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Gold plating in the project means needlessly enhancing the expected results, namely, adding
characteristics that are costly, not required, and that have low added value with respect to the
targets—in other words, giving more with no real justification other than to demonstrate one’s own
talent. Gold plating is especially interesting for project team members, as it is typical of projects with
a marked professional component—in other words, projects that involve specialists with proven
experience and extensive professional autonomy. In these environments specialists often see the
project as an opportunity to test and enrich their skill sets. There is therefore a strong temptation,
in all good faith, to engage in gold plating, namely, to achieve more or higher-quality work that
gratifies the professional but does not add value to the client’s requests, and at the same time
removes valuable resources from the project. As the saying goes, “"The best is the enemy of the

good.”

o

* autonomy: XHE7d ** gratify: THHA|7|Ct

@ Pursuing perfection at work causes conflicts among team members.
@ Raising work quality only to prove oneself is not desirable.

® Inviting overqualified specialists to a project leads to bad ends.

@ Responding to the changing needs of clients is unnecessary.

® Acquiring a range of skills for a project does not ensure success.
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AN 2% Gold plating in the project means needlessly enhancing the expected results, namely, adding

characteristics that are costly, not required, and that have low added value with respect to the targets—in
other words, giving more with no real justification other than to demonstrate one’s own talent.
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In these environments specialists often see the project as an opportunity to test and enrich their skill sets.

— specialists 2 HO0f, A¥t 3 #H, L=... A 7|2 EUH= 72 2. 28F (X 221 8¢ =X).

o —

There is therefore a strong temptation, in all good faith, to engage in gold plating, namely, to achieve
more or higher-quality work that gratifies the professional but does not add value to the client’s requests,
and at the same time removes valuable resources from the project.
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— 0 pursuing perfection ~2 18 &, 20| conflicts among...? & scan... conflicts 3 Z,

@ Raising work quality only to prove oneself is not desirable. ~ 2EZ2 HO0} 13 &, ¢t Cf7].

® Inviting overqualified specialists to a project leads to bad ends. ~ higher-quality work ~ 2% £,
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Gold Qlafmg in the project means need/esslv enhancing the expected results, namely, adding
characteristics that are costly, not required, and that have low added value with respect to the
targets—in other words, giving more with no real justification other than to demonstrate one’s own
talent.

Gold plating is especially interesting for project team members, as it is typical of projects with a
marked professional component—in other words, projects that involve specialists with proven
experience and extensiye-professional autonomy.

In these environments specialists often see the project as an opportunity to test and enrich their skill

sets. /

There is therefore a strong temptation, in all good faith, to engage in gold plating, namely, to achieve
more or higher-quality work that gratifies the professional but does not add value to the client’s
requests, and at the same time oves valuable resources from the proje

As the saying goes, “"The best is the enemy of the good.”
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Before the web, newspaper archives were largely the musty domain of professional researchers and
journalism students. Journalism was, by definition, current. The general accessibility of archives has
greatly extended the shelf life of journalism, with older stories now regularly cited to provide context
for more current ones. With regard to how meaning is made of complex issues encountered in the
news, this departure can be understood as a readiness by online news consumers to engage with the
underlying issues and contexts of the news that was not apparent in, or even possible for, print
consumers. One of the emergent qualities of online news, determined in part by the depth of readily
accessible online archives, seems to be the possibility of understanding news stories as the manifest
outcomes of larger economic, social and cultural issues rather than short-lived and unconnected
media spectacles.

* archive: 7|8 232 ** musty: SEL LHE *** manifest: &t

@ Web-based Journalism: Lasting Longer and Contextually Wider
@ With the Latest Content, Online News Beats Daily Newspapers!
® How Online Media Journalists Reveal Hidden Stories Behind News
@ Let’s Begin a Journey to the Past with Printed Newspapers!

® Present and Future of Journalism in the Web World
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Journalism was, by definition, current. The general accessibility of archives has greatly extended the shelf
life of journalism, with older stories now regularly cited to provide context for more current ones.
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With regard to ~, this departure can be understood as a readiness by online news consumers to engage
with the underlying issues and contexts of the news that was not apparent in ~ print consumers.
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One of the emergent qualities of ~ readily accessible online archives, seems to be the possibility of
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AT

Viewing the stress response as a resource can transform the physiology of fear into the biology of
courage. It can turn a threat into a challenge and can help you @ do your best under pressure. Even
when the stress doesn’t feel helpful—as in the case of anxiety—welcoming it can transform @ it into
something that is helpful: more energy, more confidence, and a greater willingness to take action.
You can apply this strategy in your own life anytime you notice signs of stress. When you feel your
heart beating or your breath quickening, ® realizing that it is your body’s way of trying to give you
more energy. If you notice tension in your body, remind yourself @ that the stress response gives
you access to your strength. Sweaty palms? Remember what it felt like ® to go on your first
date—palms sweat when you‘re close to something you want.

* physiology: 2| 7|5
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=% Viewing the stress response as a resource can transform ~ fear into the biology of courage.
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MX| @: It can turn a threat into a challenge and can help you @ do your best under pressure.
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MZX| @: Even when the stress doesn’t feel helpful—as in the case of anxiety—welcoming it can transform
@ it into something that is helpful: more energy, more confidence ~
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An invention or discovery that is too far ahead of its time is worthless; no one can follow. Ideally, an
innovation opens up only the next step from what is known and invites the culture to move forward
one hop. An overly futuristic, unconventional, or visionary invention can fail initially (it may lack
essential not-yet-invented materials or a critical market or proper understanding) yet succeed later,
when the ecology of supporting ideas catches up. Gregor Mendel’s 1865 theories of genetic heredity
were correct but ignored for 35 years. His sharp insights were not accepted because they did not
explain the problems biologists had at the time, nor did his explanation operate by known
mechanisms, so his discoveries were out of reach even for the early adopters. Decades later science
faced the urgent questions that Mendel’s discoveries could answer. Now his

insights . Within a few years of one another, three different scientists

each independently rediscovered Mendel’s forgotten work, which of course had been there all along.
[3E]
* ecology: HEf && ** heredity: /7T

@ caught up to modern problems

@ raised even more questions

® addressed past and current topics alike
@ were only one step away

® regained acceptance of the public
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Decades later science faced the urgent questions that Mendel’s discoveries could answer.

Decades later ~ 3 Mendel’s discoveries ~= ZfZF H1ZF & Now 5! his insights, [H2tA],
—

— the urgent (questions) ~ could answer ~= &3} CiE0| 772 HE| F,

— only the next step ~1} 22 L&, CIE B,

H

tet 7|

=7?

r
MM

the urgent (questions) ~ &, only the next step ~ 23 EHH S,

@ caught up to modern problems ~ & scan... modern problems E3 £

@ raised even more questions ~ 2& scan... more (questions)

|

53 o
® addressed past and current topics alike ~ {X[7} 18 &, 27t only the next step ~1t=
b

gl=o

@ were only one step away ~ 2 &2 only the next step It SAF, YT {7,

® regained acceptance of the public ~ && scan... O}F2| Et= public 7t& &

mets 82 @

20245tA= 9F BOl0|M M| HMZ ofH{RE Z A

QE 24,
MR MEVE () 24.6% @ 19.1% @ 15.4% @ 20.2% & 20.7%

RELE @, ® & O, off?

£ & catches up, 12|22 urgent questions ¢4 28 modern problems ~0f @3, @...?

— 2 & accepted £ acceptance, rediscovered @4 22202 S8 & regained o ¥, 6...?

20| g??



10

(&) =izt 2% Now his |nS|qhts

27t Tt = his |nnght e EY XMoo O FHE, 9oz FHEGEH,

PSPPI L .
"y

I
Decades Iater ~ Mendel’s dis€overies could answer. His sharp insights were not accepted ~
Gregor Mendel’s ~ correct but |gnored ~ Ideally, an_ |nnovat|on opens up only the next step ~

— 72|31 2L opens up ~1f could answer... 0|7{ Z2 7{, #IZt ttA=? Only the next step™ "

2 g % 74

An invention or discovery that is too far ahead of its time is worthless; no one can follow.

.

Ideally, an innovation opens up only the ne. next step from what is known and invites the culture to move
forward one hop.
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An overly futurlstlc unconventional, or visionary invention can fail initia may lack essential not-yet-

invented mate.r'lals or a critical market or proper understanding) yet succeed later, when the ecology of

supporting idéas catches up.
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Within a few years of one another, three differentscientists each independently rediscovered Mendel
forgotten work, which of course had been there all along.
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Prior to photography, . While painters have always lifted

particular places out of their ‘dwelling’ and transported them elsewhere, paintings were time-
consuming to produce, relatively difficult to transport and one-of-a-kind. The multiplication of
photographs especially took place with the introduction of the half-tone plate in the 1880s that made
possible the mechanical reproduction of photographs in newspapers, periodicals, books and
advertisements. Photography became coupled to consumer capitalism and the globe was now offered
‘in limitless quantities, figures, landscapes, events which had not previously been utilised either at
all, or only as pictures for one customer’. With capitalism’s arrangement of the world as a ‘department
store’, ‘the proliferation and circulation of representations ... achieved a spectacular and virtually
inescapable global magnitude’. Gradually photographs became cheap mass-produced objects that
made the world visible, aesthetic and desirable. Experiences were ‘democratised’ by translating them

into cheap images. Light, small and mass-produced photographs became dynamic vehicles for the

spatiotemporal circulation of places. [3%]

* proliferation: 2 ** magnitude: (&) 72 *** aesthetic: 0% Q!

@ paintings alone connected with nature
@ painting was the major form of art

@ art held up a mirror to the world

@ desire for travel was not strong

® places did not travel well
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While painters have always lifted particular places out of their ‘dwelling’ and transported them elsewhere,
paintings were time-consuming to produce, relatively difficult to transport and one-of-a-kind.

paintings... g7t & photography 2+ & #&... Aha! paintings 7 HX, J12{L|7,
— Prior to photography ~O0f CH$t ZHY Y120| paintings, 27t &2 Hot 8%, At Ho{7ta,

The multiplication of photographs especially took place with the introduction of the half-tone plate in the
1880s that made possible the mechanical reproduction of photographs in newspapers ~

— photographs % S%, 24| half-tone plate... made possible...? 27t £2|7|7t Z™at=,..? H0{7t1,

Photography became coupled to consumer capitalism and the globe was now offered ‘in limitless quantities,
figures, landscapes, events which had not previously been utilised ~

— Y=Z 2Ot photography & £2 07|, Eo{7ta,

With capitalism’s arrangement of the world as a ‘department store’, ‘the proliferation and circulation of
representations ... achieved a spectacular and virtually inescapable global magnitude’.

— capitalism’s arrangement... department... & 22IX|...? 27t achieved ~Z EO0t 22|7|= £0 £04.

Gradually photographs became cheap mass-produced objects that made the world visible ~ desirable.
Q=2 20} photographs 23, 38X, e[| H,
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@ desire for travel was not strong ~ 22 scan... (human) desire for travel ~ 5 2,
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Prior to photography, places did not travel well.

The multiplication of photographs especially took place with the introduction of the half-tone plate in the
1880s that made possible the mechanical reproduction of photographs in hewspapers, periodicals, books

and advertisements. ~ After photogra ~ g, A 2 e, & 3-8E. BAFYE FIEH made possible.

Photography became coupled to sumer capitalism and the globe was now offered ‘in limitless quantities,
figures, landscapes, events which had not previously been utilised either at all, or only as-pictures for one
customer’.

With capitalism’s arrangement of the world as a ‘department store’, ‘the proliferation and circulation of
representations ... achieved a spectacular and virtually inescapable global magnitude’.

Gradually photographs became cheap mass-produced objects that made the world visible, aesthetic and
desirable.

Experiences were ‘democratised™by translating them into cheap images.

o2 AR Bof, M Zro 2 S0 ALt MIf, *democratised.’
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— Experiences = photographs

Light, small and mass-produced photographs became 'dynamic vehicles for the spatiotemporal circulation
of places.
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The intuitive ability to classify and generalize is undoubtedly a useful feature of life and research,
but it carries a high cost, such as in our tendency to stereotype generalizations about people and

situations.

(A) Intuitively and quickly, we mentally sort things into groups based on what we perceive the
differences between them to be, and that is the basis for stereotyping. Only afterwards do we
examine (or not examine) more evidence of how things are differentiated, and the degree and

significance of the variations.

(B) Our brain performs these tasks efficiently and automatically, usually without our awareness. The
real danger of stereotypes is not their inaccuracy, but their lack of flexibility and their tendency to be

preserved, even when we have enough time to stop and consider.

(C) For most people, the word stereotype arouses negative connotations: it implies a negative bias.
But, in fact, stereotypes do not differ in principle from all other generalizations; generalizations about
groups of people are not necessarily always negative.

* intuitive: X2HX Q| ** connotation: &=

@A) -(©)-B@@) -A)-©C>3@B)-(©C)-A®C-A)-BGK-(B)- A
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The intuitive ability to classify and generalize is undoubtedly a useful feature of life and research, but it
carries a high cost, such as in our tendency to stereotype generalizations about people and situations.
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Plants show finely tuned adaptive responses when nutrients are limiting. Gardeners may recognize

yvellow leaves as a sign of poor nutrition and the need for fertilizer.

(A) In contrast, plants with a history of nutrient abundance are risk averse and save energy. At all
developmental stages, plants respond to environmental changes or unevenness so as to be able to
use their energy for growth, survival, and reproduction, while limiting damage and nonproductive

uses of their valuable energy.

(B) Research in this area has shown that plants are constantly aware of their position in the
environment, in terms of both space and time. Plants that have experienced variable nutrient
availability in the past tend to exhibit risk-taking behaviors, such as spending energy on root

lengthening instead of leaf production.

(C) But if a plant does not have a caretaker to provide supplemental minerals, it can proliferate or
lengthen its roots and develop root hairs to allow foraging in more distant soil patches. Plants can

also use their memory to respond to histories of temporal or spatial variation in nutrient or resource

availability. [378 * nutrient: LA ** fertilizer: H|Z *** forage: 75t2{ CtL|C}
y

@A) -(©C)-B@®B) -(A)-(CO)3(@®B) -((C) - (A)®C) - (A -(B)G(C) - (B)- (A
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Plants show finely tuned adaptive responses when nutrients are limiting. Gardeners may recognize
yellow leaves as a sign of poor nutrition and the need for fertitizer—

(C) But if a plant does not have a caretaker to provide supplemental minerals, it can proliferate or
lengthen its roots and develop root hairs to allow foraging in more distant soil patches. Plants can
also use their memory to respond to histories of temporal or spatial variation in nutrient or resource

availability.

(B) Research in this area has shown that plants are constantly aware of their position in the
environment, in terms of both space and time. Plants that have experienced variable nutrient
availability in the past tend to exhibit risk=taking behaviors, such as spending energy on root
lengthening instead of leaf productio

variable nutrient availability ~& &f< T2l In contrast, ~ history of nutrient abundance ~ Z+H#

— variable 2 | &3t), nutrient availability ~=?
- JLYE 7= = plants 7l ¢ = U= EE&.

(A) In contrast, plants with a history of nutrient abundance are risk averse and save energy. At all
developmental stages, plants respond to environmental changes or unevenness so as to be able to
use their energy for growth, survival, and reproduction, while limiting damage and nonproductive
uses of their valuable energy.

— while 2 during the same time.
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Because the manipulation of digitally converted sounds meant the reprogramming of binary

information, editing operations could be performed with millisecond precision.

The shift from analog to digital technology significantly influenced how music was produced. First

and foremost, the digitization of sounds—that is, their conversion into numbers—enabled music

makers to undo what was done. ( @ ) One could, in other words, twist and bend sounds toward
something new without sacrificing the original version. ( @ ) This “undo” ability made mistakes
considerably less momentous, sparking the creative process and encouraging a generally more
experimental mindset. ( ® ) In addition, digitally converted sounds could be manipulated simply by
programming digital messages rather than using physical tools, simplifying the editing process
significantly. ( @ ) For example, while editing once involved razor blades to physically cut and splice
audiotapes, it now involved the cursor and mouse-click of the computer-based sequencer program,
which was obviously less time consuming. ( ® ) This microlevel access at once made it easier to
conceal any traces of manipulations (such as joining tracks in silent spots) and introduced new

possibilities for manipulating sounds in audible and experimental ways.

* binary: 278 9| ** gplice: ©X ULt
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FOo{Tl Zof|M THME
Because the manipulation of digitally converted sounds meant the reprogramming of binary information,
editing operations could be performed with millisecond precision.

A H$12? The manipulation of digjtélly ~, the reprogramming of ~, Z12|1 millisecond precision.
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The shift from analog to digitdl technology significantly influenced how music was produced. First and
foremost, the digitization of gounds ~ enabled music makers to undo what was done.
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The shift from analog to digital technology significantly influenced how music was produced. First
and foremost, the digitization of sounds—that is, their conversion into numbers—enabled music

makers to undo what was done. /

(®) Ong could, in other words, twist and bend sounds toward something new without
sacrificing the original version.

(@) This “undo” ability made mistakes considerably less momentous, sparking the creative process
and encouraging a generally more experimental mindset.

(®) In addition, digitally converted sounds could be manipulated simply by programming digital
messages rather than using physical tools, simplifying the editing process significantly.
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(@) For exam while editing once /nvolved razor blades to physically cut and splice audiotapes, it
now involved the cursor and mouse-click of the computer-based sequencer program, which was

obviously less time consuming. \

ZF0{%l 2 Because the manipulation of digitally converted sounds meant the reprogramming of binary

information, editing operations could be performed with millisecond precision.

(®) This microlevel access at once made it easier to conceal any traces of manipulations (such as
joining tracks in silent spots) and introduced new possibilities for manipulating sounds in audible and
experimental ways.
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In the case of specialists such as art critics, a deeper familiarity with materials and techniques is

often useful in reaching an informed judgement about a work.

Acknowledging the making of artworks does not require a detailed, technical knowledge of, say, how
painters mix different kinds of paint, or how an image editing tool works. ( @ ) All that is required is
a general sense of a significant difference between working with paints and working with an imaging
application. ( @ ) This sense might involve a basic familiarity with paints and paintbrushes as well as
a basic familiarity with how we use computers, perhaps including how we use consumer imaging
apps. ( @ ) This is because every kind of artistic material or tool comes with its own challenges and
affordances for artistic creation. ( @ ) Critics are often interested in the ways artists exploit different
kinds of materials and tools for particular artistic effect. ( ® ) They are also interested in the success

of an artist’s attempt — embodied in the artwork itself — to push the limits of what can be achieved

with certain materials and tools. [378]

* affordance: Y F2H ** exploit: E-&5iCt
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In the case of specialists such as art critics, a deeper familiarity with materials and techniques is often
useful in reaching an informed judgement about a/vork.
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Acknowledging the making of artworks does not require a detailed, technical knowledge of, say, how

painta’s\mix different kinds of pajat; or how an image editing tool works.
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techniques is often useful in reaching an informed judgément about a work.

(®) This is because every kind of artistic material or tool comes with its own challenges and
affordances for artistic creation.

(@) Critics\are often interested in the ways artists expleif different kinds of materials and

tools for particular artistic effect.

— 2 222 A H (its own) affordances for artistic cpéation ~ £H&,

(®) They are also interested in the su of an artist’s attempt—embodied in the artwork
itself— to push the limits of what can be achieved with certain materials and tools.

— 2= to push the limits of ~= (@) its own challenges (for artistic creation) ~ ZHH,
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