTA; My3bIKa

13 (POHOTEKH; MY3BIKATbHBIC 3aITH-
CH, 3aTOTOBJICHHBIC BIPOK;

capable — ciocoOHBIN, 0TapEHHBII;
caption — TUTp, HaJIMMUCh HA DKPaHE,
HAJUCH (OOBSCHSIONMIAS IEHUCT-
BHE);

career — npodeccus, 3aHATHUE;
carnival — kapHaBaJ, (hecTUBaIb;
carrier — iepaTelib;

cartoon — MyJIbTUIUIUKAIHS,
cartoonews — puCoBaHHast MYJIbTH-
TUTMKAIMOHHAS KHHOXPOHHUKA,;
MYJIbTHIUIUKAITMOHHBIA KHHOXKYP-
HaJ;

cartoonist — Xy0KHUK-
MYJIbTHIUTHKATOP;

cast (casting) — pacupeeneHue po-
JIEH; COCTaB MCTIOJHUTENCH, aKTep-
CKH cocTaB (pUJIbMa; CITIUCOK JICH-
CTBYIOIIUX JIUI] U UCTIOJTHUTEIICH;
pacrpenensTh (poJin); 1aBaTh POJib
(axTepy);

cast list — HanMUCh ¢ yKa3aHueM
pOJIEN U UMEH KUHOAKTEPOB;
casting department — akTepcKuii
CTOJI, aKTEPCKUM OTJIEN;

casting director — pexxuccep uiu
ACCUCTEHT, BealolUi Mo J00pOM
aKTEPCKOT0 COCTaBa; 3aBEAYIOIIHMA
aKTEPCKHUM OT/CIIOM KHHOCTY JIHH;



casting office — oTnen Haiima akre-
POB (KMHOCTY/TUH ),

celebrated — 3HaMeHUTHIH, TPO-
CJIABJICHHBIMN;

celebrity — W3BeCTHOCTh, 3HAMCHHU-
TOCTB;

cell — nemtynonaHast 3aroroBka
MyJIbTQUIBMA;

celluloid — nenmymouna; ycr. KuHO-
(bUbM; KUHO;

censor print — IEH3ypHAast KOTHS
(kuno(puibma);

censorship — KHHOIIEH3YDA;
ceremony — IIEPEMOHUS, TOPIKECT-
BO;

chance-comer — pasr. ractpoiep;
change of object — kuHOTpIOK;
change of the scenes — nepemena
JICKOPAIIHH;

change the scene — MeHsITh
JICKOPAIIHH;

character — neficTByroI1I€€ JTHIIO;
MEPCOHAK;

character actor — xapakTepHbIi ak-
TEP, aKTeP Ha XapaKTEPHBIX POJISIX;
charge — Bo3naraTb OTBETCTBEH-
HOCTb, 0OpEMEHSTh;, Ha3HAYATh
[eHYy; [IeHa, 1JIaTa;

charge for admittance — BxogHas
iara;

chargeless — GecrimaTHBIN;

chat show — Oecena uiaM UHTEPBHIO
CO 3HAMEHUTOCTHIO;

cheap — nemeBbIi, HEOPOTOiA;
check print — komust KOHTPOJIBHAS;
cheekbone — ckyna;
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cheer — o00OpuTENBHOE WU TIPH-
BETCTBEHHOE BOCKJIMIIAHUE; aIlJIO-
JMICMEHTBI; BECEIIbE, OXKUBIICHUE,
PaZoCTh; aryI0AUPOBATh, TPUBETCT-
BOBAaTh WJIM Harpaxjaarb 0Jo0pu-
TEJIbHBIMH BO3TJIACAMHU U aILJIOJIAC-
MEHTaMHU;

chief cameraman — ryiaBHsIil omne-
patop;

chief electrician — ry1aBHbII OCBETHU-
TEJb;

children's film — nerckuii puibm;
choose the cast — mogouparts uc-
MOJTHUTEICH;

cine camera — KUHOAMMapar, KUHO-
KaMmepa;

cine film — KMHOMICHKA;

cine gun — KHHOMYJIEMET;

cinema — KWHO; KuHeMartorpadus;
KHHOTEAT);

cinema art — KHHOMCKYCCTBO;
cinema circuit — KHHOCETb, CETh
(rpynma) KHUHOTeaTpoOB, MPUHAJIE-
YKaIllMX OJTHOM KOMITAHMU;

cinema manager — TUPEKTOP KUHO-
TeaTpa;

cinemadict — amep. MOMeNIaBIINICs
Ha KMHO, KHHOMaH;

cine-magazine — KHHOXYypHaJ
(prsan);

cinema-goer — (KMHO) 3pUTEb,
YJaCThIN TTOCETUTENIb KUHO;
cinemania — KHHOMaHUs, yBJIeUe-
HUE KUHEeMaTorpagom;
cinemascope — «CHHEMAaCKOID)
(cucTema MUPOKOIKPAHHOTO KHUHO);



cinemascope film — mupokoskpan-
HO€ KMHO; IIUPOKOIKPAHHBIN KU-
HOQHUIBM, (UITBM, CHATBIN IO CHC-
TEME «CHHEMAaCKOIa;
cinemateque — KHHOTeaTp, 1IEMOH-
CTPUPYIOLUHI SKCIIEPUMEHTAIbHbIE
U MOJIEPHUCTCKHE (PHIIbMA;
cinematic — KuHeMartorpaguye-
CKMI, OTHOCSIIIMICS K KHHO; KMHE-
MaTorpaduyHbIii;

cinematize — YKpaHU3HPOBATH
(JluTepaTypHOE MPOU3BENICHUE);
cinematograph — KMHO, KHHEMATO-
rpad; KnHoanmapar;
cinematograph exhibitors associa-
tion — accolalus BiIaaeIblEeB KU-
HOTEAaTpPOB;

cinematograph release print —
MpOKaTHask KOMUS KWHOPUIbMA;
cinematographic — kuHeMaTorpa-
buyeckuii;

cinematography — KHHOMCKYCCTBO,
KUHEMaTorpagus; KHHOChEMKa,
cinematography in colours — 1;Bet-
Hasi KHHOChEMKa (KMHeMaTorpa-
¢us1); KHHOChEMKA B HATYpaIbHBIX
[[BETaX;

cinematography year — KUHEMaTO-
rpaduueckuii eXXeroaHuK;
cinemicrography — MUKpOKHHO-
ChEMKa;

cineminiatures — KHHOChEMKa Ma-
KETOB, MAKETHBIE CHEMKHU;
cinephile — moOurens, SHTY3HACT
KUHO; KHHOMaH;

cine-photography — KHUHOCHEMKA;

208

cinerama — «CUHepamay (cucrema
MaHOPAMHOT'O KMHO);

cinerama camera — HaHOPaMHbIN
KUHOCHEMOYHBIN anmapar, arnrapar
KMHOCHEMKH MO CIOCO0Yy «CHHEpa-
May;

cinerama picture — KHHOQUIbM,
CHSATBIN IO CIIOCOOY «CUHEpamMay,
MaHOPAMHBIA KHHODUITBEM;
cine-shooting — Mpou3BOJICTBO KU-
HOCBEMKH, KHHOCHhEMKA, IPOLIECC
KHHOCHEMKH, CheMKa KHUHO(DUITEMA;
circorama — KpyroBasi KHHO-
naHopama;

clapper — «xJyionymika;

clapper boy — moMonHuk oneparo-
pa i pexuccepa, padboTaromun

C «XJIOMYIIKOI» U HyMepaTopOM;
clapper-board — Hymeparop ¢ «xJio-
IIYLLKOMN»;

class-room film — mkonpHas KuHE-
Matorpadusi, yaeOHbIN HUITBM;
IIKOJIbHBIA KUHO(DHIIbM, MTKOJIBHOE
KHHO;

claw — rpeiidep;

clay — rnuHa;

cliff-hanger — amep. pasr. 3axBaThbi-
BarOIIMK MPUKITIOYEHUYECKUI
bubMm;

climax — BbICIIast TOUYKA, KyJIbMH-
HAIMOHHBINA MMyHKT; TOBECTH

710 KyJIbMUHAIIHH;

clip — oTpbIBOK U3 (priibMa;

close — Ou3KMi;

close medium — kpynHO-cpeHu

IJ1aH;



close shot — kpynHbIi m1aH, nep-
BBIY TIJ1aH, OJIM3KUH TUIaH; Kajap,
CHSITBIM KPYITHBIM TUTAHOM;

closed sets — 3aKpbITHIE TTABUITHO-
HBI,

close-up — KpymHbIii 11aH;

coated lens — npocBeTIEHHBII 00b-
eKTUB (JINH32);

co-author — nmucartp, co3gaBaTh

B COABTOPCTBE (C KeM-J1100);
collapse — kpymienue, kpax,
MIPOBAJI;

colour camera — kamepa 1175 1[BET-
HOH CHEMKH;

colour composition — BETOBOE
penieHue Gpuibma;

colour film — 1BeTHas mIeHka;
LBETHOU (DUITBM;

colour rendition — nBeTonepenaya;
colour score — IIBETOBOE peIICHUE
dbunbma;

coloured object — BeTHOM 00BEKT
(cbemKn);

combination picture — KOMOMHUPO-
BaHHBIN KaJp;

combined shot — cheMka KOMOUHH-
poBaHHas;

comedian — KOMUK, KOMEIUHHBII
aKTEP; aBTOP KOMEJIN;

comedy — KoMeus;

comic strip — KOMHUKC;

comic writer — aBTOp KOMEIUM;
comical — cMenIHon, CMEeX0TBOP-
HbIA, KOMUYHBIN;

commentary — TUKTOPCKHM TEKCT;
HAJTUCU K KHHO(DHIIbMY, TUTPHI,
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MIPOMEKYTOYHAS HAJITUCh, CyOTHT-
PBL;

commentator — KOMMEHTATOpP, JUK-
TOp;

commercial — QuiIbM peKIaMHbIN;
committed — mpe1aHHBIIH;
company — MOCTOSTHHAs TPYIITa
(apTucroB); aHcam0Iib; pupma;
competition — KOHKYPC;
competition film — KOHKypCHBIN
bubMm;

composer — KOMIO3UTOP, aBTOP
MY3bIKA KUHO(PHIIbMA;

composite film — coBmereHHas
(UITBEMOKOTIHS;

composite photography — kom6u-
HUPOBaHHAs CHEMKA,

composite shot — koMOMHHUpOBaH-
HBII CHUIMOK, KOMOMHHPOBAaHHBIN
KaJp; CheMKa KOMOMHUPOBaHHAS;
composition — KOMIO3UIus (KMHO-
KaJipa); MOCTaHOBKa (KUHOPHUIbLMA);
JIEKOpaTUBHAsT KOMITO3UIINS, UCKYC-
CTBO YCTAaHOBKH JEKOPALMU U PEK-
BU3UTA;

composition of pictures —
KOMITO3UIIHS KaJpa;

concave screen — 3KpaH NpoeKIIH-
OHHBIN BOTHYTBHIN;

conceive — 3ayMbIBaTh, 3aMbIIII-
TISITh;

conception — 3aMbICEIT;

concern — Kacatbcs, 3aTparuBarhb,
UMETh OTHOIIICHHUE;

consequence — Ba)XKHOCTh, 3HAUU-
MOCTb;



construction department — nocra-
HOBOYHO-OT/ICJIOYHBIH 11€X (KUHO-
CTyAUN);

contact printing — me4aTh KOHTaKT-
Has;

contemporary — COBpeMEHHbIH;
contents — cofiep>KaHue;

contest — KOHKYpC;

continuance performance — mokas
KHUHO(HIIbMa 03 nepepbiBa MEXLy
ceaHcaMH (C JIOIyCKOM 3pUTENEH B
3aJ1 110 Mepe OCBOOOXKICHUSI MECT);
continuity — pe>KMCCEPCKHM CIieHa-
pHU; TEKCT JOKYMEHTAJIBHOIO
buapMa; mocieoBaTeIbHAs CMEHA
(KaapoB UM ClieH KHHO(DUIbMA);
KUHOCLICHApPUH, CLIEHApUI KHUHO-
¢bunbpMa; cueHapuil HOOObEKTHBII;
continuity girl — cekperapb KHHO-
pexuccepa Ha CheMKaX, «CKPHIIT-
repi;

continuity man — aBTOp KUHOCIIE-
HapUs;

continuity shot — MOHTaxHBIi1 TIe-
pexon;

continuity title — coenuHUTENBHAS
HAJIITHCh;

continuous performance — IeMOH-
cTpanus ¢puibma 6e3 nepepbiBa
MEXKIy CEaHCaMU;

contribute — BHOCUTDH BKJIAaJ; CO-
TPYJHUYATh, CHOCOOCTBOBATH;
controversy — IMCKyCCHsl, CTIOD,
pasHoriacus;

conviction — yoexaeHue, yoexaeH-
HOCTB;
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co-production — COBMECTHOE MPO-
U3BO/ICTBO;

copy, film copy — konus, puiibmMo-
KOIUS;

copyright — aBTopckoe npaBo (Ha
KUHOCIICHAPUH U KUHO(PUIBMBI);
costs, production costs — cmeTa
pacxo/i0B, CTOMMOCTb ITOCTAHOBKH,
costume — ojex1a, I1aTbe, KOC-
TIOM; KOCTIOMBI OIIPEIEIICHHON
AIIOXU; 0/IEBaTh (KOTO-JI100),
KOCTIOMHPOBATh;

costume designer — XyJ0’)KHUK

M0 KOCTIOMaM;

costume picture — KOCTFOMHBIN
(ucropuueckuit) KHHO(DUIBM;
costumer — KOCTIOMED;

crane — onepaTopCKuil KpaH;

crane shooting — creMka ¢ onepa-
TOPCKOTO KpaHa,

crane shot — kaap, CHATHIN ¢ onepa-
TOPCKOTO KpaHa,

crankle shot — kasp, CHITBIN TIpH
PYYHOM TIPHBOJIC KHHOKAMEPHI;
crayon — I[BETHOM KapaHjaril, Me-
JIOK, TTacTelb; KapaHIalTHBIA PUCY-
HOK, HAOPOCOK, PUCYHOK TMACTENbIO;
create — co3aaBaTh; TBOPUTD, 341y~
MBIBaTh (4TO-1100);

creative — TBOpUYECKUM, CO3HIa-
TEJIbHBIN;

creator — co3/1aTeNb, TBOPEIL;

credit title — BcTynurenpHas HaJl-
MUCh, HAAMHUCH C YKa3aHUEM yJacT-

HHMKOB IIOCTaHOBKH KI/IHO(I)I/IJ'II)Ma;



creeping titles — TUTpBI BCTymH-
TEJIbHBIC;

Crew — Cb€MOYHas TPyMIa;

crime (gangster) film — 60eBuK;
Critic — KpUTHUK;

crowd artist — akTep MaccoBoO# ciie-
HBI,

crowd scene — MaccoBasi CIIeHa KH-
HO(UIIbEMa, MaCCOBKa;

cue — OTMETKa Ha KMHOIUJICHKE;
culture — KynbTYpa;

curtail — cokpaiarb, yKopaunuBarhb;
ype3bIBaTh, YMEHBIIIATS;
curtain-drawing device — ycTpoucT-
BO, IIPUBO/IAIIEE B JACHCTBUE 3aHA-
BEC KHHOJKPAHA;

curved screen — 9KpaH MPOESKIINOH-
HBIJ BOTHYTBIH;

cut — MOHTQXXHBIW KaJIp; MOHTaX-
HBIN CTBIK; pa3r. MOHTHPOBATH;

daily — mpoayKIust 0JJHOTO Che-
MOYHOTO JTHS, TEKYIITHI CheMOY-
HBIA MaTepual;

daily assembling — pabouuii MOH-
Tax;

damp the stage — 3armymuTh KMHO-
JEKOpaIuio (B CheMOYHOM IaBUJIb-
OHE);

dark stage — TeMHas ciieHa (KMHO-
(dbunbMa); 3aKpbITHIN MTABUIHOH
(mpemHa3HAYCHHBIN JJI ChEMOK
MIPU UCKYCCTBEHHOM OCBEIIICHHH ),
darkness — TeMHOTa;

day scene — qHEBHas CIIEHA;
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cut a record — 3anuchIBaTh Ha IJ1a-
CTUHKY (IJICHKY);

cut in — nepeOMBKa, BCTAaBHOM Kajp,
IPOMEKYTOUYHBIN Kajp;

cut out — marepua, He BOWIECIINN
B KUHODUIIBEM, OpaK KHHOIIPOU3-
BOJICTBA;

cutback — «oOpaTHbIif Kaap», MOH-
Ta)kHasi IepeOnBKa;

cutter — (pexuccep)-MOHTaXKED;
cutter girl — MOHTa)XHHIIA;

cutting — MOHTax (uUIbMa;

cutting copy — KOTHsI MOHTa)KHAs;
cutting department — MOHTa)KHBI
OTIIET;

cyclorama — «1ukiopamay (cucre-
Ma TaHOPAMHOT'O KUHO C TOPU30H-
TaJbHBIM YTJIOM ChEMKH U TTPOCK-
uuu 360°);

dead stage — maBUIBLOH TSI HEMOK
KHHOCHEMKH;

debut — ne6roT, mepBoe BHICTYTLIIE-
HUE; 1e0I0TUPOBATH;

decline — ymeHbIaTbcs, yXyamaTh-
Csi, IPUXONThH B YIAJIOK;
decorator — KkuHOZEKOPATOD,
XYJI0KHUK KHHO(DHUIIbMA,
dedicated — mocBsieHHBIH, yBIIE-
YeHHBIHN (paboToit);

dedicated artist — Xy/10’)kHUK, yBIIe-
YCHHBIN CBOMM HCKYCCTBOM;
deliberate — nmpemHaMepeHHBIH,
CO3HATEJIbHBIM;



delight — BocTopr, Bocxuienue,
HacCJaXJCHUE, yI0BOJbCTBUE;
delighted — BocxumeHHBbIH, 04apo-
BAHHBIN, JOBOJIbHBIN, PAJIOCTHBIN;
delightful — BocxutuTensueIii, oua-
pOBaTEIIbHBIN;

demand — cnipoc, TpeboBaHue;
department — oTaen, uex (KMHOCTY-
TN );

depict — onuceIBaTh, N300paxkaTh,
pHCOBATH;

depth of field — rmryOuna pesko
n300pakaeMoro MpoCTPaHCTBA;
design — 3ambIcen, MJiaH, MPOEKT;
3aMBIILIATh, HAMEPEBATHCS, TUIAHU-
pOBaTh;

designer of animated cartoons —
XYI0)KHUK-MYJIbTHILTAKATOP;
detail picture — kuHemaTorpaduye-
CKMH IlJIaH, KPYIIHBIN IUIAH;
detective / mystery film —
JIETCKTUBHBIN (DUITHM;

developing — nposiBIIecHHE KHHO-
IIJICHKH;

developing room — nposiBOYHAs;
development — nposiBieHue (KUHO-
MaTepualioB);

development of motion picture film
— IIPOSIBJICHUE KMHOILIEHKH, 00pa-
00TKa KHUHODUIIbMA;

device — mpuem, crmoco0, CpeICTBO;
MPUCTIIOCOOJICHHUE;

devote — mocBsIATh, OTJABaTh ceOs
LIEITUKOM;

dialogue director — pexuccep 1o
JUAJIoTYy;

dialogue recording — 3Byko3amnuch
peuu;

dialogue track — 3BykoBasi 1OpoOxK-
Ka;

dialogue writer — aBTOp IMaIOrOB;
diffuser, diffusing screen — skpan
I y3HbIT;

diffusion — auddy3ust, nPOHUKHO-
BEHUE;

digital — uudposoii;

digitization — onudposka, nmpeobdpa-
30BaHKE B IUPPOBYIO PopMy;
direct — pexxuccupoBaTh, CTABUTh
bunbpM;

directed by... — ¢puapM IOCTaBIICH
...(bamunus pexuccepa);

directing — pexxuccypa KUHO(DUITb-
Ma;

director of photography — rimaBHsIit
orepaTop, ONepaTop-NOCTaHOBIIUK;
director, film director — pexuccep,
KHUHOPEKHUCCEDP, PEIKUCCEP-
MOCTaHOBIIIHK;

disaster film — punbm-karactpoda;
discover — nenaTh OTKpbITHE, OOHA-
PY>KUBaTh, HAXOJIUTh, Y3HABATb;
disenchantment — pazodapoBanue;
disillusionment — pa3ouapoBaH-
HOCTb, Pa304apoBaHue; yTpaTa
(KpylIeHHE) WILTIO3U;

dismissive — mpe3pHUTETbHbIN;
disparage — roBOpUTb MpEeHEOPEKU-
TEJIbHO;

displacement — nepemenieHue, rne-
pPECTaHOBKA; 3aMEIllEHUE, 3aMEHa;



display — BBICTaBISITh, IEMOHCTPH-
pOBaTh, MOKA3bIBATh;

dissolve — maBaTh HaNJIBEIBOM, Ha-
IUTBIBATD; HAILIBIB, IOCTETICHHOE
IpeBpalieHre 0JHOTO N300paxke-
HUS B JIPYToOE;

dissolving view — HaIlJIbIB;
distance scene — clieHa WiH JIEKO-
parusi, CHUMaeMas JaJIbHUM T11a-
HOM (C OOJIBIIIOTO PACCTOSHUS);
distance shot — manpHMii 1IaH,
OOIIMi TIaH;

distinguish — mpoBoAUTH paznuuus,
pacrno3HaBaTh, XapaKTEPU30BATh;
distinguished — n3BecTHBIH, BbI-
JAIOIIUNCS;

distortion shot — ncka>xeHHbBIN
KaJip;

distribution — mpokar;

distribution rights — npaBo nmpoxkara
dbunbma;

disturbing — BonHyO1MIMIA;
documentary (feature, animated
cartoon) film — kopoTkomMeTpax-
HBIN JOKYMEHTAJIbHBIN (XyI0KECT-
BEHHBIN, MYJbTUIUIUKAIIUOHHBIN )
bunbMm;

dodging — mpou3BoOICTBO KUHO-
TPIOKOB; MOJy4YeHHEe KOMOUHUPO-
BaHHBIX U300paXKEHUM;

dolly in — genatp «Hae3m» (CHUMATh
KHMHOKaMepou, mpuoInxkaromencs
K OOBEKTY); «HAC3I»;

dolly out — nenate «oTHE31» (CHU-
MaTh KUHOKaAMEPOH, yAAISIOIIEHCS
OT 00BEKTA); OTHE3DY;

dolly, camera dolly — onepaTopckas
TEJIeKKA; KpaH-TEIeKKa;
dolly-shot — kanp, cHATbIN ¢ 1BU-
KeHus (KaMepol, yCTaHOBJICHHOM
Ha OTEPaTOPCKON TEIEKKE); ChEM-
Ka C JBUKCHUS;

double — ny6nmpoBarts;

double exposure — qBOMHas SKCITO-
3MIIMS; COUYETAaHUE ABYX M300pake-
HUH B OTHOM KHHOKAJPE;

double image — nBo¥tHOE M300pa-
KCHUE;

double-coated — aBOITHBIM CcTTOEM
(o mIeHKe);

draft — mnan; BapuaHT (KHHOCIEHA-
pus);

draftsman — yepTeXHUK;
draftsmanship — yepuenue, usro-
TOBJICHUE YEPTEKEM;

drama — gpamaTUyecKuil KUHO-
bunbMm;

draper — npanupoBIIKK (HA KUHO-
CTyAHN);

drapery department — gpanupoBou-
HBIN 11eX;

drawing — puCyHOK, HAOPOCOK,
ACKU3; PUCOBAHNE;

dress — ogeBaTh, HapsKATh; IpUYE-
CBIBaTh, JIeJIaTh IPUUECKY;

dress designer — Xy10HUK 10 KOC-
TIOMaM (Ha KUHOCTYIMH );

dressing room — yOopHas Jjisl Ku-
HOAKTEPOB (Ha KHHOCTYAUN);
drive-in presentation — AeMOHCTpH-
poBaHuE KUHO(DUIEMOB B aBTOMO-
OWJIHLHOM KMHOTEATPE;



drive-in theatre — kunorearp

JUTsl aBTOMOOMJIMCTOB;

drying — cymika (KuHOMaTepuanoB)
drying room — CyImuibHOE TTOMe-
HIeHue, Cylmika (KMHOJIabopaTo-
pun);

dual — nBoOMHOIA;

dual role — ponb qBOMHUKA, ChEMKa
aKTepa OJTHOBPEMEHHO B JIBYX PO-
TISIX;

dub — ny6mupoBats (pusbem), mpo-
U3BOJIUTH Ty OJIsK;

dubbed (in) film — qyOmupoBaHHbIH
bunbpM;

dubber —3Bykooneparop nyossoka;
dubbing — ny6nupoBaHue; MOHTaX
(BugeodoHorpamMm);

eccentric —3KCLIEHTPUYHBIN, He-
OOBIYHBII;

edit — MOHTHPOBATH (KUHODHUIIEM);
editing — MOHTaX, MOHTUPOBAHHUE
(xuHOUIBMA);

edition — U3gaHUE; KOMMS, BEPCH,
BapHUaHT;

editor — pegakTop; MOHTaXED;
peKrccep-MOHTaXKED;
editor-in-chief — rmaBHBIN penak-
TOp;

educational film — yue6HO€ KHHO,
y4eOHbIN KUHODUITBM;

effect — addexT, Bneuarnenue;
effect photograph — TprokoBas
CheMKa, KOMOMHUPOBAHHAS CHEM-
Ka;

dubbing firm — nyOnskHas ctyaus,
dbupma, ocymecTBIsOmIas 1y 0K
KMHO(HIIbMA;

dull — ckyuHBIi;

dupe — ny6naupoBaTh, 03ByYUBAThH
OTCHSTBHIN (GUIIbM; TYyOJISK;

duping — ny6nupoBaHue;

duplex — nBoitHast cheMka (0JIHO-
BpEMEHHas);

duplicate — my6nupoBars, nenath
nyOJIMKaT WU KOIIHIO;

duplication — qy6nupoBanue, 1mo-
BTOPCHHE;

dye — kpacka, Kpacsiiee BEeIecTBo,
KpacuTeb;

effects — 3ByKoBO€ CONPOBOXKIEHUE
KnHO(IIEMa (KpOMe peur U My3bI-
KH); LIyM;

effects track — ¢ponorpamma mry-
MOB, 3BYKOBBIX 3(()E€KTOB;
elaborate — TiaTeabpHO, AETAIHHO
pa3pabOoTaHHbIN; TPOTyMaHHbIH;
3aKOHYCHHBIN;

electrical — anexTpuyeckuii;
electrical department — ocBeTu-
TEBHBIN 116X KUHOCTYINH, SIEeKT-
porex;

electrician — OCBETHTEIIb;

elicit — moOuThCH;

emerge — MOsIBIISATHCS, BCIUIBIBATH,

BBISAICHATBHCA,



eminent — BeIIAIOIIHICS, 3HAMEHH-
TBIN;

employ — IpUMEHSITh, UCIIOIB30-
BaTh; HAHUMAThH (Ha padoTy);
emulsion coating — SMyJIbCHOHHBIN
CJION;

encourage — moomIpsTh;

end title — TUTp KOHEUHBIH, HAJI-
MACh «KOHEI[ (DUITbMaY,;

enhance — yBeIMYNUTD, yCUINUT,
yIIy4IlIaTh;

€normous — rpOMaiHbIN, OTPOM-
HBIN;

entertainment — 3pemnuiie, mpe-
CTaBJICHUE; Pa3BIICUCHUE;

entitle — o3araaBiauBaTh, 1aBaTh Ha-
3BaHUE; JaBaTh, IPUCBANBAThH TH-
TyJI, 3BaHUE;

entrance ticket — BXogHOI OHMIIET;
entrepreneur — OU3HECMEH, TIPe/-
MPUHUMATEINb, BIIAJIENeI] YaCTHOTO
TeaTpa,

epic — aMUYecKas mosma; GuiabM Ha
MCTOPUYECKYIO UITM OMOJIEHCKYIO
TE€MY; IIBIIIHBINA IOCTAHOBOYHBIN
(bUIBEM; KHHODIIONES ; SITUICCKUI;
FEPONYECKU;

epical — snnyeckuii;

episode — anM30., CIIy4Jaii;

episode picture — puiibM, COCTOS-
U 13 HECKOJIBKUX MUHUATIOP;
cepus (Tenedunbma);

episodic — AMU30ANICCKHUIA;

epoch — amoxa, Bek, 3pa;
equipment — anmaparypa, 000pyi0-
BaHUC;
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equipment room — anmnapaTHas;
escapist — yBOASIIHKA OT JeHCTBU-
TEJILHOCTH;

esoteric — TalHbIN, CKPBITHIH;
espionage — MIMUOHAXK, Pa3BE/IKa;
established authority — npu3HnanHbIi
aBTOPUTET;

evergreen — HEyBsijlaeMasl MOITy-
JISIPHOCTH;

evolve — pacKkpbIBaTh, BBISIBIISTD;
pPa3BUBATHCS;

exaggerate — NpeyBeINYNBATh,
excellent — mpeBoCXOAHBIN, OTINY-
HbIM, BEJIUKOJICITHBIM;

exchange — mpokatr KHHO(PUIHMOB,
KUHOMPOKAT, pacCpOCTPAHEHUE KH-
HODUITBMOB,;

exciting — 3aXBaThIBAIOLIUH, YBIIE-
KaTeJIbHbIN;

exclusivity — MOHOIIOJIBHOE MTPaBo
Ha JKCIUTyaTanuto (IpoKar) KUHO-
(bUIBEMOB;

execute — UCIIOIHSATD POJIb;
execution — MacTepCTBO UCHOJHE-
HUS; IPUBEJICHUE B UCIIOJTHEHUE;
executive — pyKOBOJUTENb, aIMH-
HUCTPATOP;

executive production manager —
aMUHUCTPATOP CHEMOYHOU IpyI-
TTBI;
exhibit — BEICTABIATE, BEIpAXKATh,
MPOSIBIISATH; IEMOHCTPUPOBATh
KHHO(DHIIBbM;

exhibition — gemoHcTpUpoBaHue
KUHOKapPTUHBI; SKCIUTyaTalus Kh-
HOTearTpa;



exhibitor — Bnazenen kuHOTEATPA,
MOJIYYMBIIHM MPaBO MpoKaTa
bunbma;

expanded cinema — KUHO(UIBM

C UHTEpPMEIUAMH (C )KUBBIMH aKTe-
pamu, My3bIKaHTaMU U T. I1.);
expedition film — s3xcnie AMITMOHHBII
KHHO(UIIbM;

experiment — IPOBOJAUTD OTBITHI,
HKCIIEPUMEHTHUPOBATH;
experimental film — sxcnepumen-
TaJbHBIA QUIIbM;

expert — KOHCYJIbTAHT; CIICUAINCT,
IKCIIEPT;

exposed — IKCTIOHUPOBAHHBIIA;
exposed film — sxcrnoHupoBanHast
IIJIEHKA (J10 IPOSIBIICHUS);

exposure — BbIIeP)KKa, SKCTIO3ULINS;

MOSIBJICHHUE;

fable — GacHs; mud, nerenja;

face powder — mynpa;

face-paint — pymsiHa, rpum;
face-painter — rpumep;

facility — cnocoOHOCTB;

fade, fading — 3aremuenue;

fade-in — mocTeneHHOE BOSHUKHO-
BEHHE N300paKCHHS; ChEMKa «U3
3aTEeMHEHHUS; IIOCTEIICHHOE YCHJIe-
HUE 3BYKa,;

fade-out — nocrenenHoe ncue3Ho-
BEHHE M300paKCHUS; CheMKa «B 3a-
TEMHEHHEY; TTIOCTEIICHHOE 3aTyXa-
HUE 3BYKa,;

fade-over — HamIbIB;
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exterior set — HaTypHasi KHHOJIEKO-
parus;

exterior shooting — HaTypHas cheM-
Ka, CheMKa Ha OTKPBITOM BO3yX€;
exterior shot — xaap, CHATHIN Ha Ha-
TYype;

extra — m00aBOYHBINI, JOIIOJHH-
TEJIbHBIN,

extra player — cTaTuct, akTep Mac-
COBKH;

extra scene — BCTABHOM 3MU30/] WIH
clieHa (He MpeayCMOTPEHHBIC

B CLICHApHH);

extraordinary — HeOObIYaITHBIH,
3aMeyaTeIbHbIN, BBIIAIOIIAICS;
extras — MaccoBas CLEHa, «KMacCOB-
Kay;

extras’ room — nomernieHue (otrie)

JJIA1 KHHOCTAaTUCTOB,

fader — perynsitop rpoMkocTu
3BYKa;

fail — Heynaua, npoBaii; TepneTh
HEey/1auy;

failed- HeynauHblii, HEYyJaBIIUIACS;
failure — Heymaua, HEeycnex, mpo-
BaJ;

fairy feature — kunodeepusi, KUHO-
oayeT;

fairy-tale film — ¢une™m ckaska;
fake — npuTBOpATHCSA, OAIEIBI-
BaTh;

false start — onIMOOYHEIN BBIXO/I aK-
Tepa (Ipu KUHOChEMKE);

fame — cimaBa, U3BECTHOCTD;



famed — npocnaBneHHbIN, N3BECT-
HbINA, 3HAMECHUTHIN;

fameless — HEM3BECTHBIN, HE3HAYM-
TCJILHBIM;

famous — 3HaMEHUTBIN, TPOCIIAB-
JICHHBIN, U3BECTHDIN;

fan — pasr. nro0uTENh, TOKJIOHHUK
KUHO (UCKYCCTBA);

fan mail — nmuchbmMa Kk 3HAMEHUTO-
CTSIM; TIMNCHhMa MTOKJIOHHUKOB;

fan sheet — >xxypnain mo Bompocam
KHHO;

fancy dress — MackapaaHbIi KOC-
TIOM;

fancy-ball — kocTIOMHpOBaHHBIH
OaJ1, Mackapas;, KapHaBal;
fan-magazine — >xxypHas st 1t00u-
TeJell KHHO (C MOAPOOHOCTIMU U3
YKU3HU KHHO3BE3);

fantasy — BooOpaxeHnue, panTazus;
far distance shot — mIan ganpHUH;
fascinate — ouapoBbIBaTh, NPUBO-
JUTHh B BOCXUILIEHUE, TUICHSTH;
fascinating — ouapoBartebHbIH, 00-
BOPOXHUTEIIbHBIN;

fascination — o0asiHue, ouapoBaHue,
MPEJIeCTh; MPUBIIEKATEILHOCTD,
MPUTATATEILHOCTD;

fast motion effect — apdexr ycko-
PEHHOTO JIBM)KCHHS;

fatal — aranbHbIl, pOKOBOM, HEU3-
OCIKHBIN;

fate — cynp0a, pok;

feature — moHOMETpPAXKHBIHI
(buIBEM; OCHOBHOM (PHIIBM KHUHO-
MIPOTPaMMBI;
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feature film — urpoBoii kuHOQUIBEM,
MOJIHOMETPAKHBIHN (XyA0KECTBEH-
HBI) QuiibM;

feature-length — momHOMeTpaXKHBIH;
fee — roHopap, rarex, BHECEHHE
TUIATHI;

feisty — oTBaXHBIif;

female — >xeHCKUIA;

female lead — rinaBHas xeHcKkast
pOJIb;

festival — mpasmHeCTBO, Mpa3THUK;
(decTuBalb; MOKa3, TEMOHCTPAIHS;
fiction — BeIMBICEII, BBITYMKA;

field — o6nacTs, chepa gesTenbHO-
CTH;

fill-in light — cBeT BrIpaBHMBaIO-
LIKH;

film — nneHka; KuHOIUIeHKA; (KH-
HO)(pWIbM, (KUHO)KapTHUHA; KUHO,
KHHOWCKYCCTBO; CHUMATh (KH-
HO)(QWIBbM, MPOU3BOJUTH KUHO-
ChEMKH, CHUMATh Ha KHHOILJICHKY
HKPAHU3HUPOBATH (JIUTEpATypHOE
MIPOU3BEICHNUE); CHUMAThCS B KHHO,
OBITh KHHOAKTEPOM;

film analysis — uccrnenoBanue

C TIOMOIIBI0 KHHOCHhEMKHU;

film appreciation — KuHOBEICHUE;
film archives — ¢uibmoTeka, KuHO-
apXxuB;

film art — KHHOMCKYCCTBO;

film break — u3momM KHHOMICHKY;
film buff — kuHOMIOOHNTEB;

film cabinet; film car — oneparop-

CKUH aBTOMOOUJIb;



film carrier — kacceTta, MIEHKOAEP-
KaTellb;

film crew — cbemMouHas rpynma;
film critic — KHHOKPUTHK;

film direction — kmHOpEXHCCYpAa;
film distribution — kuHOTIPOKAT,
poKaT (pUIbMOB;

film drying — cymika rieHku uiu
dbunbma;

film editor — pegakrop;

film expert — KUHOCTIEITUATIHCT,
CIICIIMAJIMCT B 00JIACTH KHUHO;

film fan — pasr. kunHoman;

film festival — kuHOecTHBaD;
film host — MOHTa)XHBII KajIp
(ny1aH), MOHTaXKHBIN KYCOK;

film in four reels — pubM B UeTHI-
pEeX YacTsXx;

film industry — KUHOTTPOMBITILIICH-
HOCTh, KHHOWH/TYCTPHS;

film joining — ckenBaHUe KMHO-
TJICHKY WU (QUIIbMa, IIPOU3BO/ICT-
Ba MOHTa)a KHHO(PUIIbMA, KUHO-
MOHTaX;

film length — meTpax punbma,
JUTMHA (QUIIbMa;

film library — ¢punpmoTeka; xpanu-
JIUIIE KHHOMATEPHUAJIOB; KHHOAP-
XUB,;

film loop — nets;

film magazine — mieHOUYHas Kacce-
Ta, KacceTa JJIsl TUICHKU UK (Piib-
Ma; KHHOXKYpHAJT;

film medium — BeIpasuTenbHbIE
CpEeIICTBa KUHO;
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film noir — ¢punem Hyap, «4epHOe
KUHOY;

film phonograph — xagp Ha kuHO-
TUICHKE, KaJp KHHOPUIbMA, KHHO-
KaJzp;

film processing — o6paboTka KMHO-
IJIEHKH B 1a00paToOpuu;

film production — mpou3BoICTBO
TJICHKY WU (PUIIbMa;

film projector — kuHOIIPOEKTOP;
film research — kuHoBeeHUE;

film restoration — pecraBparius
dbunpma;

film run — xox ieHku wiu Guibma
(B anmapare);

film rupture — 0O6psIB PpuILMA;

film set — cheMouHas TUIOIIAAKA

C YCTaHOBJICHHBIMH JICKOPAIUSIMH,
film technician — kuHOCTIEIMATTUCT
TEXHUYECKOTO MPOpuIIs;

film test — kunonpo6a Oyaymiero
aKTepa WJIH aKTPHUCHI;

film trap — kaapoOBOE OKHO KMHOKA-
MEpBbI WU TIPOSKTOPa;

film treading — 3apsiiKa KHHOIIIICH-
KU B (UIBMOBBIN KaHAI;

film unit — cekemMouHas rpynmna;
filming ground — cremouHas mio-
aika HaTypHas;

film-maker — co3nmarenp KMHO-
¢buapMa, KUHOPEKUCCEP;
film-making — npou3BoacTBO, CO-
3/1laHue KUHO(PMIbMA;

film-slide — quadunbm, cepust nua-
MO3UTHUBOB Ha KMHOILJICHKE;
film-strip — nuaduibm;



final cut — okoHYaTEeNBHBIN, UTOTO-
BBIM, KOHCYHBIM MOHTAX;

final print — okoHYaTenpHasA KOMHUS
KUHOPUIIBMA;

final sound recording — okonua-
TeJIbHAs 3aMKCh 3BYKa;

final title — 3akmrounTenbHas HaJI-
MTUCh, HAATHUCH «KOHEID;

fine cut — MOHTak OKOHYATEJIHLHBIMN;
finished colour print — okoHyaTeNb-
Has [[BETHAsI KOHs (KHHOPUIbMA);
first answer print — MOHTaXHas KO-
nus (KuHO(UITEMA), PeKUCCEPCKU
AK3EMILIAP KUHODUIIBEMA;

first assistant cameraman — nepBbIit
MTOMOIIHUK KHHOOIIEPATOpPa;

first audition — nmepBoe mpocIyIIu-
BaHUE, EPBBIN TYp (B KOHKYpCE);
first cut — mepBBIi MOHTAXHBIH
KaJip;

first night — mpembepa;

first projectionist — rmaBHbII
KHHOMEXaHUK;

first run of the film — npembepa ku-
HOUIbMA, BBIITYCK KHHOGUIbMA
Ha DKpaH;

first trial composite print — nepBas
npoOHasi COBMEIIICHHAs! KOMHUS (K-
HODUIIBMA);

flack — arent (¢pupmbl, KHUHO3BE3-
bl ); peKIama, aOJIMCUTH;

flag — «dnary, skpaH Wi 3aTeMHHU-
TEeJb IS PETYIUPOBAaHUS OCBEIIe-
HUS;

b

flagpole — dnarmrok;
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flash — oueHb KOPOTKHIA MOHTAXK-
HBIW KaJIp;

flash title — ycnoBHOE Ha3BaHME KU-
HODUIIbMA;

flashback — nepepsIB mocnenoa-
TEJILHOCTH JIEUCTBHSI; BO3BpAIIICHUE
K MPOIIIOMY, PETPOCTIEKIIHS; KO-
POTKUI «OOpaTHBIN KaJp», KOPOT-
Kasi peTPOCIIEKTUBHAS CIICHA;
flash-forward — xkunemaTtorpaduue-
CKHUU IIPUEM NIEPEHECEHUSI AEUCT-
BUs GunbMa B Oyyniee (cieHa
OCYILIECTBJICHHON MEYTHI U T. I1.);
flat-lighted scene — nminockoocBe-
IIICHHAs CIICHA;

flicker — Tpsicka, MenbkaHue (U30-
OpaxxeHus);

flicks — pa3r. kuHo, QpuibM;

float — mepenBkHas ciieHa (IeKO-
parusi), nepeBH>KHOM IIUT;
flood-light — mpoxxexTop (3anu-
BAIOIIIETO CBETA); CBET OOIIHIA;
floor, studio floor — cbemMouHBIIt
NaBUJIbOH, KWHOATEIbE;
floor-secretary — cekperapb KUHO-
pexuccepa Ha CheMKax;

flop — Opax (Tipu MPOM3BOICTBE KH-
HOUIBMA), OpaK MO KHHOKAPTUHE;
MpoBaJl KHHO(PUIIbMA B IPOKATE;
MOTEPIIeTh HEeyAady, POBAJTUTHCS;
flourish — mpornBerats, npeycre-
BaTh,

focus puller — momomHuK oneparo-
pa 1o HaBOJKE Ha POKYC;

follow shot — cheMKka ¢ ABMIKEHMS;
fool — pasr. myTka, TpIOK;



footage — nyiMHA MIIEHKU WU
¢dbunbma B yTax, MeTpax; OTCHS-
THI MaTepuan puiIbMa; MaTepHuan
(buIbMa HEMOHTUPOBAHHBIN;
foreground — nepenHuii aH;
forehead — 100;

foreign release — 3arpaHu4HbIN
pokaT (KHUHO(PUIBMOB);

foreign version — ”HOCTpaHHBIH Ba-
pUaHT (KUHOPUIbMA); KHHODUIIBM,
TyOIMpPOBAaHHBINA HA MHOCTPAHHBIN
SI3BIK;

foreign version release print — ko-
IUsl MAaCCOBOM TMeYaTH HHOCTPAHHO-
ro BapuanTa (KHHO(pUIbMA);

frame — oTaenbHBIN Kaap, «KaI-
PUK»; yCTAaHABJIMBAThH B PAMKY;
frame frequency — yactora KuHO-
ChEMKH; YaCTOTa MPOEKIINH;
frame-by-frame exposure —
KMHOCHEMKA IOKaIpOBasi;
framework — cTpykTypa, OCHOBA;
framing — xampupoBanue;

gaffer — rmaBHBIN OCBETUTEND,
Opuraaup ocBeTHUTEINCH (Ha KHHO-
ChEMKE);

gain — JOCTUTaTh, T0OUBAThCA,
npuoOpeTaTh;

gang — cMeHa, Opuraza;

gangster film — 60eBUK;

general release print — mpokaTHas
KOIWS KHHO(WIbMA JIJIs1 IEMOHCT-

paruu Ha «OOJIBIIION peMbepey;

genre — ¢p. KaHp;
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frank — OTKpOBEHHBII, UCKPEHHHU,
OTKPBITHIN;

free lance — cBOOOIHBIN XyI0KHUK,
HE3aBHCHUMBIIi; BHEIITATHBIN; pado-
TaTh HE MO HANMY;

free list — crircok U1, UMEIOIINX
MpaBo OECIJIATHOTO MOCEIICHUS
TeaTpa;

free of charge — 6ecriaTHsIit; Oec-
TUTaTHO;

free to all — OecriaTHBIN BXO
(s Bcex);

fresh print — HoBas (He ObIBIIAs

B JKCIUTyaTaluu) GUIbMOKOMHS;
fringe — iBeTHas kaitma (KOHTYpPOB
M300paKeHUs );

frown — BeIpakaTth HEOJOOpEHUE,
OCYKJIaTh;

full shot — cpenneoOMil T1aH

(B Kagpe; akTepbl BO BECh POCT);
full-length — momHOMETpa>KHBIH;
funny film — koMuueckuii KuHo-

(hUIIbM, KHHOKOMETHS;

gift — napoBanue, TanaHt, cnoco0-
HOCTb;

gifted — omapeHHbIN, TaNAHTIMBbIH,
CITOCOOHBIN;

glass-shot — kuHOKap, CHATHIN

C JOPUCOBKOM JEKOPALIMU HA CTEK-
Je, KOMOMHUPOBAHHBIN KaJIp;
glasswork — nopucoBka Ha cTekJe,
TUAPOCKITHS;

glory — cnaBa, Tpuymo;



glue — kneuTsh, CKIIEUBATH, MPU-
KJIEUBAaTb;

£0 on tour — OTIPaBUTHCS HaA TacT-
ponu;

go to the films — cratp
KHHOAKTEPOM;

good cast — CUJIbHBIN COCTaB;
gorgeous — MBIITHBIN, BEIUKOJIET-
HBIU, IPEKPACHBIN;

grab an audience — gepxath ayau-
TOPUIO B HAIIPSHKEHUU;

grease room — rpuMepHast sl Ku-
HOCTaTHUCTOB;

great masters of the film — macrepa
KHHO;

grind — cHuMaTh (KUHODUIBEM),
MPOU3BOJIUTH ChEMKY KHHO(DUIIbMA,
MIPOU3BOJUTH KHHOCHEMKY;

hair dressing department —
MacTepcKas MapuKoB;

hairdresser — mapukmaxep;

hand camera — kuHOKamepa
py4Has;

hand-coloured film — uBeTHo# ku-
HOUIIBM, PaCKPAIICHHBIN OT PYKHU;
hand-held shot — creMmka ¢ pyk;
handmaiden — ciy>xanka;

happy end feature — kuHokomeus,
KOMEIMHHBIN KHHO(PWITBM;

happy ending — cuacTiuBas pa3Bsi3-
Ka, CYACTJIMBBIM KOHEII;

hard light — «okecTkuil» cBeT;
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grip — pabo4yuii TOCTAHOBOYHOTO
exa;

grip department — otzen «mepe-
JIBIKKUY (TIOJICOOHBIN TTOCTaHO-
BOYHBIN OT/EN KUHOCTYIUH);
grotesque film — kuHOTpOTECK,
(bUIBM-TPOTECK;

ground angle shot — cbemka ¢ HU3-
KOW TOYKH;

guest actor — NpUrIalIeHHbIN, racT-
POJIMPYIOLINM aKTED;

guide track — penbebl u1s onepa-
TOPCKOTO TPAHCIIOPTA,

gum — CKJIEUBaTh, IPUKIICUBATh;

gyro-tripod — MITaTUB KHHOKaAMEPHIL;

head cameraman — riaBHBII onepa-
TOp KUHO(PWIbMA, TTTABHBIA KUHO-
orepaTop, med-omnepaTop;

head office — nupexuus u Bce aj-
MUHUCTPATUBHBIE OTJENbI (KHUHO-
CTYAUH);

heavy parts — Tparuueckue poiu;
heavy villain — (MpauHbIi1) 3101€H;
herald — 0OBsBIATE;

hero — repoi, ri1aBHOE ACHCTBYIO-
miee nuio (puibma);

heroin — repouHs, r1aBHOE ACHCT-
Bytoiee JuIo (huapma);

hidden — ckpbIThIif;

high shot angle — xaap, cHsATHII

C BEPXHEU TOYKH;



high-angle shot — cbemka c Bepx-
HEU TOYKHU;

high-intensity arc lamp — ocBeTH-
TeJbHBIN TPUOOP C Tyro MHTECH-
CHUBHOTO TOPEHUS;

high-light — ocHOBHO#1 MOMEHT,
¢axr;

high-speed shooting — kuHoCheMKa
CKOPOCTHa;

hilarious — 0’KMBIICHHBIN; BECEIIBIH,
IIYMHBIN;

hire — HaHUMAaTh, IpUrIaIATh HA
pabory;

historical film — uctopuueckuii
bubMm;

hit — 6oeBuk (pusbm);

hollow — BnajinHa, BBAJIMBIIIMICS;
IyCTOM, TOJIbIN;

Hollywood — I'onnuBy 11, ieHTp
aMEepUKaHCKOW KMHEeMaTorpaguw,

KHUHOIIPOMBIIIIJICHHOCTD,

illumination — ocBemieHue;

image area — IJIoIIa (b KHHOKAAPA;
image, film image — uzo0paxeHnue,
KHHOU300pakKeHHUE

imageable — BooOpa3uMblii, MbIC-
JIMMBIi;

image-building — nckyccrBeHHoe
CO3/1aHuE PEeryTalu, IPecTuxka,
oOpaza (KMHO3BE3/bl U T. 11.);
imagination — BooOpaxeHnue, daH-
Ta3us;

imaginative — oJapeHHbINH OOTaThIM
BOOOpaXKEHUEM;

home projector — qoMamIHUK KMHO-
POEKTOP;

home shooting — mpousBoacTBO
ChEMKH B JIOMAILIHUX YCJIOBUSX;
Honoured Artist Of Russia —
3aCIIyKE€HHbIA apTUCT Poccuu;
horror film — ¢punem yxacos;

horse opera — BecTepH, pusibM KOB-
OOMCKHIA;

hose — nuranr;

hostility — BpaxxeOHOCTB;
houselights — ocBemienue 3puresns-
HOTO 3aJ1a;

humorous — roMOpUCTUYECKHI;
CMEIIHON, KOMHUYECKUIM;

hunting film — oxoTHUYMI KUHO-

bubMm;

imagine — BooOpaxkaTh, IpeICTaB-
JISTh ceOe;

immortal — 6eccMepTHBIIA;

impact — BO3/IeiCTBUE; BIIUSIHUE;
impactful film — BnevaTistonas
KapTHHA;

impoverished — noBeeHHBII 10
OCTHOCTH, HUIIIETHI; HCUMYIIIHH,
OeIHBII; KaJIKuM, yOOTHi;
impress — MPOU3BOIUTH BIICUATIIC-
HHUE;

impression — BIieYaTIICHUE;



Impressive — IPOU3BOASAIIMM ITy-
O0OKO€ BIIEUaTIICHUE;

Improve — yJay4diaTh, COBEpLIEHCT-
BOBATh;

in advance — 3apanee, 3a0;1aroBpe-
MEHHO;

in-betweener — Xy10)kHUK (ha30B-
ILIVIK;

incandescent lamp — mamma Haka-
JUBAHUS;

incidental sounds — mrymsI Irymo-
BbI€ 3P (HEKTHI;

include — BkIIO4aTH;

independent — HE3aBUCUMBIH;
indoor — HTEpPHEP, ChEMKA HH-
Tepbepa, CheMKa B MIOMEIICHUH;
indoor set — maBUJILOHHASI KMHO/IE-
KOparus;

industrial film — Texaudyeckuii Ku-
HO(UIBM, TIPOMBIIIJICHHBIN peK-
JAMHBIN KHHODUITIBM, KOMMEpUe-
CKUI IEMOHCTPALIMOHHBIN KUHO-
bubMm;

in-flight movies — kuHOUIBMBI,
J€MOHCTPUPYIOIINECS B MOJIETE;
ingenious — U300peTaTeNbHbI;

jerky — OTpBIBHCTBIN, HEJICTIBIH,
JBUTAIONTUICS TOTYKAMH;

join — cKJeiika,

joining — CKJICMBAaHUE KUHOILJICHKU
Wi GuiibMa, MPOU3BOJICTBO MOH-
Ta)ka, MOHTaX (KMHOPUIbMA);
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inky — YepHIIIbHBINI, TOKPBITHIN
YepHUIIAMU;

insert — MOHTaXxHas MepeOUBKa;
Insistent — HACTONYMBBIN;
instructional film — uaCTpYKTHB-
HBIN KUHO(PWIIBM, YUeOHBIN KMHO-
¢unpM, yueOHOE KUHO;

insurance shot — BcTaBHOM Kajp,
AMIHU30]1 WM CLIEHA, HE TTPELyCMOT-
pPEHHBIC B KHHOCIICHAPHH,

interior — UHTEPLEP, BHYTPEHHUN
BH/I TTIOMEIIICHHS; TaBUJILOHHAS KH-
HOJICKOpAIlis BHYTPEHHETO BHU/IA
MOMEIIEHUS; CIIeHa KHHO(DUIIbMa,
JeMCcTBHE KOTOPOTO MPOUCXOIUT

B ITOMEIICHUHY;

interior shooting — cheMKka B moMe-
ICHUH;

intermittent projector — KHHOTIPOEK-
TOP C MPEPHIBUCTHIM JABUKCHUEM
dbunbma;

interplay — B3auMoieiicTBHE;
invention — u300peTeHUE;

juice gang — «dIEKTpUYecKas Ko-
MaH/a», Opuraaa ocBeTUTENeH
(Ha KUHOCBEMKE);

juice hand — ocBeTUTENb HA KUHO-
CbEMKE;

jumping — HEyCTOMYMBOCTH (U30-
OpakeHus WK Kajpa);



junk — ¢ubMOBBIE OTOpPOCHI (MaTe-
pual, He BOIISANINI B KHHO-
buaeMm);

jury — )KIOpH 10 MPUCYKICHHUIO Ha-
rpaj, Mpu30B;

kill a set — OTCHATH KUHOJIEKOpA-
[UIO;

kinetic — ITOIBMYKHBIN;

kitsch — cenTumenTanbIHA (0
¢bunbMme, poMane);

lack of sharpness — Hepe3koCTs;
lamp — ocBeTUTENBHBIN TPUOOP,
JamIa;

lamp man — ocBeTuTeNb (Ha KUHO-
ChEMKE);

landscape — nannmadr, neizax;
landscape film — BumoBo# KuHO-
bunbpM;

lantern slide projector — quanpoexk-
TOp, MPOEKIIMOHHBIN ammapar Jjis
JIEMOHCTPUPOBAHUS JUATIO3UTUBOB;
lap dissolve — HamuIbIB, IEpEX0]
HAIUIBIBOM, CMEHA OJJTHOTO MOHTaX-
HOTO KaJipa IPyTUM IPH TTOMOIITH
HaIUIbIBA;

large screen film —
ITUPOKOIKPAHHBIN (PUITBM;

lead — rimaBHas poJb; UCTIOTHUTEIb
WJIM UCTIOJTHUTEIHHUIIA TTIABHON
pouu;

leading actor — Beqymuii aktep;
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juvenile — akTep, UrparonIuii posb
MOJIOZIOTO TepOsi;

kitschy — cepanemunaTeabHbIi
(o buneme, pomane);

leading lady — Begymas aktpuca Ha
MIEPBBIX POJISX, HCTIOTHUTEIIBHHUIIA
TJIaBHOW pOJIN;

leading (main) part — riaaBHas poJib;
leaking noise — IryMOBbIE TIOMEXU;
lean — xy0I111aBbIif;

legend — nubperTo (KUHOCIICHA-
ps);

lengthen — ynnmuHsTS;

lens — muH3a, OOBEKTUB;

lens changing — cMmeHa 00BEKTHBA;
lens coverage — yro noJist u306pa-
KEHUS;

lens hood — 6;1eH1a 0OBLEKTHBA
COJTHIIE3AIlUTHAS,

lettering area — moiap, 3aHUMae-
Mas B KaJIpe TEKCTOM KMHOHAITH-
cu;

library shot — ¢huIbMOTEUHBIN KH-
HOKAJIp, KaJp U3 KHHOAPXUBA;

light bulb — anekTpuueckas nam-
MOYKa,;



light comedy — nerkas komenus;
light crane — kpaH ¢ OCBETUTEb-
HBIMH NpUOOpaMH;

light electrician — ocBeTutenp (Ha
KMHOCHEMKAX);

light meter — skcrioHOMETD;

light shot — 3acBeuenHsIil kKaap;
lighting — ocBemenue; codbup. ocse-
TUTEJIbHBIE YCTAHOBKH;

lighting unit — ocBeTUTENBHBIN
pubdop, JTaMIa;

light-show — ¢anTactuueckoe
IpeJICTaBICHHE, 110y, OCHOBAHHOE
Ha CBETOBBIX d(pPekrax;

line test — mpo6a pucoBaHHOTO
JIBMKEHUS Ha KHHODKPAHE;

link — coequHATE, CBSI3BIBATH;

list — ciucok, nmepeveHs;

live recording — 3Byko03amnuch CUH-
XpOHHAs;

loading — 3apsimka KHHOKaMEphI
WA KHHOMIPOEKTOPA;

location — MECTO BBI€3/IHBIX Che-
MOK; Ch€MOYHasl IJIOMIAAKa, HATYp-

Hasi;

M
magnetic film — myeHka MarHuTHas;
magnetic recording — MarHuTHast
3aITHCh;
magnificent — BEIUKOJIETHBIH,
MBIITHbBIN;
magniphone — meradoH (HCTIOb-
3yEMbII KUHOPEKUCCEPOM

Ha ChEMKax);
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location by nature shot — mecto Ha-
TypaJIbHOM ChEMKH, HATypabHas
TTOMIAKA;

location man — 1MI10, KOTOPOMY
MOPYYCHBI TOMCKUA MECTa HATyPHOMH
ChEMKHU;

location shooting — ceeMouHast
MJIOMIA KA, HATypHAas,

long-shot — manpHMi 1aH, OOIIMIH
TJIaH; Kaap, CHATHIN JATBHUM WA
OOIIMM IIJIAHOM;

loop — meTys TUIeHKW WK GrtbMa
(B kMHOAMNmapare);

loop film — xonbI1OBKA;

loudness — rpoMKOCTB;

low-angle shot — cheMka ¢ HU3KOU
TOYKH;

low-budget — HU3KOOIOTKETHBIMN,
MaJI00I0IKETHBIN;

low-quality — HM3KOrO KauecTBa;
low-speed shooting — 3amennennas
KHHOCHEMKA,

lung man — BTOpO# pexxuccep

(Ipu moCTaHOBKE KUHO(DUIIBMA);

luxury — pockorirb;

main light — cBeT ocHOBHOMH, pu-
CYIONIU;

main title — 3arnaBHbIN TUTp, TH-
TYJIbHBIN KaJip, HAMUCh C Ha3Ba-
HUEM KMHO(DHUIIbMA;

majestic — BeTUYeCTBEHHBIH, BEJIN-
YaBbIi;

make up — TpuMHUpPOBaTh, KPACHUTH,
MyJIPUTh; OAEBATh K BBIXOY (aKTe-



pa); rpuM, KOCMETHKA, aKCECCYaphl;
rpumMep;

make-up department — rpumepHbIi
otnen (1ex);

make-up man — (KHHO)rpuMep;
make-up room — yoopHas (aktepa);
man of extraordinary genius —
BBIJJAIOIIUICS TAJaHT;
management — JUPEKIUs, YIIpaB-
JICHUE;

manager — 3aBeAYIOIINNA, TUPEKTOP;
HUMIIPECapuo, MEHEKED;
managing direction — AupeKIus
MPOU3BOICTBA, AIMUHHUCTPAITUS
(KuHOCTYIUN);
macro-cinematography — Makpo-
KHHOCHEMKA,

marionette film — oObemMHast Myib-
TUTITUKALNS, KHHOPWIBM, CHITHIN
METOI0M 00bEMHOW MYJIBTHILIAKA-
11K

martial — BOGHHBIN, BOMHCTBCHHBII;
marvelous — yJIMBUTEIIbHBIN;

mask — karmie; Macka;

masked shot — ka1mpoBaHHBII
KaJp;

masking — K3IIMpOBaHUE KaIpa;
massacre — pe3Hs, OOiHS;

master negative — KOHTPOJIbHBIN
(apxuBHBII1) HETaTUB KUHOPUIIbMA;
master print — KOHTPOJIbHAS KOTIUS
KHMHO(DHUIIbMA;

master shot — KOHTPOJILHBII CHU-
MOK;
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master sound track — koHTposIbHAS
dhonorpamma, hoHorpamMma Ha OJ1-
HOH IICHKE;

mature — B3pOCIIbIN, 3PEJIbIii;
media — CpelICTBO BBIPAKEHHUS;
medium close-up — cpeaHeKpyI-
HBIN («UTAIbSTHCKUIY) IJI1aH;
medium long shot — cpenneoOmMiA
TJ1aH;

medium shot — cpenHuii nax;
melodrama — menmoapama;
merchandiser — Toproseti;
microphone boom — BBIIBIKHON
IITATUB JIJI1 MUKPO(OHa,
(GKYPABIIbY;

microphone, mike — MukpodoH;
miniature — MUHHATIOpa, MHHHA-
TIOPHBIN;

minority — MEHbIIIMHCTBO, MEHBITIAs
JacTh;

miscast — 1aBaTh akTepy HETMOIX0-
JSIIYIO POJIb; HETPABUIBHO pac-
MpeNeNsiTh POJIu;

mischievous — 030pHoii, HEemo-
CITYILIHBI;

mixer — MUKIIEP, MUKIIEPCKUI
MyJIbT; TOHMEHCTEP; TEXHUK 3BYKO-
3aIlrCH; 3BYKOOTIEpaTop;

mixing — MUKIIMPOBAHUE TIepe3a-
UCh (DOHOTPAMMBI;

mixing booth — anmaparHas 3Byko-
3anucy; KaOuHa 3ByKOOIepaTopa;
mixing console — MUKIIEpCKUi
MyJIBT; 3BYKOOTIEPATOPCKUMN MYJIBT;
mob scene — MacCOBKa;

model — MojieIb, MaKeT;



model maker — makeT4uk (Ha KHHO-
CTYHH);

model shot — kuHOKaap, CHATHIN
C UCIOJIb30BaHUEM MakKeTa, KOMOu-
HUPOBAHHBIM KaJp; ChbeMKa MaKeT-
Has;

moderate skills (abilities) —
CpeHuE CIIOCOOHOCTH;

modern — COBpeMEHHBIN, HOBBI;
modernize — MOIEpHU3UPOBATD,
MpHUIaBaTh COBPEMEHHBINA XapaK-
Tep;

monitor — MUKILIEP, 3ByKOOIIEPATOP;
monitor man — 3ByKooneparop (Ku-
HOMIBMA), 3BYKOOTIEpaTOp Mepe-
3aIiCcy, TOHMEUCTEP, MUKIIED;
monitor room — anmnaparHas 3ByKO-
3aIlnCH;

montage — MOHTaX;

motion picture — KHHOQUIbM, KU-
HOKapTHHA; KUHeMaTorpad, KuHe-
Martorpadus, KUHO; KapTHHA;
bubMm;

motion picture industry — KUHO-
IPOMBIIIIEHHOCTh, KHHOUHYCT-
pust;

motion picture institute — KHHOWH-
CTUTYT, UHCTUTYT KMHEMaTOTrpa-
(un;

movable — moABMKHBIN, TIEpexo-
TSN

movie — KWHOKapTHUHa, KapTHHA,
KHHOTEaTp, KHHO; (DHIIBM, KHHO-
bunbpM;
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movie astrologer — KHHOXKYypHa-
JIUCT, COTPY/IHUK JKypHaJIa Mo BO-
pocaM KUHO

movie-house — pa3r. KUHOTeaTp;
movieland — amep. Mup KMHEMaTO-
rpada, KHHEMaToTrpapucTOB; KHHO-
MIPOMBITTUICHHOCTB;

moving — BOJIHYIOILUM, TpOraTellb-
HBIN;

moving object — IBIXKYIIHUICS
00BEKT (CHEMKH);
multidimensional motion picture —
MaHOPAMHBIA KHHO(DUIEM CO CTe-
peodhOHNYECKOM 3aMUChIO 3BYKA;
multilayer colour film — mHOTO-
CJIOMHBIN, IBETHON KUHOPUIBM;
multiple — MHOTOKpaTHBII; cOCTaB-
HOW, TOBTOPSFOLIUNCS,

multiple exposure — SKCIIO3UIIHS
MHOTOKpAaTHas;

multiple reel — kuHOGUIBEM, KUHO-
KapTHHA B HECKOJbKHUX YacTsX;
multiple-star — pa3r. «MHOTO3BE3/I-
HBIN» (KHHO(WIBM C Y4acTHEM
OOJBIIIOTO YKCIIa KKMHO3BE3M);
multiscreen — MOJIMAKPAHHBIH,

C OJTHOBPEMEHHOU JIEMOHCTpalKeEn
HECKOJIbKHUX CIOKETOB Ha OJTHOM
DKpaHe;

multistar cast — «t MHOT03BE3IHBIIN
aKTEepPCKUl aHCaMOIIb;

music composer — KOMITO3UTOP;
music recording — 3ByK03amuch
MY3bIKH;

musical — QuIbM My3bIKaTbHBIN;



musical comedy — Mmy3bIKanbHas
KOMEIUS;

musical film — my3bIKanbHBII
KUHO(PUIIBM;

musician — KOMIIO3UTOP, aBTOP
MY3bIKH ((puIbMa);

narration — pacckas, OBeCTBOBa-
HUE; TUKTOPCKUN TEKCT KMHO-
dbunbma;

narrative — «IIOBECTBOBAHHEY, KH-
HOCLIEHAapUil (CLIEeHapHbBI MaTepH-
aJ1, B KOTOPOM OOJIbIIIE OMUCAHUS,
YeM JICUCTBUS);

narrator — BEIyILIHUH, TUKTOP; aKTED,
YUTAIOIIUNA TEKCT OT aBTOPA;
national epic — HaIMOHAIBHBIH
310C;

native ability — Bpo>KaeHHBI Ta-
JIAHT, MPUPOJIHAS CTIOCOOHOCTB;
natural colour film — kuHopuIIEM
B HATypaJIbHBIX IIBETaX, I[BETHON
KHHO(UIIbM;

natural vision — cucTema crepeo-
CKOIMMYECKOTO KUHO, CTEPEOKUHO;
nature — HaTypa, €CTECTBEHHOCTb,
npaBJionoaooue;

nature film — HaTypHBIN KHO-
(buiabM, KUHO(MUIBEM, CHATHIN Ha
HaTYPE;

negative — OTpUIIATEIbHBIN THIL,
OTPULATEIIBHBIN TEPO;

negative assembling — MOHTax
(mombopka) HeraTuBa KUHODUITBEMA;
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mute — 0€3MOJIBHBIN, MOJTYATUBBIH,
Oe3rIacHbIN;

mystery — TaiiHa, 3arajka, J1eTeK-
TUB;

negative cutting — MOHTaXX Hera-
THBA,

news film — kuHOXpOHMKA, TOKY-
MEHTaJbHasl KHHeMaTorpagus;
XPOHUKAIbHBINA KUHODUIEM, KHHO-
HOBOCTH, KHHOPETIOPTAK;
news-reel — KHHOXpOHHKA, XPOHH-
KaJIbHBIN KHHO(DUITEM, KHHOXYP-
HaJ;

news-reel cameraman — KUHOXpO-
HUKEp, OTIepaToOp KHHOXPOHUKH;
news-reel shooting — XxpoHukanbHas
KHHOChEMKA, TOKyMEHTaIbHas KU-
HOCBHEMKA,

news-reel shot — XpoHUKaTbHBIN
KUHOKAIp;

news-theatre — KUHOTEaTp XPOHHU-
KaJIbHO-IOKYMEHTAJIbHBIX (PHITb-
MOB;

newsworthy — 10CTOMHBIN OCBellle-
HUS B TI€YaTH, HHTEPECHBIN;
nickelodeon — cunemarorpad;
JICIIEBBIA KHHOTEATP WM JICIIEBOE
BapheTe;

night shooting — HOuHas cheMKa;
non-competition film — ¢punbm, no-

Ka3bIBAEMbIl BHE KOHKYpCa;



non-inflammable film — Heroprouas
KUHOIUICHKA, KUHOIIJICHKA Ha ale-
TaTHOM OCHOBE;

non-professional actor — Henpodec-
CHUOHAJIbHBIN aKTep;

notability — 3HaMEHUTOCTh, U3BECT-
HOCTB;

notable — 3aMedaTeIbHBIN, BUIHBIN,
BBIJIAFOIIUIACS;

noted actress — 3HaMEHHUTasl AKTPHU-
ca;

noteworthy — 1ocTonpumeyaresb-

HBIN, 3aCITy>KUBAIOIIAN BHUMAaHUS;

off-camera — npu BBIKIIFOUEHHON
KaMmepe; 3a mpejenamMmu Kaapa;

offer — npennararts;

off-screen — 3aKaIpPOBBIA;
off-screen voice — 3akaapoOBbIii TO-
J70C;

on the set — Ha cbeMOYHOM ILJTO-
maaKe,

one shot — cheMKa 0JIHOrO UCTIOJI-
HUTENS KPYITHBIM TIJIAHOM; TIOKa/I-
pOBas CbeMKa, MyJIbTChEMKA;

open air theatre — KWHOTEATp IO/
OTKPBITBIM HEOOM;

opening — nmepBasi IEMOHCTpAITUs
buapMa, IpeMbepa, IEPBhIN IKPaH;
opening night — npembepa;
operating room — MOHTaXHasi, MOH-
Ta)KHasi KOMHATa (KHHOCTYAUN);
operator — KHHOMEXaHUK, KHHOOIIC-

parop;
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novel — pomasn;

novelize — o6nexats B hopmy po-
MaHa;

novelize a film — HanucaTe poman
0 KHHOPUIIbMY;

number board — Hymepartop, A0cKa
¢ 0003HaYeHUEM HazBaHUs pUIbMa
¥ HOMepa Kajipa; HyMepaloHHas
Tabnuuka (CIleH CHUMAaeMOro KH-
HO(MUIIbMA); «XJIOTYIIIKaY;
number of the scene — HOMep
(cHuMaemoi) ciieHsl (puibma);
nursery-tale film — ¢uneMm ckaska;

ordinary — 3aypsiHbIN, TOCPEACT-
BCHHBIN;

original — opuruHam, MOJIMHHUK;
TBOPYECKUM, HE3AYPSIAHBIN;
original version — nepBoHa4YaJIbHbBIN
BApUAHT (KUHOCLIEHAPUS );

Oscar — amep. «Ockap», mpemus

(B BHJIE 30JI0TOM CTAaTy3TKH) 3a KU-
HO(MUIbM, UCTIOJIHEHUE POJIU B KU-
HO(MUIBME | T. I1.; Harpaja, Me-
JaJib, 3HAYOK U T. 1. 32 TBOPUYECKUE
JOCTHKEHUS;

outdoor — HaxoAAIUKCA HA OTKPBI-
TOM BO31yX€E;

outdoor scene — HaTypHas clieHa
(cuena wiu 3nu30/ GuIbMa, CHs-
ThIl Ha HATYype);

outdoor shooting — HaTypHas CheM-
Ka;

outstanding — BeIIarOIIMIACS, 3HA-

MECHUTHIN;



overcome — MpeoI0NIeTh;
overcrowded — repernoIHeHHbIN;
overdub — HakagBIBATh OIHY
(MarauTO()OHHY0) 3aIIMCh HA JIPY-
T'YI0; IIepe3anucCh T0POXKKHU MpU
MHOTOKaHAJILHOW 3BYKO3aIHCH,

pan shot — maHopamHBIii 1J1aH;
panning — naHoMUpoBaHue (Mpu
KHHOCHEMKE);

panoramic — NaHOPAMHBIN;
panoramic camera — KHHOaNmapar
IJ11 IAHOPAMHOW ChEMKH;

pants — QyTaspBI ISt KHHOCHEMOY-
HBIX OOBEKTHUBOB;

parallel action — mapasnienbHOe
neiictBue (B KUHO(MUIbME), Tapa-
JIETHHOE Pa3BUTHE JIBYX WM HE-
CKOJIBKUX CIOYKETHBIX JTUHUMH;
parallel editing — mapasnnenbHbII
MOHTaX;

part — poib;

participate — y4yacTue;

participate effect — addexr npucyT-
CTBUS (MIJUTIO3US, UCTIBITHIBACMAasI
KHHO3PUTEIIEM TIPH MPOCMOTPE Tia-
HOPAaMHOI'0 UJIU IHPOKO(GOPMATHO-
ro punbma);

passion pit — aMmep. KHHOTeaTp Ha
OTKPBITOM BO3yX€ (B KOTOPOM
my0JIMKa CMOTPUT (DUIIBM U3 CBOUX
aBTOMOOMJIEH);

People’s Artist of the USSR —
Hapoanslii aptuct CCCP;
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OVer-exposure — nepeepiKKa;
overhead — nupekius, pyKoBo-
ACTBO, aIMUHUCTpaUs (KUHOCTY-
Jn);

overhead light — cBeT BepxHUii;

perception — BOCIPUSITHE, OIYIIIE-
HUE;

perforations — OTBEpCTHS IO Kpasim
KHHOTUJICHKU;

performance — HCTIOTHEHUE aKTEP-
CKO€, UTpa; KHHOCEAaHC, MPEJICTaB-
JICHUE;

performer — UCTIOJTHUTENb, aAKTED;
period film — ¢huneM uctopuue-
CKHH;

perspective — epCIeKTUBa;
photo-test — akTepckast mpoba Ha
doto;

physical punch — «pusnueckuit
yaap» (CHJIBHO ACHCTBYIOIINE HA
3pUTEN Kaaphl, B KOTOPHIX MPe0o-
JlaJlaeT AeCTBUE, IBHKEHUE);
picture — KHHO(HUIIEM, KHHOKAPTH-
Ha; KUHOKa Ip; the pictures — KWHO;
KHUHeMmaTorpadus;

picture composition — KOMIO3UIUS
Kajapa;

picture contrast — KOHTPaCTHOCTh
U300paKeHuUs;

picture cutting — MOHTak HEMOTO
KHHO;

picture dancing — nposxanue nu30-
OpaxeHus, HEyCTOWYUBOCTh KaJpa;



picture editing — MOHTax
U300paKeHus,

picture frequency — yacrora
KaJIpOB;

picture making —
KUHOIIPOU3BOJICTBO;

picture negative — HEraTus
M300paKeHus;

picture palace — kunoTearp;
picture play = photoplay —
PEKUCCEPCKUN KUHOCLICHAPUH;
picture print — HO3UTUB
M300paKeHNUS;

picture ratio — popmat uz00paxe-
HUs (OTHOIIECHUE IUPUHBI Kapa

K €T0 BBICOTE);

picture set-up — KOMIO3UITUS KaJpa;
picture-size — opmaT KHHOKaJIpa,
MU300paKeHNUS,

picturesque — >KMBOTTUCHBIN;
picturization — SKpaHHU3aIUs;
picturize — 5KpaHU3UPOBATH;

pilot film — mpoGHas cepust MHOTO-
cepuiiHoro teneduibma;

pin-up — doTorpadus KHHO3BE3/IHI,
BBIpE3aHHAs U3 KypHaJa U TpUKIIe-
€HHasl Ha CTCHKY;

pivotal — OCHOBHOI, rJTaBHEHIIINH,
LEHTPAJIbHBIN;

plain — He3aMBbICTIOBATHII;

play — UCTIOJIHSATD, UTPATh; TE€MOH-
cTpupoBaTh (GUIBM); UITH HA K-
paHe; urpa akrepa, UCIIOJIHEHUE
pOJIK B KHHOPUIIbME;

play-boy — amep. Mo10/10i1 akTep;
player — akTep; HCTIOTHUTEH POJIH;
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playing — urpa;

plot — ¢abyina, croxeT (KHHOCIICHA-
pusl), MHTPUTa;

poleman — MUKpO(OHIIIMK HA KH-
HOCHEMKAX;

police thriller — ocTpocroxkeTHBII
JETEKTUBHBIN (DUITHM;

pop = popular — nonmyaspHBIH,
MOJIB3YIOLINICS U3BECTHOCTHIO;
popularity — monyJsipHOCTb;
popular-science film — HayuHO-
MOMYJISIPHBIA PHUITbM;

portable projector — mopTaTuBHBII
KHUHOTIPOEKTOP;

positive assembling — MOHTax
(moadopka) Mo3uTUBa KHHOPUIIb-
Ma;

poster — aduina, rakar;
post-scoring — rnocJjeayoliee 03By-
yuBaHue (KHHO(pUIbMA), TOHUPOB-
Ka;

post-synchronization — mociaeayo-
11ast CHHXpOHH3a1us, OCIe1y0-
1iee 03ByueHue (OTCHATOrO U
CMOHTHPOBAHHOTO) KUHODUITEMA;
precursor — MpeaeCcTBEHHIK;
premise — NPeANnoChIIKa, IKCIO3H-
11 (BCTYIUTENIbHASI 9aCTh KMHO-
CIIEHapHsl WK KUHOPWIbMA, J1at0-
11ast HAYaJIbHbBIE XapaKTePUCTUKU
JNEUCTBYIOIIUX JINIT);

pre-release — pasr. mpeaBapUTEIb-
HBIM [TOKA3 WX OOIIECTBEHHBII
POCMOTP puiibMa (J10 BBIITYCKa €ro
Ha JKpaH);



presentation — J€EMOHCTPUPOBAHUE,
npeacTaBieHue, Moka3 (KUHO(PUIb-
Ma);

presentation technique — TexHuka
JIEMOHCTPUPOBAHUS KHHO(DIIIEMA,
press agent — ripeacTaBuTeNb (pup-
MBI, KHHO3BE3/IbI);

press-show — npeaBapuTesIbHO MO-
Ka3bIBaTh KUHOMDUIIEM MIPEICTABU-
TEJISIM TIPECCHI; TPOBOIUTH 3aKPhI-
TBII IPOCMOTP KUHO(PHIIBMOB;
preview — npe/iBapuTeIbHbIN (3a-
KPBITBIN) TPOCMOTP KUHODUITHMA;
AQHOHC, PEKJIaMHBIN IIOKa3 OTPBIB-
KOB U3 KHHOMUIBMOB, TIpeTHA3HA-
YCHHBIX JJI IEMOHCTPAIUH B OJTHU-
JKaWIlIne JHU;

preview copy (print) — Konust Ku-
HOoMIBMA IS TIepBOTO (TIpeiBa-
PUTENBHOTO) MOKAa3a;

price — miara;

principal — «3Be31a», Benyuui
aKTep WIHN aKTPUCA;

print, film print — xkonus KuHO-
¢bunbma, GUITEBMOKOTIHUS

private — 3aKpbIThIi, HE SBJISIO-
IIUICS JOCTYITHBIM JIJISl BCEX;
private view — 3aKpbITbI TIPOCMOTP
KHHO(HUIIbMA;

prize — Harpaja, IpeMusl, pus;
processing — jabopatopHas oopa-
0O0TKa KUHOIUICHKU,

produce — mpou3BOIUTH (CHEMKY
KMHO(UIIbMA); OCYIIECTBIATH TO-
CTaHOBKY ((puibma);
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producer — pexuccep-
MOCTAHOBIIUK; MPOAIOCED; JIUIIO,
(uHaHCcHpyIOIIee MPOU3BOJICTBO
bunabMa; amep. Biajienel] KHHOCTY-
IUH;

production — Mpou3BOACTBO KMHO-
¢uIpMa, TOCTAHOBKA WIIH CheMKa
KHHO(HIIbEMa, KHHOTIPOU3BOICTBO;
production department — mpou3BoOI-
CTBEHHBIN OTJIe] (KUHOCTYIUN);
production manager — TUPEKTOP
KHHOKAPTHUHBI; TUPEKTOP TIPOU3-
BOJICTBA KUHOCTYIUH, 3aBEAYOIIHMA
MIPOU3BOJACTBEHHBIM OTACIOM (KH-
HOCTYAUN);

production script — TOCTaHOBOYHBI
KUHOCIICHAPUH;

production still — potorpadust pa-
060yero MomMeHTa (ChbeMKHU KUHO-
¢unbma);

professional — mpodeccroHaabHBIN;
professional and amateur compa-
nies — rpymIbl aKTePOB-
npo¢eCCUOHAIOB U JTIOOUTEIIEH;
programme picture — «IJIaHOBBII
(pa1oBOi1) KHHOPUIIBM, CHUMAe-
MBIl 6€3 0COOBIX 3aTpar;

project — mpoennpoBaTh (I€MOHCT-
pUPOBATh) KHHO(PWIBM; CO3/1aBaTh;
projection — NpoeKIus u300paxe-
HUS;

projection booth (box) — anmapar-
Hasl TPOCKITMOHHAS, almapaTHas
KHHOTeaTpa, Oy/IKa KHHOMEXaHHKa;
projection room, projection

theatre — mpocMOTPOBBIN 34T



projectionist — aMep. KHHOMEXaHUK;
projector — KHHOMPOEKTOP, MPOEK-
LIMOHHBIM aIlapar;

prologue — KOpOTKOMETPaKHbBIN
KHHO(DHIIbM, IEMOHCTPUPYEMBIN
nepe HayajaoM KMHOCEAHCa;
prominence — BbIaroIIeecs MoJI0-
KEHUE, N3BECTHOCTH;

prominent — U3BECTHBIN, BbIIAIO-
IIUICS; 3HAMCHUTBIN;

promoter — UMIIpecapuo; areHT
(aktepa);

prop department = property de-
partment — peKBU3UTOPCKHAMN OTIEI,
OyTtadopckas, peKBU3UTOPCKas
(Ha KUHOCTYIUN);

prop rush — 6ytadop, peKBU3UTOP
(Ha ctynumn);

propaganda film — nponaranaucT-
CKUH KHHO(PHIIBM;

properties, props — 6ytadopusi, pe-

KBU3UT;

qualitative analysis — kauecTBEH-
HBII aHan3 (KUHOPUIBMOB, CHSI-
TBHIX C UCCJIEI0OBATEILCKUMH IIEIIS-
MH);

quantitative analysis — KoJiM4ecT-
BECHHBIN aHANMN3 (KHHODUIHEMOB,
CHSTBIX C UCCIIEIOBATELCKUMU
LEJISIMU );

quickie — «ckopocnenkay (aere-

BbIH KMUHO(UIIBM, CHITBIA «Ha CKO-
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pro-scoring — 03By4rBaHUE Mpe/I-
BapUTEIIbHOE, MY3bIKaJIbHOE;
public — myOmmka;

publicity — U3BeCTHOCTb, CllaBa;
pekiama, pekiaMupoBaHue (KHHO-
¢unpma);

publicity agent — areHT 1o pekjame;
publicity film — punpm pexknaMHblif;
publicity still — ¢poTo pexramuoe;
publicity trailer — ponuk pexiam-
HBIU (BBITyCKaeMoro GpuibMa);
punch — «ynap», yaapHblii MOMEHT
(HanpsKEHHBIN ApaMaTUYECKH
MOMEHT B pa3BUTUHU JEHCTBUSA KH-
HO(MIIbMa WM KMHOCLIEHApUs );
punk — MOMOIIHUK KHHOOTEPATOPA,
aCCHCTEHT KHHOOIIEepaTopa;

puppet — MapHOHETKa, KyKa,
puppet film — GpuIbM KyKOJIBHBIN;
put a play on the screen —
AKpPAHU3HPOBATH (KaKyr0-J1100)

bECY;

PYIO PYKY»); KOPOTKOMETPaKHBIH
KUHO(DHUIIbM, «KOPOTKOMETPAKKaN;
quit the films — yiiTu U3 KuHO;
quota — kBoTa (yCTaHOBJIEHHOE 3a-
KOHOM KOJINYECTBO JHEH WK He-
JeJIb 00513aTE€IBbHOT0 AEMOHCTPUPO-
BaHUsI KHHOTEATpaMu KUHO(UIIb-
MOB HallMOHAJIBHOI'O IPOU3BOCT-

Ba);



radiomovies — TeJIEKUHO, TEJIEBU-
3MOHHAs nepeaayda GuiIbMOB;

rain — «J10/1b», aparnHbl Ha U3-
HOILIEHHBIX (PUIIbMaX;

rain effect — mapanuHbl MPO10JTb-
HBIC, «IOXKIbY;

rainy — U3HOIIECHHbIN (0 pusbMe);
raw material — matepuan guibma
HECMOHTHUPOBAHHBIN;

real — HacTOSIIMI, UICTUHHBIH, ITOJI-
JIMHHBIM;

realization — mocTaHoBKa (CheMKa)
KHHO(HIIbMA, TPOU3BOACTBO KUHO-
dbunpma;

recast — HOBO€ pacnpe/ieJIeHUe po-
JIeit; mepepacnpeessiTh PO,
recent — HEJaBHUM, ITOCJIECAHUM; HO-
BEHIIINMI, CBEKHUM, COBPEMEHHBIN;
record — 3aImMCHIBaTh;

record office — kuHOapxuB, HuITb-
MOTEKA;

recording — 3anuce;

recording director — riiaBHbIN
3BYKOOIIEPATOP;

recording room — anmnapaTHasi 3By-
KO3aIlHCH;

recording truck — 3Byko3anucsI-
BAaIOIIasl YCTAHOBKA MEPUIBUKHAS;
recordist — 3ByKooImeparop;
reduction print — KOT¥sl yMEHb-
IIEHHOTO (hopMaTa KMHOILJICHKH;
reel — pyJioH (KWHOTUICHKH, KHHO-
dbunbma); 4acth (KUHOPUIBMA);
KOPOTKOMETPAXXHBIN KHHODHUITBM,
«KOPOTKOMETPAKKAY,
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reelage — meTpaxk KUHO(PMITBMA;
reeler — (kak KOMIOHEHT CIIOKHBIX
cioB) two-reeler (three-reeler) —
¢uapM B ABYX (TpEX) 4aCTsIX;
reflecting screen — 3xpaH oTpaka-
TEJIbHBIN, OJICBET;

register pin — koHTprpedep;
rehearsal — peneTunus;

rejected take — OpakoBaHHas CheM-
Ka, HEeyAaBIIasiCs 4acTh MaTepuaa,
CHSITOTO B TEYCHHE ChEMOYHOTO
JHA,

release — BeIMyCK uiibma (Ha dK-
paH); GUIbM, TOJIBKO YTO BBIMTY-
IIICHHBIA HA SKpaH; KHHOMPOKAT;
BBITTyCKaTh ((UIBM Ha DKpaH);
release print — mpokaTHast KOMUS
KHHO(HUIIbMA;

releaser — kKuHOMIpOKaTHas Gpupma
WJIM OpPTaHU3aIsl, KHHOITPOKATYHK;
relief projectionist — cCMEHHBIN Ku-
HOMEXaHUK;

remake — nepeenpIBaTh, Ae1aTh
3aHOBO; pUMEHK, 4TO-IN00 nepee-
JaHHOE, iepepaboTanHoe (0COOEH-
HO O (uIbME);

remedy — UCIIPaBIIATE;

renter — KHHOMTPOKATYHUK, KHHOTIPO-
KaTHas opranuzauus (pupma);
renting — KHHOMPOKAT; MPOKAT
(bUIBEMOB;

repair — BOCCTaHOBJICHHE;

replace — 3aMeHSTh, 3aMeNIaTh;
replicate — KomupoBaTh, MOBTOPATH;
reporter — penopTrep;



re-recording — mepe3anuch GoHo-
IpaMMBbl;

responsibility — OTBETCTBEHHOCT®,
00513aHHOCTb, HAJICKHOCTb;
restrained — caep>KaHHBIM;

resume — BO30OHOBJISITh, MPOJI0J-
KaTh;

retake — 1y01b CHEMOYHBIN MO-
BTOpHAs ChEMKa, IEPEChEMKA; Tie-
PECHATBIN Kaap;

retro — CTHIIb «PETPOY, UCIIONIH30-
BaHHE CTAPBIX IPUEMOB B HOBOM
buIbMe; «PETPOCTIEKTUBAY, TIOKA3
CTapbIX (UIBMOB OJJHOTO PEKUCCE-
pa, akTepa uiu GUILMOB, TIOCBSI-
IICHHBIX OJHOU TEME;

reverse action — 3¢ dekT 00paTHOTO
TIBUKCHUS;

review — KMHO peBI0, KHHOO003pe-
HUE;

revival — BozoOHOBIIeHUE ((hUTHEMA);
revue film — kuHO0003peHne, KUHO-
peBto, (pUIBM-pEBIO;

rewind — nepeMartbIBaTh (KMHO-
IJIEHKY);

rewinder — MOTaJIKa;

rewinding — nepemMaThIBaHuE, Te-
peMoTKa (KUHOILJICHKH );

rewinding room — IepeMOTOYHAs
(npu KMHOAMIMApPaTHOMN);

ribbon — kuHOMICHKA;

sales theatre — mpocMoTpoBO# 3ai
JUI IPOKATYUKOB (OTOMpAIOLIUX
KHUHO(DUIIbMBI);
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rigger — CTyAUIHBIA 3JIEKTPOMOH-
Tep;

rival — conepHHK, KOHKYPEHT;
rock-steady picture — HETTOABUIKHOE
yCcTONYMBOE n300paxeHue (Ha dK-
paue);

role — ¢p. posb;

role specialization — ammutya;

roll — ponuk, kaTymka (TMJICHKA UITU
¢unpma);

romance — pOMaHTUYECKUH SMHU30/1;
JM00OBHAsI UCTOPUS;

rough cut — MOHTaXX YepHOBOW;
moI00pKa CHATOTO MaTepHana;

run — JEMOHCTPUPOBAHUE, [TOKA3,
npocMoTp (pusibma);

running time — MPOAOHKUTEIb-
HOCTb JIEMOHCTpanuu Guibma;
running title — HaaMKUCH ABUKYIIAS-
csl;

rush — mMpoyKIKs OJTHOTO CheMOY-
HOTO JIHSI, ICPBUYHBIN MOHTaX,
MpeABapUTEIbHbIN (UEPHOBOI)
MOHTaX KHUHOPUIbMA;

rushes — «IOTOKW», TEKYIIUHA Cbhe-
MOYHBIM MaTepun (KuHO(DHUIbMA)
CpPOYHO OOpPaOOTAaHHBIN; KOPOTKO-
METpakKHble KHUHO(DWIBMBI, CHHU-
MaeMble B OJIUH JICHb W Ha JIPyToOi
JCHb JEMOHCTPUPYEMBIE B KHHO-

TeaTpax;

sample print — npo6Has (padbouas)

KOIHUS KUHO(PMIbMA;



scenario — KHHOCLIEHapHid, TUTepa-
TYpHBIN crieHapuil puiibma;
scenario editor — pe1akTop KUHO-
CLIEHapHsl, 3aBEIyIOLTUH CIIeHap-
HBIM OTJIEJIOM;

scenario writer — CIleHapUCT, KMHO-
CLICHAPHUCT;

scene — cueHa KUHO(UIbMa, MOH-
TaXHBINA KaJIp;

scene-designer (scene-painter) —
XYIO)KHHUK-IEKOPATOD;

scenic film — BugoBOM KUHOPUIBM;
HATYPHBIN UTPOBOM KHHODUIIHM;
schedule — rpaduxk, mnas;

school projector — MKOJbHBIN KH-
HOIPOEKTOP;

science-fiction film = sci-fi film —
Hay4dHas (aHTacCTHKa;

scientific film — Hay4HBIN KUHO-
bunbpM;

score — UMETh YCIeX; My3bIKaJIbHOE
COMPOBOXKICHUE KUHOPUIIbMA;
scoring — 03ByYMBaHNUE KHHO(HIIb-
Ma; 3aMKCh 3ByKa, MPEALIECTBYIO-
11ast CbeMKe U300paxKeHusl; 3ByKO-
3aIKCh MY3BIKH;

scoring stage — TOH-aTelbe, na-
BUJILOH 3BYKO3AIHCH;

scratch — mpenBapuTenbHas KHHO-
HAJIUCh, TIPEIBAPUTEIBHBIA TEKCT
HAJITUCH; BpEMEHHAs: KHHOHAIITNCh
WM BpEMEHHOE HAa3BaHUE KHMHO-
dbunbma;

scream — IPOH3UTENILHBIN KPUK,

BOILIb;
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screen — 3KpaH; KuHeMmarorpadus
(the screen), KHHO; SKPAHU3ZUPO-
BaTh; JEMOHCTPUPOBATH HA HKPaHE;
screen adaptation — SKpaHu3aIusl,
CIICHapU# WM KUHODUIBM, CO3-
JaHHbIE Ha OCHOBE JINTEPATYPHOTO
MIPOU3BEICHUS UITH TTHECHI;

screen brightness — sipkocTh 3Kpa-
Ha;

screen credit — 3arJaBHBIA TUTP KH-
HOUIbMA C TIEPEUUCIICHUEM yUa-
CTHHKOB €T0 IMOCTAaHOBKH,

screen fan — m0OUTENIH KMHO;
screen illumination — ocBenieH-
HOCTb (ITPOEKIIMOHHOTO 3KpaHa);
screen luminary — «CBETHII0» KUHO-
9KpaHa, KWHO3BE3/1a;

screen personality — nmpociaBieH-
HBI KHHOAKTEP WJIM KHHOAKTPHCA;
BBIJIAIOITUICS KHUHOACATEb, KHHO-
aKTep;

screen play — pexXUCCEpPCKHUI KUHO-
CLICHapHi1, TOCTAHOBOYHBIN CIICHA-
puil puibma;

screen reporter — ornepaTop KMHO-
XPOHUKH;

screen right — mpaBo Ha SKpaHU3a-
LIHIO;

screen time — IeMOHCTpAaIUs
¢buabMa, IPOJOIKUTENBHOCTD CE-
aHca;

screen version — 3KpaHu3alus;
screen well (badly) — umets ycrex
(He UMEeThb ycIiexa) B KHHO;
screening — MpoexIus GuibMa, Ku-
HOTIPOEKIIHS; DKPAHU3AIINS,



screening of rushes — mpocmoTp
pabouni;

screenplay — crieHapuii, KHHOCIIE-
HapHi;

screenwriter — CLIEHapUCT KUHOCIIE-
HApUCT, aBTOP KUHOCIICHAPHS, KU~
HOJIpaMarypr;

scrim — 3KkpaH AU y3HbIH;

script — nucaTh ClieHapuii; mocra-
HOBOYHBIN WIN PEKUCCEPCKUN KHU-
HOCLICHApUI; CUEHAPHI;

script department — clieHapHbBIN OT-
nen (KHHOCTYAuN);

script girl — cexpeTapb KUHOpEXUC-
cepa; MOMOIIHUK KHHOPEXHCCepa;
BEYIIUI 3aITUCh ChEMKH, «CKPHIIT-
repia»;

scriptwriter = script-writer —
CIICHAPUCT, KHHOCLICHAPUCT;

sequel — MpoI0JKEHHUE;

sequel to a film — BTOpas cepus
¢bunbMma;

sequence — HECKOJIBKO CLIEH, CO-
CTaBJISIOLIUX U301, SITU30/; T10-
CJIEJIOBATEIbHBIN Psii KHHOKAIPOB;
sequence of pictures — cepust
KaJIpOB;

sequence pictures — nociie0Ba-
TeJIbHBIE KaAPbI (KHHODUIHMA);
serial — cepuiiHblil; GUIBM B ABYX
WJIM HECKOJIBKUX CEpUsIX;

series — MHOTOCepUHbIN (PUITBM, B
KOTOPOM KaKJasi Cepusi COCTaBIIsET
3aKOHYCHHBIN AMIU30/1;

serviceman — KHHOOIepaTop, 3BY-
KOOIIEpaTop;
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set — Iexkopauus; CbeMOYHbIN Na-
BWJIbOH, ChEMOYHAs IUIOIIAKA;
KaJp;

set construction — IIOCTPOMKA JEKO-
pauuu;

set decorator — KuHOAEKOpaTOP,
XYJI0)KHUK KUHOPUIbMA;

set design — 3CKU3 IEKOpaluu;

set designer — Xy 10KHUK-
JEKOPaTOp, XyA0KHUK KUHO(PHUITb-
Ma;

sets — KOMIUIEKC KUHOIEKOPALMI
(YCTaHOBJIEHHBIX B Cb€MOYHOM I1a-
BUJIbOHE);

setting — Xy10)keCTBEHHOE 0(hOpPM-
JIeHUE, TOCTaHOBKA (KMHOPUIbMA);
JIeKOpaLus, KOCTIOMBI;

set-up — MU3aHCIIEHA, MU3aHKap,
shadow — TeHb, mosrympax;
shadow-box — 3aTeHeHHbIN SKpaH
IU1s TEJIEBU30pa UJIM THEBHOIO KU-
HO;

sharp image — pe3koe u300paxke-
HHUE;

sharpness — pe3kocTh H300pake-
HUS;

;
sheet cue — MOHTaXHBIM JHUCT
(c TekcTOM Juajora);

shift — n3menenue;

shoot — cHumarb QpuiIbM, MPOU3BO-
JINTh CbEMKHU;

shooting angle — yros cheMku;
shooting day — cbeMOYHBIH JICHB;
shooting range — cbeMoOuHOE pac-

CTOSIHUE;



shooting schedule — rpaduxk
KHUHOCHEMOK;

shooting script — pexuccepckuii
CLICHApHI;

shop — mactepckas, mex;

short — pa3r. KOpOTKOMETpaKHbIN
bunbm;

short film (motion picture) — ko-
POTKOMETPAXKHBIN KHHODUITIHM;
shorten — ykopaunBaTh, COKpalaTh;
short-focus lens — 06beKTHB Che-
MOYHBIA KOPOTKOPOKYCHBIN;
shortie — amep. KOPOTKOMETpaxKa,
KOPOTKOMETPAXHBIN (PUIIbM;

shot — kHUHOCHEMKA; KHHEMATOTpa-
(dbuueckuit maaH; Kaap, CbeMOYHbIN
KaJip, MOHTaKHBIN KaJp;

show — KkMHOCEaHC; TOKAa3hIBATh;
show business (showbiz) — unmycrt-
pus pa3BICYCHUH (B TOM YHCIIC KH-
HO, TEJICBUJICHUE);

show-girl — cratucrka;

shutter — 3aTBOp 0OBEKTHBA;

side light — cBeT 60KOBOI;
significance — 3HAYUMOCTb, 3HAYH-
TEJTBHOCTH, BAYKHOCTB;

significant — 3HaYNUTEIbHBIN, BaXK-
HBIN, CYIIECTBEHHBIN; 3HAMEHA-
TEIbHBIM;

silent — Hemoii (puiibm);

silent movies — HEMO€E KHHO;

silent projector — KHHOIIPOEKTOP
JUTSL IEMOHCTPUPOBAHUS HEMBIX
KMHO(HUIIBMOB;

silent version — HeMOIi BapuaHT
(kuno(puiibMa);
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simultaneously — ofTHOBpeMEHHO;
sing-along — «moWTe BMeCTe ¢ Ha-
MI» (KOPOTKOMETPaKHbIN (PUITEM
1Sl 00YYEHHIO XOPOBOMY TEHUIO);
singing film — xkuHO(UIBEM € IEHU-
€M, MY3bIKaIbHBIA KUHOPUIBM, MY-
3bIKAJIbHAsE KWHOKAPTHHA,

single picture — kaap (OTAEIbHBII
CHHUMOK Ha KMHOILUICHKE);

situation comedy (sitcom) — pasr.
KOMeEIUs TT0JI0KSHUI; MHOTOCEe-
puliHas IOCTaHOBKA, B KOTOPOM
KaKJasi CepUsl SIBIISIETCS 3aKOHYCH-
HBIM STTU30/10M;

sketch — kMHOCKETY, KOPOTKOMET-
PaKHBIA KOMEIUUHBIA KUHO(DUITBM;
skill — TananT, map, CIOCOOHOCTH;
MacTepCTBO;

skin flick — moprorpaduueckuit
bunbpM;

skin house — kuHOTEATp, IEMOHCT-
pUPYIOIIUNA TOpHOrpapuIecKue
(UITBMBL;

slapstick = slapstick comedy — xo-
MeJIIUs ¢ dJIEMEHTaMu Irpy0oro, ne-
meBoro Qapca

slate — HymeparnmonHasi Tabiuyka
(cHUMaeMBbIX CLIEH KHHO(DUIIbMA),
HyMEpaTop;

slide film — cepust 1uano3uTHBOB
Ha KUHOTUICHKA, THa(PUIbM;

slot — mienb, 1eneBoe OTBEPCTHUE;
slow motion effect — apdexr 3a-
MEJICHHOTO JIBF)KCHUS,
slow-motion photograph — kuHO-
ChEMKa C MOBBILIEHHOW YaCTOTOU



(C LIeNBIO0 TOCTHXKEHMS Ha SKpaHe

s dekra 3aMeITICHUs IBUKCHUS );
small part — maneHbKast poiib;
small projector — y3KOIIJICHOUHBIN
KHHOIIPOCKTOP;

smash — xut

smash-hit — norpscarommii ycrex,
0COOEHHO KacCOBBIN; (priIbM, MOJIb-
3YIOLIUNCS MOTPSACAOIIUM yCIIe-
XOM;

snap — BpeMeHHasi paboTa; KpaTKo-
CPOYHBIN KOHTPAKT;

sneak preview — 3aKpbITBIN Mpe/I-
BapUTEBHBINA MPOCMOTP GUIbMA;
soap — CCHTUMEHTAJIbHAS TTheca,
MeJIopama;

soap opera — MbIIbHAsS OTIEPa, «MbI-
JIO», CepHalr;

sole agent — ¢pupma, umerorIast Mo-
HOTIOJILHOE TPaBO Ha MPOKAT KH-
HODUIIbMA;

solution — perieHue; pa3bsCHEHUE;
sound — 3BYK;

sound area — 4acTh KUHOIIEHKH
Wi GuiIbMa, 3aHsATask 3ByKOBOM
JTIOPOKKOM;

sound assistant — aCCUCTEHT WJIH
MTOMOIITHUK 3BYKOOTIEPATOPA;
sound attachment — 3ByxoBoi#1 0710k
KHHOAIIapaTa;

sound booth — anmapaTtHas 3ByKo-
3aITHCH;

sound director (editor) —
3BYKOOTIEpaTOp;

sound editing — 3ByKOBO# MOHTa
KUHO(HUIbMa; MOHTaX (pOHOTpaM-
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MBI KHHO()HUIIbMA; MOHTaX 3BYKO-
BOT'O0 KMHO(PHIIbMA;

sound effects — 3BykoBbIe A3 (DEKTHI,
3BYKOBOE COITPOBOXKJCHHE KHHO-
(bunapMa; UIyMBbl;

sound engineer — HHXEHEP 3BYKO-
3aIlMCH; 3BYKOOTIEpaTOp; 3BYKOUH-
KEHEp;

sound installation — MOHTax 3ByKO-
BOIro 000py10BaHus (B KHUHOTEAT-
pe), 3ByKOBas KHHOTeaTpaabHas
YCTaHOBKA,

sound library — ¢hoHOTEKA;

sound mixer — 3ByKOOIEpaTop;
sound negative — HEraTUB
(hoHOTpamMMBl;

sound positive — TO3UTHB
(dboHOTpamMMmBbl;

sound recording — 3ByKO3aIuCh;
sound stage — 3ByKOBOW KHHOChE-
MOYHBIH TaBUJILOH; TABHIILOH 3BY-
KO3aIlNCH;

sound track — 3ByKkoBast TOpoKKa;
sound track area — mmupuHa 3ByKo-
BOI IOPO’KKH; 4aCTh KHHOTJIEHKU
Wi (punbma, 3aHsITast 3ByKOBOU
TIOPOKKOM;

sound track film — ¢oHOrpamma
Ha KUHOIUJICHKE;

sound-box — kabuHa 3ByKoonepa-
TOpA;

sound-camera — CHHXPOHHAsI KHHO-
CbEMOYHAsI Kamepa; 3BYKO3aIlHChI-
BAIOLLIMM arapar;



sound-man — amep. 3ByKOOMepaTop,
3BYKOpexuccep; opopMuTeb 3By-
KOBBIX 3 (EKTOB;

sound-proof box — 60kc 3ByKko3a-
[Ty IIAOLIAM;

space opera — Hay4HO-
(aHTacTuyeCcKuil PUIBM;

spark cinematography — uckponas
KHUHOCHEMKA;

speak voice-over — TOBOpPUTH 3a Ka-
APOM; YUTaTh TUKTOPCKUM TEKCT;
speaker — qukTOp (UTEI] TEKCTA B
3BYKOBOM KHHODHUIBME); PyIIOp,
TPOMKOTOBOPHUTEID;

special effects — TprokoBast uiu
KOMOMHHMPOBaHHAsI ChEMKa; CIIeIH-
anbHbIC YD PEKTHI — A DEKT ToK A,
TyMaHa, CHera, nokapa u T. 1. (pu
NaBUJIbOHHBIX KHHOChEMKaX);
special effects department — 1iex
WIN OT/ie] KOMOMHUPOBAHHBIX KU-
HOCBHEMOK;

spectator — 3puTeIib, KHHO3PUTEIb
speed — CKOpOCTh;

speeded-up action — 3pdekT ycko-
PEHHOTO JBUKCHHUS,

spin — Bpalarb, KpyTUTh, BEPTETH;
spine-chiller — ¢puibm, OT KOTOPOTO
MOpPO3 IO KOXE MPOJINPAET;

splice — ckiielika (KyCKOB) KHHO-
IUIEHKH; MECTO CKJIEWKH JIByX KyC-
KOB KMHOTUJICHKH; CKJIEUBATh KOHIIBI
KUHOIUICHKH;

splicing — ckienBaHue (KOHIIOB KH-
HOTUICHKH ); MOHTQX KHHO(DHUIIbMA;
splicing block — ckneeunslii mpecc;
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splicing gauge — npecc aJi CKJIeu-
BaHUS TUICHKH,

split picture — pa3agBOE€HHOE H30-
OpaxeHue;

split reel — ponuk, CKJIeeHHBIN U3
HECKOJILKHX KOPOTKUX KUHO(DHITB-
MOB;

split-screen process — METOJ1 Jieje-
HUS TTOJISI Kajpa (OJIMH U3 CIIOCOOOB
KOMOMHHPOBAaHHON KHHOCHEMKH,
MO3BOJIAIOIIUN OJTHOMY aKTepy UcC-
MIOJTHSAITh JIBE POJIN);

split-screen shot — komOuHUpPOBaH-
HBIJ KUHOKAD;

sponsored film — 3aka3HOI KUHO-
(¢bunbM (MOCTABJICHHBIN O 3aKa3y
(bupMmBbl, rOCYJapCTBEHHOTO YUPEXK-
JEHHS U T. 11.);

sports film — ¢unbMm o criopre;
Spot — OCBETUTh MPOKEKTOPOM (aK-
Tepa, JIeTajb CIICHbI); BHICBETUTD;
spot lamp — npokeKTop, KNHOIPO-
KEKTOp;

spotlight — kuHOTIPOKEKTOP, OCBE-
TUTEJIbHAS JIaMIIa Y3KOTO HaIpas-
JICHHOT'O CBETA; CBET HAMPaBJICH-
HBIH; TIPOKEKTOP ISl TIOJICBETKH;
SAPKO OCBETUTH (4aCTh KHHOKAJPA);
spread — pacipoCTpaHsAThCS;
sprocket hole — nepdoparus;

staff — yqacTHUKYM MOCTaHOBKH KU-
HO(UIIbEMa, CbeMOYHAs TPyIIa,
YJIEHBl ChEMOYHOTO KHHOKOJIIEK-
TUBA;

stage — KHHOChEMOYHBIN (CTyAUI-

HBII1) MaBUIIbOH;



stage hand — paGouwnii mocTaHOBOY-
HOTO 11eXa;

stand projector — craniOHAPHBIN
KUHOIIPOEKTOP;

standard film — nnenka cranmapt-
Has;

stand-in — qyosep;

star — 3Be31a, BEAYILLHUHN aKTEP WU
aKTpuca; KWHO3BE3/1a; UTPATh IJ1aB-
HBIE POJIU, OBITH 3BE3/10M;
star-gazer — KHHOXKYpPHAJIHCT, CO-
TPYIHUK KypHaJa Mo BOIpocam
KWHO; MOKJIOHHUK KMHO, KHHOMAaH;
starlet — Bocxopsias 3Be3naa, Oy-
Ayuiasi 3B€3/1a, MOJI01asi KHHOAK-
TpHCa;

start — Hayano (KHUHOCHEMKH ); OT-
MeTKa Havaja 4yacTd uibMa Ha
paKkopze;

stationary cinema — KHHOCTaIllO-
Hap;

stereophonic sound track — ¢poHo-
rpaMMma cTepeo(pOHUYECKas;
stereoscopic film (motion picture) —
CTEPEOCKOMNYECKUN KHHOPUITBM,
CTepEOKUHO(PHIBEM, CTEPEOKHHO;
still — kamp; cTynuiiHas 3acTaBKa;
still camera — poroannapar nis
CHEMKHU aKTEPCKHX MPo0;

still man — ¢ortorpad, cHumaromumii
(boTonpoOBl aKTEPOB U PEKIIAMHBIE
¢doTorpaduu;

still photography — ¢oTtocremka;
stop filming — npekpaTuTh KUHO-
CHEMKY;
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stop motion (photograph) — kuno-
ChEMKa C OCTAaHOBKOM, MOKaIpoBast
(KMHO)CBHEMKA;

stop-motion camera — aBTOMaTuye-
CKasl KaMepa i 3aMeAJICHHOU
ChEMKH; arrapaT, MO3BOJISIOIIHIA
BBITIOJTHATh KHHOCHEMOYHBIN MPH-
€M «CTOTI»;

stop-motion, high speed cinematog-
raphy — 3aMeJieHHas1, yCKOpEeHHast
ChEMKQ;

story department — ciieHapHBIM OT-
7IeJT KHHOCTY I H;

story editor — pe1akTop ClieHapHOTO
oTJIe]a KHHOCTY/INY;

story film — ¢unbM UrpoBoi;
(bUIBEM Xy105KECTBEHHBIIH;

story writer — aBTOp JINTEPaTypPHOTO
CIICHAPHS;

studio — cTyusi, KHHOCTY U, KU~
HOCHEMOYHBIN MaBUIIHOH;

studio copy — CTYIUNAHBINA SK3EMII-
nsp kuHoMIbMa; pabodas Konus
¢bunbMma;

studio equipment — o0opyI0BaHKE
ChEMOYHOTO TIaBUJILOHA,;

studio illumination — ocBemeHnue
ChEMOYHOTO TIAaBUJILOHA, TABUITh-
OHHOE OCBEIICHUE;

studio interior — maBWJILOHHAS JE-
KOpalusi BHyTPEHHETO BUa ITOMe-
IIICHUS; UHTEPhED;

studio management — AUPEKITUS
(ynpaBneHue) KHHOCTY/IUU;

studio print — cTyauiiHas KOMHS
(kuno(uibma);



studio work — chemMKa maBUITLOH-
Hasl;

stunt man — kackaznep, 1yoaep Ku-
HOAKTepa JJIsl CIIOKHBIX TPIOKOB
(3aMeHsoIMiA ero B akpoOaTuye-
CKHUX, OTIACHBIX UM YTOMHTEIBHBIX
CIICHaX);

substitute — 3aMeHATh, 3aMEIIaTh;
subtitle — cyoTHTp;

subtitling — cyOTuTpHrpoBanue,
BBOJI CyOTUTPOB;

success — ycIex;

sudden change of object — BHe3ar-
HOE TIpeBpalieHue 00beKTa
(mocpencTBOM nepepbiBa KHHO-
CBHEMKH);

superimposition — HaJI0)KeHUE,
COBMEIIICHUE;

supernatural — cBepXbeCTeCTBEH-

HBIM;

take — KHHOCHhEMKA; ChEMOYHBIH
nyOib; KaJp, CHATBIN KaJip, Kaap
MOHTa>KHBbIN;

take picture — mpou3BOAUTH CHEM-
Ky, CHUMAaTh;

taking — cbeMKa, MPOLECC ChEMKH;
taking distance — cheMO4HOM pac-
CTOSIHUE;

talent — TajaHT, 1ap, OJAPECHHOCTH;
talent scount — «pa3BeIUUK» TallaH-
TOB, COTPYIHUK KUHOCTYJIHH U T.
1., TOAOUPAIOIINI CITIOCOOHBIX

MOJIOABIX HCHOHHHTGHeﬁ;
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supernatural film — ¢uibm o cBep-
XbECTECTBEHHOM;

supplementary feature — nononHu-
TeNbHBI KUHODUIBEM (IEMOHCTPH-
PYEMBII CBEPX OCHOBHOM IIPO-
IpaMMBbl);

supporting actor — akTep BCIIOMOTra-
TETBHOTO COCTaBa, aKTEP BTOPOTO
TUTaHA;

suspense — HEM3BECTHOCTh, 0XKH/1a-
HUE, TPUOCTAHOBJICHUE, HHTEPEC,
HaANPSDKEHUE, «CACTICHCY.

sustain — cnocoOCTBOBATh, I10/I-
JepP>KUBATh, 00ECIIEYNBATD;
synchronous sound recording —
3BYKO3aIUCh CHHXPOHHAS;
Synopsis — KpaTkuii 0030p, CHHOII-
CHC;

talented — TanaHTIMBEIN, OTapeH-
HBIM;

talentless — Ge3mapHBbIii;
talent-money — nmpemusi 3a (TajnaHT-
JIMBOE) UCIIOJIHEHHE, 32 XOPOIIYIO
urpy;

talkie, talkies — pa3r. 3BykoBoe
KHHO;

talking head — nukTop TeneBume-
HUS;
tape — KHHOJICHTA, KHHOTICHKA,;
teaching film — y4ueOHbIl KUHO-
bubMm;

team — cbeMOYHas TPyIIa;



technical assistant — accucTeHT uiu
MTOMOIIIHUK KHHOOIIEPATOPa;
technicolour — «TeXHUKOIOP» —
IIBETHOT'O KUHO ((hupMEeHHOE Ha-
3BaHUE); pa3T. IBETHOE KUHO;
technique — TexHuka;

telefilm — renepunsm; Guibm, ne-
penaBacMblii 110 TEJIEBUICHUIO;
teleplay — Tenecnekrakiib, Teaeno-
CTaHOBKA; Mbeca sl TeJIEBUICHUS,
telescopic lens — Te1€00BEKTHUB;
telescript — crieHapuii 17151 TEJIEBU-
TICHUS;

test picture — cbeMo4Has Ipooa;
test recording — npoOHas 3anuCh
(3ByKa), KOHTPOJIbHAS 3aIHCh,
npoOHas CheMKa;

test reel — TecT-QpUIBLM 17151 KOHTPO-
JIs1 Ka4eCTBa KMHOIMPOCKITNH;

test strip — mpo0a omeparopckasi;
theatre — kuHoTearp, KUHO;

theatre circuit — KHHOCETB;
theatrical photograph — cbemxka
TeaTPaIbHBIX CTIICKTAKIICH;

theme — Tema (KuHOCLIEHApHS),
CIO)KET KUHOCIICHAPUS;
three-dimension feature — crepeo-
CKOTIMYECKUN UTPOBOM KHHODUIIBM,
CTEPEOKHMHO(PUIIBM;
three-dimensional film, 3-d film —
(GUIBM CTEPEOCKONUYECKH, CTe-
peodunbM;

thriller — Tpunnep;

throw, projection throw — mpoexiu-
OHHOE PaCCTOSIHHE;

tilt — BepTHKaIbHO MepeMeIaTh
KUHO- UJTH TeJIEKaMepy;
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time — BpeMsl, IEpUOI;

time lapse filming —3amennennas
KUHOCHEMKA;

tin — KopoOKa /11 XpaHEeHUsI KHHO-
MJICHOK;

tip-top — MepBOKIIACCHBIN;

titillate — mekoTath, NPUATHO BO3-
OyXI1aTh;

title — Haanuce (B KUHOPUIBEME),
TUTp, CYyOTUTDP; Ha3BaHUE (PUIIbMA;
title background — ¢pon Haamucwy;
title board — pamka KkuHOHAATIHICH,
pamKa Jijisl 3arOTOBKHU HA/INHKCH;
title machine — TurpoBast mamuHa,
ammapar JijIsl CheMKHU WU TIe9aTu
(KUHO)HAHCEH;

title on moving background —
HaAMKUCh Ha OHE IEHCTBUS;

title translator — mepeBo UMK Ha-
nucel (KuHo(puIbMa);

titler — anmapat a1 Cb€MKU HaJIMK-
Cell, TUTpOBAsI MaITMHA; CTAHOK JJIsI
HA/IMKCEH; OTIepaTop, CHUMAIOIINI
HaJIITUCH;

title-role — 3arnmaBHas poJib;

topical film — nokymeHnTansHas
(XpoHuKanbHas) KuHeMarorpadus,
KHHOXPOHUKA, TOKYMEHTaTbHBIH
KHHO(DITbM, XpOHUKATBHBIA KHHO-
(GuIBM, penopTaxXKHbIA KUHODHUIIBM,
KHHOPETIOPTaXK;

top-liner — amep. onyJISIPHBINA aK-
TEp, «3BE31aN;

tour — racTpoJibHas MOE3/IKa, TYPHE;
track — penbChl AJ1s1 ONIepaTopCKOro
TPAHCIIOPTA;

track in — Hae37 KaMepshl;



track out — oTbe37 KaMephl;

track shot — cheMKa ¢ ABMIKCHMUS,
trade show — nepBeIi TIPOCMOTP
WIH 10Ka3 KUHO(MUIbMA, 3aKPbITHIH
POCMOTpP, KOMMEpPUECKHI Mpo-
cMOTp ([y1s TTOKyHaTese KUHO-
bunbma);

tragedy — npamMaTHYeCKUil KHHO-
(buIbM, KUHOTpareaus;

trailer — kuHOAUIIIA, AaHOHC O KH-
HOKapTHHE, KHHOILJIAKAT;

trailer film — KOpoTKOMETpa)KHBII
bubMm;

training film — yueOHBbIi QuibMm,
y4ueOHOE KHUHO;

transition scene — rnepexoaHas cle-
Ha KUHO(PUIIbMA;

transitional sequence — nepexo;i-
HBII 3MM30]1 WU CIIeHa KHHODUITb-
Ma, CBSI3YIOIIMH SMTU30/ UJIH CLICHA;
travelling camera — nBmwKymascs
Kamepa;

travelling crane — onepaTopckas
TeNeX)Ka-KpaH (1151 KHHOChEMOK

C IBMXKECHUA);

travelling projector — nepeaABUKHOM
KUHOIIPOEKTOP;

travelling shot — chemka ¢ nBUKe-
HUS;

travelogue — ¢uiabM 0 myTeHIECT-

BUSIX, Teorpaguueckuil GuibM;
travesty — TpaBeCTH,; IMapoausi, Ka-
pUKaTypa;

treatment — pa3zpaboTka (KHHOCIIE-
HapHsl), KHHOCLICHAPUI;

trick — TproK;

trick camera — kamepa Jj1s1 TPIOKO-
BOM KMHOCHEMKH; TPIOK-Kamepa;
anmapar Jjisi KOMOMHUPOBAHHOU
KUHOCHEMKH;

trick department — ex KOMOUHUPO-
BaHHBIX ChEMOK;

trick effect — TprokoBoit apdexr;
trick photography — koMGuHUpO-
BaHHBIE ChEMKHU;

trick picture — TprOKOBOW CHUMOK,
KOMOMHUPOBAHHBIN Kajp;

trick room — maBUIILOH TSI TPFOKO-
BBIX ChEMOK;

trickery — cbeMOYHBII TPIOK, TPIO-
KOBOM KaJp;

tripod — mTaTus;

trolley — oreparopckast TEJIEeKKa;
truck shot — cbeMka ¢ IBMIKEHHUS,
turmoil — mrym, cymaroxa; 6ecrmo-
PSTIOK;

two-feature schedule — nBoiiHoi
KHHOCEAHC, IEMOHCTPAIIUS JIBYX
MTOJTHOMETPAXKHBIX KHHO(DUIBMOB
B OJIHOM CEaHCE;

two-part film — nByxcepuiiHbIN
KHHO(HIIbM;

tycoon — amep. pasr. IpOMBIIIICH-
HBII WM (UHAHCOBBIN MarHar,
type — Tu;

type-cast — moaOUpaTh aKTEpOB Ha
POJIY TIO MPUHIIAITY TUTIAXKHOCTH;
3aHUMAaTh aKTepa B OJTHOTUITHBIX
POJISIX;

types — « TUIaXk», KHHOCTATUCTHI,
CTaTUCTBHI, y9aCTHUKU MACCOBBIX
CrieH (KuHODUIbMA);



underactor — aKTep Ha BTOPBIX pO-
TISIX;

under-exposure — He0ACPIKKa;
underground film — anpTepHaTuB-
HOE KUHO;

underpart — BTOpOCTEIICHHAS POJIb;
underplay — apTucT Ha BTOpOCTE-
HICHHBIX POJISX, CTATHCT;
underplot — moGouHasi, BTopocTe-
NICHHAs] HHTPUTa;

understudy — xy6iep; my0aupo-
BaTh;

under-timed — He101epIKAHHBIN;

vamp — pasr. urpatb poJiib codnas-
HUTEIHHUI], POKOBBIX JKEHIITNH;
vampire — BaMIIup;

variety — BapbeTe, SCTpaaHbIN KOH-
EepT;

versatile — MHOTOCTOPOHHMI, MHO-
rOrpaHHbIN, PA3HOCTOPOHHUM;
Version — BapHaHT;

version recording fee — mnata

3a 1y0nupoBaHue KUHOPUIbEMA,
view — mpocMaTpuBaTh (KMHO-
¢buaBM); IPOCMOTP, CMOTD;

view day — npeaBapuTeIbHBIN WIN
3aKPBITHIN TPOCMOTP (KHHODHITE-
Ma);

viewer — 3puTeib, KHHO3PUTEb,

TEJIC3PUTEIIb;
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under-water shooting — KHUHOCHEM-
Ka I10J BOJOH;

undubbed — HeyOIMPOBAHHBIIHI

(o bunbme);

unit manager — TUPEKTOP KapTUHBI,
JIUPEKTOP MPOU3BOJICTBA, 3aBe-
TYFOIIHIA MPOU3BOJCTBEHHBIM OT-
JEIIOM

unlucky — HeynauHBbIif;

unsuccess — Heyjada, IpoBa;
unveiling — nepBeIil IPOCMOTP
(punbma);

updated — MOIEpHU3HPOBAHHBIN;

viewing — mpocMoTp (KHHO(HITb-
Ma); KOHTPOJIb N300paKeHNU;
viewing angle — paccMarpuBaTh
n3o0paxeHue (Ha SKpaHe); yroi
0030pa;

viewing room — KHHOIIPOCMOTPO-
BOM 3aJ1, (KUHO)IPOEKI[MOHHBIH 3a7,
3pUTEIIbHBIN 3411 (KHHOTEATpa);
view-point — TOYKa CbEMKH, «TOUYKa
3pEHUS;

villain — oTpuIIaTeNBHBIN TEPOIi;
amIuTya 3J107es;

visagiste — BU3QXHUCT, TPUMED;
vision — BUICHHE;

vision of lens — BugeHne creMou-
HOTO anmapara,

visual arts — BU3yajibHbI€ UCKYC-

CTBa;



visual device — onTuyeckuii npu-
6op;

visual education film — kunopuIBEM
JUTSL HATJISITHOTO OOyYeHus, y4ueo-
HBIN KHHODUITBM;

visualization — cmocoOHOCTh KMHO-
CIICHAPUCTA MBICIIUTh 3pPUTEIIbHBI-
MU oOpazaMu-KajpaMu OyayIero

KUHOPUIIBMA;

war film — BoeHHBII KWHODUITBM;
wardrobe assistant — kocTiomep
(Ha KUHOCTYIUN);

wardrobe department —
KOCTIOMEPHBIU LEX;

warehouse — ckna;

watchdog — KkuHOLIEH30D;
watercolours — akBapesb, aKBa-
pelbHbIE KPACKH;

well-known — u3BecTHBIN, 3HAMeE-
HUTBIN, OMYJISIPHBIH, ITOJIb3YO-
IIUMCST U3BECTHOCTHIO;

western — BECTEepH;

whimsical — mpuuy nIMBBIA, KC-
LICHTPUYHBIN, HEIIPEICKA3yEMBbIH,
HEOOBIYHBIN;

white hat — amep. moOKUTENbHBIN
HEPCOHAX, Iepoii;

wide angle lens — 06bekTHB MIUPO-
KOYT'OJIbHBIN;

wide film — mmpokas KHHOTUICHKA,

HIUPOKHUIA PUITBM;
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voice — roJjioc;

voice recording — 3anuch peyw,
pedeBast 3aImuch;

voice-over — ToJIoc 3a Kaapom;
3aKaJpOBBIMN T'0JIOC;

voyage — MOPCKOE IyTEIIECTBUE;

wide screen picture (film) —
MTUPOKOIKPAHHBIN KHHODUITBM;
wide-screen presentation — 7eMOH-
CTPUPOBAHNE MTMPOKOIKPAHHBIX
KHHO(HIIBEMOB, ITUPOKOIKPAHHAS
KHUHOIIPOCKITHS;

Wig — MMapuK;

win fame — 10OMTBLCS U3BECTHOCTH,
CTaTh 3HAMCHUTHIM;

win glory — mpociaBUTbCS;

win popularity — 3aBoeBath mnomy-
JSIPHOCTB;

work — npousBejicHuE; padboTa;
work in the movies — pabotats

B KMHO;

working print — korust pabouasi;
working script — paGouuii crieHa-
puii KUHOPUIBEMA,

workshop — mactepckast; cryaus;
world-famous — nonp3yromuiics
MHUPOBOU U3BECTHOCTHIO; BCEMUPHO

HW3BECTHBIM;



worm's eye view — CheMKa C HU3- Wry — HEIPaBWIbHBIN, TPOTUBOPE-
KOW TOYKHU; YMBBIM, MICKAKCHHBIN

worship — TOKJIOHSATHCS, TOYUTATh;

IIOYMTaHUE, ITIOKJIOHCHHE,

writer — aBTOp CIOXKETa;

year book — exeroiHuK;

zoom away (shot) — oTbe3s TpaHc-
(oKaTOpHBIN;

zoom in (shot) — naBaTe n300paxe-
HUE KPYITHBIM IIJIAHOM, HA€3]]
TpaHC(HOKATOPHBIN;

zoom lens — 0OBEKTHB C TIEPEMEH-

HBIM (POKYCHBIM PACCTOSITHUEM
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SLANG EXPRESSIONS

animate — CHUMaTh (CTaBUTh) PUCOBAHHBINA MYJIbTUILTUKAIIMOHHBIN (DUITBM;
autograph fan — komiekronep aBrorpaoB KHHO3BE3I;

barkie — 1. 3BykoBo# (huisibM; 2. 3BYKOBOE KHHO (MH. 4.);

best boy — nmepBbIil TOMOIIHUK KHHOOTIEPATOpPa;

big yes-and-no man — riiaBa KUHO(QUPMBI, KHHOITPOMBIIIIJICHHHUK;

bit — KHHOCTATHUCT, YY4ACTHUK MACCOBBIX CIIEH (KHHO(MUIHEMOB);

blast — amep. npoBai, HeyAaua;

blind booking — mokymnka ¢uiabMa «BCIEIYIO»;

blinker — KHHOCHEMOYHBIN anmapar, KHHOKamepa;

block booking — mokyrmka GuIbMOB «OIITOMY;

blop — 3anuck 3ByKa Ha KHHOIUICHKE;

blow — 3a0bITh TEKCT, PEILTUKY;

boom jockey — MukpohoHIIMK (Ha KHHOCHEMKAX);

bottle — KHHOCHEMOYHBIN OOHLEKTHB;

briefle — kOpoTKOMeTpaxHbI QUIIbM;

Brit flicks — anrnuiickuii KuHODUIBM;

bullfrog — kMHOAKTEp C HUZKUM T'OJIOCOM;

business — MaHTOMHMa, XapaKTEpHbIE MaHEpPbl WJIM MHUMHUYECKHE CIICHBI
(B kuHOpUIBME);

bust — amep. xanTtypa, cepsaTuHa (0 KHHOKapTUHE U T. 11.);

canned drama — KUHO(DUIIbM;

canned news — aMep. KHHOXPOHUKA;

cello — «BHOJIOHYENB» — KHHOAKTPUCA C HU3KUM T'OJIOCOM;

celluloid — 1. xkuHODUITBEM (KMHOKAPTHUHA); 2. KHHOTICHKA,;

celluloid fan — mokJIOHHUK KMHO (MCKYCCTBA);

celluloid flicker — kunouIEM, KHHOKAPTHUHA;

celluloid gabber — amep. 3BykoBOM uIbM;

characterization — cpeicTBa ¥ CioCOOBI IPUAAHKS TCUCTBYIOIIUM JIUIIAM KH-
HOQMIbMA UHANBUAYATBHBIX YEPT;

cinema haunter — MOKJIOHHUK KMHO (MCKYCCTBAa), KHHOMAaH;
cinemagaphoner — KUHOpEKHUCCEp, NOCTAHOBIME KUHODUIIbMA;
cinemexploration — KHHOPWIBM O MyTEIIECTBUH, SKCIIEAUIIMOHHBIN KUHO-
bunpM;
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cinemogul — rmaBa KUHOPUPMBI, KHHOCTYAUH;

cinemotion picture — KHHOPWIbM, KHHOKAPTHHA;

classy — «kJ1accHbIi», IEPBBIN COPT, NEPBOKIACCHBIN;

coffee grinder — ycrapeBiuiit KHHOCHEMOUYHBIN anmnapar, KHHOKamepa ycra-
pEBIIEN MOJIENH;

cross fire — «1epeKkpecTHbIN OTOHBY; MUKUPOBKA, OBICTPHIN JUAJIOT (B KUHO-
¢dunbpme);

cut — nobeauTeNb HA KOHKYPCE;

dick — kuHOIIEH30D, 1IEH30p KHHODHUIBEMA;

dream picture — KUHOPUIBEM, OCHOBHOE JCHCTBUE KOTOPOTO SIBISIETCS CHOM
IJIABHOTO JIEUCTBYIOIIETO JIUIIA;

ear — 3ByKoorneparop gpuibma;

emotion picture — amMmep. 3aXBaThIBAIOIIUHN, «IIEPEKUBATEIBHBIIN (PHIIbM;
€ye — 3KpaH TeJIeBU30Da;

faking — «HagyBaTeNnbCTBO», TEXHMYECKHM TMPHUEM CO3JaHMs Pa3TMYHBIX
3¢ dexToB (Mpu cheMKe KHHOPUIbMA);

fan magazine — xypHaJI 110 BOIpocaM KHHO, KHHOXXYPHAJ;

feminine angle — >xeHCKUI OJIX0/T; CIOKET KUHO(PHIbMa, OCHOBAaHHBIN Ha
MPUBJIEKATEILHOCTU BEAYIIECH aKTPUCHI;

filler — 3anonHUTEND (KOPOTKUN KMHODHUIIBM, JOTOIHSIOIMNA TPOrpaMmy Ku-
HOCEaHCa);

filmania — kuHOMaHus, yBI€UYEHHE KUHO;

flickers — kuHO(HUIEM, KHHOKAPTHUHA;

gag man — «r3TM3H», aBTOp KOMUUYECKHX TPIOKOB U JiMajora (KHHO(pUiIbMa);
grew — aHcaM0JIb KHHOAKTEpOB, KHHEeMaTorpaduueckas TpyIa (aKTepoB);
gridman — rJaBHbIN 3JIEKTPUK (KUHOCTYIUN);

grinder — KHHOOTIEPATOD;

grip — pabouuii aTenbe, pabOoYni-OCTAHOBIIUK;

ham — amep. 1. mmoxoi akrep; 2. maoxas Urpa;

ham actress — amep. 6e31apHas akTpuca,

heart interest — CCHTUMEHTAIBHBIN CIOKET (KUHO(DHUIbMA);

hokiem — cTapomMo/IHbIN, CEHTUMEHTAIbHBIN CIOKET (KHHO(DUIbMA);
hoous-foous boy — moMOIITHUK KHHOOTIEPATOPA;

house opera — npuKIIIOUEHUECKUI KHHODUIIBM U3 KU3HU «TUKOTr0 3anaaay;
human interest — TporaTenbHbIN CIOKET (KMHODUIBEMA);
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indie — 1. He3aBUCUMBINl KHHOTIPOKATYMK; 2. HE3aBUCUMBIN BIIaI€JIel] KHHO-
TeaTpa;

jesser — aCCUCTEHT KHHOPEXKUCCEPa;

jockey — MOMOIIHUK KMHOOTIEPATOPA, ACCUCTEHT KMHOOIIEpaTopa;

juicer — «KEpOCUHIINK), OCBETUTEIb (Ha KHHOCHEMKE);

Junior — aCCUCTEHT KMHOPEKHUCCEPA;

kodaks — kuHOQMIBM, KHHOKaPTHHA;

lenser — MOMOIIIHUK KUHOOTIEPATOPA;

local — mecto neiictBus (cuieHapus uiu GuUIbLMa);

megger — KHHOPEXKUCCEP, MOCTAHOBIINK KHHOPHIbMA;

mob — KHHOCTAaTHUCT, Y9aCTHUK MACCOBBIX CIIeH (KHHO(DUIbEMA);

movie flicks — kuHoTeatp, kuHemaTorpad, KuHO;

nodder — acCCUCTEHT KHHOPEKUCCEPA,;

out — «ayT», OpakoBaHHasl ChEMKa;

outtakes — KaJpbl, U3BSTHIE U3 KHHOPWIbMA ITPU MOHTaXKE; ChEMOYHBINA MaTe-
pual, He BOIIESAIINI B KHHODUIbM;

pic actor — KHUHOAKTEP, UCIIOTHUTEINb POJIH;

Pic factory — kunocTyus;

pork-and-beans bus — aBTOMOOWIB UISI TIEPEBO3KH CTATHCTOB Ha MECTO
CHEMKH;

program picture — «IJIaHOBBII KHHOPWIBM, PAIOBON KHHODUIBM, CHUMAaE-
MBbIH 6€3 0COOBIX 3aTpar;

reel boy — KUHOAKTEp, UCIIOIHUTENb POJIH;

reel girl — kuHOAKTpUCa, UICIOJHUTENBHUIA POIH (B KHHOPHUIBME);

road show — pubM-00€BUK, TEMOHCTPUPYEMBI CPOK B CIIEIIUATLHOM KUHO-
TeaTpe;

SC1SSOr'S — KHHOLIEH30D;

screen fare — KHHO(QWIBM, KHHOKAPTHHA,

screenies — KHHO(UITbM;

spaghetti — KuHOJNIEHTa, KUHOIJICHKA;

talkertoon — 3ByKOBO¥ MyJIbTUIUITMKAIIMOHHBIN KHHO(DUITIBM;

travelling phonographs — kuHO(GUIBEM, KHHOKAPTHUHA, KUHO;

tuner — My3bIKQJIbHBIA KUHO(DHIIbM, My3bIKaJIbHAast KHHOKAPTHHA;

yes man — aCCUCTEHT KMHOPEKHUCCEPa;

yes-and-no man — KHHOpEXHCCEP, TOCTAHOBIIUK KUHO(DUIbMA,

zooms — KaJipbl KHHO(UIIbMA, CHSTBIC C IBIKCHUS;
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