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Problem statement it in the smallest detail. In the course of
its existence, it has borrowed a lot from

Historically, photography has been fa- traditional arts, in particular the basics of

mous for

its documentary and authen- composition and some artistic and picto-

ticity in reproducing the world around rial means. For its part, it also stimulated
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the ancient arts to constant rejuvenation
and the search for their own, new and
specific pictorial features.

The greatest influence it had on creative
art, but not by cancelling its role, as some
believed in the twentieth century, but on
the contrary, by stimulating it to develop.
‘However, in some spheres photography
“added to” the art of creation, taking over
its separate functions. Despite the ambig-
uous views in this regard, photography has
established itself as an original and inde-
pendent form of creativity. And, of course,
the most important thing is that photog-
raphy historically influenced the way of
perceiving the world’, as Vasilii Pylypiuk
(2011, p.4), a Ukrainian documentary pho-
tographer, said in his book ‘Ukrainian art
Photography: stages of formation and ar-
tistic principles of development'.

With the advent of cinematography,
constantly experimenting with its pictori-
al means, photography has adopted and
positioned in the art form that is similar
to it for its technical possibilities, new ex-
pressive means, fascinating colour solu-
tions, fragmentary nature of the frame
and new formats.

Modern genres of photography and its
new directions are constantly investigat-
ing new ways of conveying reality, often
deviating from the canons of traditional
photography for obtaining desired results.

The understanding of how to break the
established laws of photographic compo-
sition and photography in general, allows
you to fully implement the creative idea to
achieve a spectacular visual image.

Recent research
and publications analysis

Despite the long-standing publication,
close to 40 years since the publication
date, these researches are an invariable
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classic for modern photographers and
a valuable source of theoretical and prac-
tical information. All further investiga-
tions by other authors on these topics in-
variably take as their basis the books list-
ed below, which indicates their relevance.

L. Dyko and A. Golovnya (1962) were
the first to publish the theory of photo-
graphic composition and the basics of
constructing an expressive image.

V. Mihalkovich and V. Stigneev (1989)
investigated questions related to the con-
cept of poetics of photography — compo-
sition, image, and photographic genres.

The optimal use of natural light and the
organization of artificial light for different
subjects and shooting conditions were
analyzed by D. Kilpatrick (1988).

Purpose of the article

The purpose of the work is to analyze
the visual features of street cinema pho-
tography; establish the role of light, co-
lour, composition and historical features
of the genre of street photography; prove
the importance of consciously denying
the established laws of photocomposi-
tion for the implementation of creative
ideas.

Main research material

An integral part of photography (apart
from its technical side) is its aesthetic
category — spirituality. The peculiarity
of photography is to see in the ordinary
something beautiful, unusual, and most
importantly — to make it a work of art.
Photography is capable of spiritualizing
everything: inanimate objects, nature, "...
and as for the depths of the human spir-
it, photography, the documentary also, is
capable of stunning and causing cathar-
sis’ (Pylypiuk, 2011, p.91).
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The first photos ever taken were usual-
ly taken on the streets. So, the beginning
of photography was, so to speak, ‘street
photography’.

When analyzing street documentary
photography, it is impossible not to men-
tion the contribution to the history of the
most famous master and founder of the
Magnum Agency and possibly the great-
est documentary photographer of West-
ern Europe, Henri Cartier-Bresson. He
rejected the idea of staged photography
and refused to direct his shots. In doing
so, of course, he violated the aesthetic
canons espoused by other masters who
imitated the art of painting.

The basic elements of a street: its com-
plete spontaneity, detailed observation of
the subjects and the willingness to show
what seems important, interesting and
exciting. Henri Cartier-Bresson was con-
vinced that it is the talent of the photog-
rapher that determines the pictures of ev-
eryday life. In his opinion, a photographer
should forget about everything, concen-
trate only on how to show reality through
a simple but significant detail and manage
to capture the moment at the right time.
The idea was that there is a ‘perfect’ mo-
ment to photograph any human scene un-
folding on the street. A fraction of a second
before or after that golden moment, the
artist believed, would greatly diminish the
aesthetic value of photography.

Not always the basics of composition
are sufficient for the realization of the
idea, there are cases when it is the vio-
lation of these rules that leads to a sat-
isfactory result. In her book ‘Photocom-
position’, the director of photography, au-
thor of many famous articles, and teacher
Lidiia Dyko (1962, p.155) noted that ‘the
artist's work on composition consists in
consciously finding compositional solu-
tions in each individual case, depending
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on the tasks set by the artist, and his en-
tire creative attitude towards the world".
That is why Cartier-Bresson often vio-
lated the classical laws of composition,
considering that it is more valuable to
convey the immediacy of the captured
moment in photography than to create
an ideal aesthetic picture in the general
sense of artistic photography.

It must be said that cinematic photog-
raphy while taking inspiration from cine-
ma, has also borrowed its visual features.
It is these features that give photography
its cinematic appearance and therefore
make cinematic photography very much
akin to cinematography.

While classical photography struggles
to get the exposure right, cinematogra-
phers often use a lot of shadows to give
the subject shape and depth. By strate-
gically placing your lighting tools on your
subject, the artist can make beautiful im-
ages without fear of thick shadows. They
may seem unpleasant at first, but if it is
known how to shape them, they can be
dramatic and deeply cinematic.

It is advisable to note that the con-
struction of a cinematographic picture
has its own rules and principles, combin-
ing all these meanings in the concept of

‘composition in the frame'. In translation

from Latin ‘composition’ means creation,
the correlation of different parts with-
in a frame into a unified and complete
whole. The photographer uses the fun-
damentals of composition to reveal ideas
as well as the relationship of image form
to the subject because a harmonious,
clear visual form will reveal the content
with the necessary clarity.

When viewing a photograph, one’s eyes
immediately pay attention to the bright
spots and follow the movement of lines
in the frame. These accents are a route
through the photograph for the viewer’s
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eyes. It is important for the photographer
to place these accents correctly to help
the viewer adequately read the image
and understand exactly what the author
wanted to convey.

Natural lines must be used to guide the
viewer's eye through the photograph to
the important object. The direction and
orientation of the lines play a responsible
role in the construction of the frame and
can evoke certain emotions and feelings.
Horizontal lines — tranquillity, serenity.
Vertical lines — stability, a sense of power
and authority. Curved s-lines in the com-
position give movement, grace, liveliness.
Diagonal lines evoke a sense of move-
ment and energy and can emphasize the
depth of the frame. Rising and falling di-
agonals are seen as lines of development
and decline, a sense that the object leaves
the frame and the feeling of its return.

It should be said that it is also very
important to have balance in the frame.
Composition is either balanced or un-
balanced. Any unbalanced composition
looks random, while a balanced com-
position looks harmonious. In her book
‘Fine arts. Basics of composition’, Nata-
lia Sokolnikova (1998, p.27), Doctor of
Pedagogical Sciences, author of many
textbooks, noted that ‘such a construc-
tion allows to achieve an impression of
calmness, majesty, a special solemnity
and significance of events’.

Researchers, Hanna Babenko and Nina
Horuzha (2001, pp.51-52), determined in
their work ‘The basics of composition in
fine arts’ that the easiest way to balance
the composition is to place the subject
in the centre of the image (cinematogra-
phers often use symmetry). If you move
the subject to the side, the balance is
broken. One part of the picture becomes
heavier and visually outweighs the other.
To correct the unbalanced composition,
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you need to introduce some other object
into the empty part of the picture.

It should be considered that in photog-
raphy, weight is replaced by the volume
of the DOF (Depth of Field), by colour, or
by associations with heavy or light ob-
jects. The colours in which objects are
coloured also have different effects on
their pictorial ‘weight’: red and its shades
are heavier than blue, bright colours are
heavier than dark ones.

It is also possible to balance the fig-
ure of the model from the point of view
of composition by means of all kinds of
movements. According to Babenko H. V.
and Horuzha N.V. (2011, p.52), if the
model makes a hand gesture to one side,
then compositionally it can be balanced
by a leg gesture or a turn of the head to
the other side. That is, a gesture to one
side of any body part is counterbalanced
by a gesture to the other side of the arm,
leg, head or bend of the body.

One of the most amazing composition
techniques that can be applied — the de-
velopment of the the movement that bal-
ances the shot. This psychological ef-
fect implies a free space in the direction
of movement or gaze. If you leave free
space in the frame where the movement
develops, the composition immediately
evens out. In addition, the development
of motion can be replaced by the direc-
tion of the view. However, looks are also
different, and they need different free
spaces in the picture. A quiet gaze needs
a bit of free space. But the emotional look
requires a lot more.

It is advisable to note that colour and
light play an important role in the so-
called visual ‘language’ of the picture:
from the details that become expressive
due to a particular light, to the viewer's
sensations from objects painted in differ-
ent colours. Most often, when analyzing
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the use of colour in cinema, it is appealed
to the fact that colour evokes certain
emotions.

For example, David Kilpatrick (1988,
p.50), in his book ‘Light and lighting’,
writes that the impression created by ar-
tistic images often depends on the ‘qual-
ity’ of light, the condition of the subject
and weather conditions. He also notes
that, in general, most people find the best
scenes shot in sunlight; but for detailed
reproductions,  especially  close-ups,
overcast lighting may be the best.

Cinematic photography is more inter-
ested in lighting at sunrise and sunset. At
this time, unlike in the middle of the day,
the colour scheme is richer; it conveys
shades from golden to bright pink.

Valentyn Mikhalkovich and Valery
Stigneev (1989, p.190) noted in their work
‘The poetics of photography’ that ‘light is
capable of influencing the expressive-
ness of composition and, above all, the
tonal perspective. On cloudy days and
shortly before sunrise or after sunset the
light is soft and diffused, and there are no
distinct shadows. Volumes and textures
of objects are expressed in a generalized
manner and the depth of space is poorly
perceived'.

However, the most important step in
creating cinematic photography is post-
processing, which is the best way to cre-
ate the specific look and feel of a movie
shot. Photo post-processing uses pro-
grams such as ‘Adobe Lightroom’ and
‘Adobe Photoshop, which offer great po-
tential for image transformation, where
each adjustment affects the final look of
the photo, from exposure correction to
full image deformation.

It should be noted that the term ‘expo-
sure’ refers to the amount of light hitting
a light-sensitive photographic material
over a certain period of time. The three
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main parameters affecting exposure are
sensitivity, shutter speed and aperture.
Most modern cameras, whether analogue
or digital, automatically control these three
parameters (Prophotos, 2007). However,
the automatic settings in cameras do not
always produce satisfactory results, and
the photo will require further adjustment
in specially designed programs.

A feature such as ‘curves’ allows pho-
tographers to fine-tune their exposure. In
‘Adobe Photoshop’, the exposure setting
adjusts all images simultaneously, but
in ‘Adobe Lightroom’, individual settings
allow more control; ‘curves’ adjust light,
dark and mid-tone pixels individually.

Colour often plays a big role in photog-
raphy — and in post-processing, too. The
basic settings are brightness and satu-
ration while adjusting individual colours
offers more control. By learning to adjust
individual colours, you can make hun-
dreds of specific edits. Instead of adjust-
ing all at once, each colour has its own
individual setting, allowing you to adjust
one colour while leaving all others un-
touched. This opens up countless pos-
sibilities, from eliminating skin redness
to adjusting a photo to a specific colour
scheme, which is very important for cine-
matic photography.

Conclusions

Beginning in 1895, when cinematogra-
phy took an important place in society, it
began to influence the development and
practice of the still image, leading to new
directions in photography with different
visual features.

Cinematic photography has its own
special atmosphere and mood. Cinema-
tographers tend to focus on movement
and mood modelling, the latter being by
far the most important. It doesn't mat-
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ter how great your lighting is if you can't
draw the audience into the story. Cine-
matic images are images you feel.
Mimicking the characteristics of cin-
ematic perception of the world, street
photography has begun to change, cre-
ating new visual styles. One style that is
impossible not to recognize is cinematic
photography. Its special feature is that
it tries to resemble the frame in cinema,
copying colour, frame format and spe-
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MeTta gocnig)xeHHs — npoaHanisyBaTu BidyasibHi 0CO6/MBOCTI BYNIMYHOI KiHemaTorpadiyHoi goTtorpadii
Ta TexHiku ii peanisadii; BCTAaHOBUTU POJib CBIiTNA, KOMbOPY, KOMMO3ULii Ta iCTOPUYHUX OCOBIMBOCTEN
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eeKTHOro BidyanbHOIO 306PaXXeHHS, L0 MOCUIOKOTL BidyallbHWUIA BNAMB KiHeMaTtorpadiyHoi doTorpadii
Ha rnagava. BucHoBky. Y cTaTTi feTanbHO onucaHi BidyanbHi 0CO6MMBOCTI CTBOPEHHS KiHeMaTorpadiyHol
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3 KiHemaTorpadom, BU3Ha4YeHO CKafoBi A5t CTBOPEHHSA CUJIbHOMO BidyasibHOrO edeKTy Ha ayauTopito.
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0606LeHbl  3NIeMeHTbl  ynYHOM doTorpaduu, NpPOCNEXEeHO POACTBO CTU/IS C  KUHemaTtorpadowm,
onpepeneHbl COCTaBSAOLWME ANA CO34aHNUA CUTBbHOIO BU3yasnbHoro addekTa Ha ayaAnTopuio.

KnioueBble cnoBa: GpoTorpadusi; kuHematorpad; hoTouCKyccTBO; ynmyHas poTorpadusi; AJOKyMeHTanbHas
doTorpadus; atMochepHbIt CHUMOK; CBET; LIBET; KOMMNO3ULKSA; No3Tuyeckas dhoTorpadus

s journal and all published articles are licensed under a Creative Commons «Attribution» 4.0

This is an open acc
BY

ISSN 2617-2674 (Print),
ISSN 2617-4049 (Online)

audiovisual-art knukim.edu.ua



