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Abstract

The purpose of the article. It analyzes the components that influence
the creation of movie images. Set the role of lighting in the shooting of an
audiovisual product. Identify features and fragments when working with it.
Prove the importance of the ability to use light sources in natural and pavilion
locations. Identify the factors that affect the quality of the visual material.
Research methodology. Such methods were used in the article: theoretical -
analysis of movies, and publications; generalization — the influence of lighting
on the quality of visual material; determination of interdependence (light, time
of day and auxiliary objects that influence the creation of a frame); empirical —
systematization of one's own experience, determination of the relationship
between lighting and the quality of visual material. Scientific novelty. The
components that influence the creation of a visual image were analyzed for
the first time, a detailed analysis of the dependence of the time of day and
illumination in the field, which forms the illumination scheme, by means of
theoretical analysis of films, the factors that influence the quality of the visual
material are determined. Conclusions. In the course of the article, the main
techniques of cinematography when creating audiovisual works are analyzed.
The concepts of frame composition and the skill of conveying an emotional
state are considered. The use of various lighting sources in natural and
artificial locations is considered in detail. Based on the analysis of audiovisual
products of leading masters, the importance of the ability to use different
types of lighting sources has been proven. A list of the features and difficulties
of using different types of lighting has been created and the key factors that
have a direct impact on the quality of creating an audiovisual work have been
outlined.
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Problem statement

Due to the progress in the development
of shooting technologies, the manage-
ment of video cameras is simplified and
the price policy becomes more afforda-
ble. Accordingly, the demand for the pur-
chase of equipment is growing. The num-
ber of people who want to make movies
is increasing.

It should be said that the young gen-
eration of cameramen, having received
the equipment, neglect training in spe-
cial schools or educational institutions
and start filming, operating on media
channels with available free, unreliable
information, which contributes to a de-
crease in the quality of the original visual
product. According to the above, neglect
of the operator's profession and his skill
is created. This leads to the devaluing of
their skills acquired over years of work.
Young specialists who want to enter the
world of cinema should pay attention not
only to the purchase of technical equip-
ment but also to development in the
audiovisual industry.

Therefore, the importance of possess-
ing and operating the skills of working
with light sources is one of the domi-
nant indicators of the professionalism of
camera work professionalism. In particu-
lar, it should be taken into account that
working with light sources is not as easy
as it might seem at first glance. During
filming, the younger generation of cam-
eramen often do not notice shadows or
highlights that can spoil the shot. Light is
a factor that should be given the most at-
tention during creating a film, it is worth
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considering its features and understand
ing the difficulties when working with it.

Recent research
and publications analysis

Successfully described the role of light
ing in creating an image in natural con
ditions D. Kilpatrick (1984). The book de
scribes aspects that affect the creation
of a lighting scheme according to the
time of day.

Described the influence of painting on the
cinematographic image A. Bazen (1972).

Revealed the detailed concept of the
word "photography” and described the
effects of lighting L. Dyko (1977).

Noted the importance of the operator's
work with light and the creation of a pic-
ture on the example of famous master
A. Golovnya (1965).

The role of the cameraman in shooting
commercials has been studied by the
following scholars: E. Timlin, M. Didenko
and V. Savchyn (2022).

Characterized light sources and de-
scribed in detail the interdependence of
objects with it during filming by F. Hunter,
S. Beaver and P. Fuqua (2011).

Defined the term Photogeny and de-
scribed the psychological perception of
shooting in natural locations L. Delluc
(1924).

Characterized the interaction of compo-
sition and lighting in the image by L. Dyko
and A. Golovnya (1962).

Described the principles and difficulties
of working with light in the pavilion at the
beginning of the development of cine-
matography L. Forestier (1945).
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Described the intricacies of the camera-
man's work during the making of the film
L. Briukhovetska (2011).

Characterized the interaction of light,
form and volume in the image J. Itten
(1975).

Described the interaction of the cam-
eraman and the director and their inter-
dependence in the creation of cinema
H. Aristarko (1966).

Revealed the role of light and lighting in
cinematography and characterized it as a
way of self-expression M. Gennar (2016).

The symbolism of colour in cinema
was analyzed by scholars O. Kovsh and
M. Dziuba (2022).

Described the method of using light
schemes by French cinematographers
of the 20s of the 20th century J. Sadul
(1961).

Defined the role of the cameraman in
the creation of a film by F. Truffaut (1987).

Pointed out historically important
events in the formation of cinematogra-
phy D. Parkinson (1996).

Described the psychological perception
of artificial light in the works of German
film expressionist Z. Krakauer (2009).

Revealed the interaction of the operator,
film camera, and optics by Y. Lotman and
Y. Tcivian (1994).

Described the process of creating the
movie Battleship Potemkin and empha-
sized the subtleties of cinematography
when working on the picture by H. Alek-
sandrov (1976).

Singled out the light's independent role
in the creation of a film image J. Deleuze
(1986).

Described practical techniques for
working with the camera and light
B. Brown (2011).

The purpose of the article is to analyze
the constituent part of creating a film im-
age. Establish the role of lighting when
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filming an audiovisual product. Highlight
the features and difficulties when work-
ing with it. To prove the importance of the
ability to use light sources in natural and
pavilion locations. Determine factors that
affect the quality of visual material.

Main research material

In the first years of cinematography,
the leading masters of the new art un-
derstood that light is the most impor-
tant component in creating a visual im-
age. Louis Delluc made this observation
in the 1920s. Describing his friend Abel
Hans, the author believed: “The success
of Hans, when he was just starting, came
entirely from his ability to use light. The
director must know that the light has
a meaning. The cameraman may still be
completely absorbed in producing a good
photograph, but he is only a cameraman"”
(Delluc, 1924, p.38).

Itis worth agreeing and denying Delluc's
opinion at the same time. The Director of
Photography, as an artist, must give not
only a good image, but also a dramatic
component, which he can create with his
professional means, namely the tech-
nique and the visual component: film
with special effects, camera, optics, per-
spective, camera movement and, most
importantly, light. Its properties are much
more complex than it seems at first sight.

A person who does not belong to the
profession of cameraman and does not
have an adapted view will not be able to
understand the complexity and subtleties
of the artist's skill. In particular, David Kil-
patrick (1984) noted, “Without a thorough
understanding of the nature of light and
illumination, professional skill cannot be
achieved in image recording systems"
(p.7). Lydia Dyko (1977) also rightly noted
the importance of having skills in operat-
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ing devices, stressing that “a photograph
is drawn by light. The word “photograph”
has become commonplace, its original
meaning is often forgotten, and in lit-
eral translation, it means light painting"
(p.223).

It should be noted that during its exist-
ence, cinematography has gone through
a long way of formation. The equipment,
filming conditions, and the nature of the
events in the frame changed, and the
devices and the skill of the cameramen
were improved. But at the beginning of
the development of cinematography, the
possibilities for filming were limited. De-
spite the circumstances, artists learned
to create a variety of artistic effects, mix-
ing the effects of falling rays of sunlight,
candles, lamps, fire from a fireplace, etc.
One of the first leading masters, the Sovi-
et Director of Photography Louis Foresti-
er (1945), recalled the working conditions
at the beginning of the 20th century: “In
those days, all cinema pavilions were
built like large photo studios with glass
roofs and walls, with white curtains to
protect from the sun” (pp.11-12). These
memories confirm that light is the most
important factor in the creation of a mo-
tion picture.

There are many different devices in the
operator's arsenal, but depending on how
they are located about the object in the
frame, their role and the nature of the cre-
ated picture changes. According to Phil
Hunter, the light sources are divided into
the following:

1. Drawing

2. Filling,

3. Counter,

4. Background,

Modeling (Hunter, Beaver and Fuqua,
2011, p.7).

It should be noted that the cameraman
starts working with them in the order
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specified in the list. The most important
thing is drawing, depending on how this
source is located relative to the main ob-
ject or person, it creates character and
sets the future mood of the frame. By di-
recting the device from above, we get the
effect of Hollywood lighting, from below —
horror, from the side — mystery. But there
is a so-called classical technique among
artists, which is called “Rembrandt's".
With such an artistic solution, the device
is located at an angle of 45 degrees rel-
ative to the person's gaze and is raised
on the rack above eye level. As a result,
one side of the face is completely illumi-
nated, and from the other, in the middle of
a deep shadow, an imaginary triangle can
be seen under the eye.
Thus, A. Golovnya (1965) singles out the
operator O. Levytsky — he called him the
“father" of artistic film lighting: "He began
to widely use the so-called "Rembrandt's"
lighting, characterized by deep shadows
and protruding light areas” (p.110). This
technique can be traced in the film, where
Levytsky acted as a cameraman, in The
Extraordinary Adventures of Mr. West in
the Land of the Bolsheviks (1924, directed
by L. Kuleshov). During the scene where
a man and a woman are sitting on a sofa
with a newspaper, the artist imitates
the fall of light from a lamp. The "Rem-
brandt's" technique can be traced on the
man's face. It is also worth noting that
Levytsky does not leave the background
without lighting, creating an accent that
directs attention specifically to the he-
roes of the film. A. Golovnya (1965) char-
acterized the work of O. Levytskyi as fol-
lows:
“The cameraman set himself the
task not only of illuminating the
object for photography but also of
building a light composition based
on the director's mise-en-scéne in
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such a way as to reveal the actions
of the actor in the best possible
way, to achieve unity of light and
compositional solutions”. (p.110)

It should also be noted that the main
source of light cannot always be the sun.
In the movie Nomadland (2020), directed
by Chloé Zhao and with cinematogra-
phy by Joshua James Richards, there is
a scene where the protagonist Fern is sit-
ting inside a van, in a small and enclosed
space. The shot shows a halo created by
an object, which can be a lamp, candle,
bonfire, TV, or any other light source. The
only source of lightis a gas lamp, which is
justifiably used in relation to the location.
So, for a specialist, when creating a pic-
ture, it is important to understand and
determine the factors that affect the lev-
el of illumination, brightness, saturation,
contrast, angle of incidence of the beam
and other things that are a component
of creating a picture for the future visual
product. The main drawing source when
creating an image in nature is the sun. All
weather conditions should be taken into
account when shooting. Itis important to
note that it affects the emotional colour-
ing of the picture. The bright sun caus-
es a smile, gloomy weather — calm, rain
and thunderstorm — fear. The above be-
comes an important tool in the hands of
the DOP. An artist can either emphasize
the atmosphere and the director's inten-
tion or disrupt the integrity of the scene,
thereby wasting the budget and spoiling
the picture.

In this regard, it should be said that
David Kilpatrick (1984) pays attention
to shooting in the morning and in the
evening, the so-called "golden hours". It
is a period that lasts two hours after sun-
rise and two hours before sunset (pp.55-
61). During this period, the sun is closest
to the horizon, which creates a sharp
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angle of incidence of the rays and allows
the cameraman to create spectacular
lighting schemes due to deep shadows
and changing the colour balance from
neutrally warm to bright yellow with
a golden tint. Filming at dawn requires
the artist to wake up at 3 a.m. and trav-
el two hours to the location, but it's still
a normal occurrence for the cameraman.
Kilpatrick (1984) believes that filming at
these hours is: "One of the possibilities
of transmitting the third dimension in
two-dimensional photography and vide-
ography” (p.59).

It is worth paying attention to the pic-
ture Nomadland, yes, in the scene where
the main character Fern talks to a repre-
sentative of the nomads, and then she
walks through their improvised town,
where wagons stand in the middle of the
field, imitating the outline of the territo-
ry, the DOP chooses to shoot at night, in
gold hours The sun is as low above the
horizon as it can be. The camera follows
the heroine in a long continuous shot,
creating the effect of the presence of the
viewer, letting rays of the sun, which are
reflected in the lens and flicker, into the
frame. The DOP also emphasizes this
with a colour scheme. The sun surrounds
the protagonist with a warm glow that
competes with the blue sky. During the
conversation with the nomad, light and
colour visually divide Fern's face and her
mood. The warmth of the sun, which is
about to set over the horizon, is reflect-
ed in the eyes and on the cheek of the
heroine, illuminating her inner hope. On
the other hand, the face sinks into the
shadow and takes on a more purple hue,
which creates a feeling of anxiety about
the future.

Among cinematographers there is
a slang concept of “shooting in mode”, if
the aforementioned golden hours are the
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time when there is direct sunlight, then
with "mode" the opposite is true. This is
the period when the sun has just set be-
hind the horizon in the evening, or at dawn,
when it has not yet appeared. The actu-
al working time for filming is about forty
minutes. The peculiarity of this period was
described by Lydia Dyko (1977), noting:
“The effect of lighting in the early
evening, when there is still a small
amount of daylight and the evening
lights are already lit, is extremely
picturesque. <...> There is a minimal
amount of scattered light on the
object, and this allows you to get
pictures with fine processing of
details in the shadows". (p.211-212)

Cameramen often use shooting ‘“in
mode" to reproduce night scenes in the
film. In this short period, there is enough
light to outline the horizon, and the trees,
to create volume, and at the same time,
not enough to create a daytime effect.
This is due to the fact that no matter how
high-quality and expensive a film camera
is, its dynamic range loses its properties
at night. The result is a loss of volume
and unfinished textures and shadows.

It is worth noting that the operator must
be knowledgeable not only in the field of
art but also in physics, because as a re-
sult of the sun's rays of the spectrum hit-
ting the object, he absorbs all the colours
of the spectrum, except for his own, for
example, red. As a result, it creates "re-
flexes". An experienced operator must be
able to see them, emphasize the created
image, or vice versa — find an opportuni-
ty to hide the reflection that distorts the
frame. Reflexes can be coloured or col-
ourless. David Kilpatrick (1984) notes:
“A completely white sheet of paper reflects
about 95% of the rays falling on it" (p.10).

In the arsenal of the cameraman, there
is also a so-called "black reflector”. It
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has the opposite effect of white, that is,
it absorbs light. When shooting on loca-
tion, reflectors become one of the most
important units that help achieve the cre-
ation of an artistic light pattern. The art-
ist must know and be able to apply this
knowledge when choosing filming equip-
ment, reflectors, devices, locations and,
directly, during filming.

Areflector can be any object that reflects
light, including paper, buildings, walls,
ceilings, asphalt, and even the sky. Con-
sider the scene where Inspector Gustave
apprehends and locks the protagonist,
the boy Hugo, in a cage in Hugo (2011,
dir. M. Scorsese, cameraman R. Richard-
son), where the DOP masterfully creates
a visual resolution. He chooses sources
with a cold colour temperature and hard
rays, which he fixes under the ceiling. The
light falls on the shoulders of the boy and
the inspector, creating a counter pattern.
Richardson installs a reflector in front of
the officer, and harsh rays fall on it, which
are softened and reflected on Gustave's
face. The boy decides to leave the reflec-
tion of light from the floor, which will have
a lower power of reflection and become
a characteristic of being in the cell.

Another successful example of the
above-mentioned cinematographer, Rob-
ert Richardson, can be considered the
first frame of the film Kill Bill (2003, direct-
ed by Quentin Tarantino). The artist uses
a harsh light source, creating a dramatic
drawing of the face of actress Uma Thur-
man. But when using a device with such
power, it should be remembered that the
camera will not be able to display the
shadow part of the face in detail, which
the DOP takes into account. It places the
reflector on the opposite side. As a result,
the frame turned out to be detailed, the
contours of the face, veil, eyebrows and
eyes, and drops of sweat and blood are
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visible, which testifies to Richardson's
professionalism. He managed to convey
the image as seen by the human eye.

Often, filming in natural conditions re-
quires additional sources of lighting, be-
cause the perception of reality by a movie
camera and the human eye are signif-
icantly different, where the latter has
a wider dynamic range. Accordingly, the
technique needs to be helped to "catch”
the necessary objects that will be in the
frame. They must be illuminated in rela-
tively the same light tone for the camera
to capture them. If this level drops, there
may be gaps in the shadows and light ar-
eas, where the technique will not record
information in the matrix system. It is im-
portant to monitor the level of light tonal-
ity of objects because such material will
be considered a defect.

According to L. Dyko (1977), the oper-
ator "It is not enough to know that the
object is illuminated and visible, he must
be able to assess the quality of the light-
ing, understand how the light flux falls,
what is the shape of the shadow, what
contrasts have developed, etc.” (p.106).
Complementing the author, it is worth
noting that it is important for an artist
not only to be technically advanced and
know the techniques of using sources,
but also to be able to present this knowl-
edge artistically.

Contrasts play an important role in cre-
ating a film frame. They are both soft and
hard. Their degree depends on the level
of illumination. With hard rays directed at
the object, we get a strong contrast due
to deep shadows. With soft lighting, there
is a smooth transition from light to dark.
Thus, the contrast is reduced. Johannes
Itten (1975) says: “It is important to feel
how much darker the background should
be so that the circle appears white" (p.17).
The operator must develop the skills of
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creating a contrasting image until it is
created not only by light but also by col-
our. Each of the methods is irreplaceable
in creating an effective light pattern that
conveys the mood in the future movie.
Director Louis Delluc (1924) advises
young filmmakers not to chase strong
contrasts. According to him, in such pho-
tographs “the sun eats the tree trunks,
cuts the green shadow of the leaves, the
rivers seem like pitiful streams"” (p.46).

The author suggests moving the shoot-

ing to spaces dominated by halftones,
where the illusion is created that the line
separating the sea and the sky is disap-
pearing, to places where smooth colour
gradients dominate, not contrasts (Del-
luc, 1924, p.46).

It is appropriate to note that "The en-
tire shooting time of the day can be di-
vided into several periods, each of which
has its lighting characteristics and al-
lows getting a unique colour of the pic-
ture" (Dyko, 1977, p.116), thus agree-
ing with the opinion of the author, it is
worth paying attention to the film The
Legend of Hugh Glass or better known as
The Revenant (2015, directed by Alejan-
dro Gonzalez IAarritu, cinematographer
Emmanuel Lubecki). The filming of the
above film, lasted 11 months. Filming of
individual scenes by creators was post-
poned for several weeks to wait for the
right weather and light pattern, the col-
our of the sky and other factors that were
important for creating a shot. This was
done to emphasize the emotional state of
the hero. The film The Revenant would not
have achieved popularity if it had a primi-
tive, unremarkable, nature of filming, cut-
ting the budget and filming time, without
prior planning and preparation, etc. Each
frame carries the baggage of knowledge
and experience that artists applied dur-
ing the creation of a visual work.
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The cameraman's task, as a creator, is
to create a visual image with the help of
technical means, to convey its atmos-
phere according to the mood and char-
acter of the middle of the frame, and to
enhance it with light and angles. Young
artists, usually in pursuit of a beautiful
picture, add too many special effects,
which distort the future film. An experi-
enced cameraman must understand the
mood of a particular shot and either en-
hance the image with expressive means
or not prevent the picture from “breathing
with what is inherent to it: highlights, light
or twilight and unfinished details. All this
creates an atmosphere and, as a result,
creates a sense of presence in the viewer.
Thus, L. Dyko (1962) says: “The highest
task of a photographer's work with light
is to use a light pattern to express the
meaning of what is happening. Solving
this task, the photographer in some cases
chooses, in others specially creates light-
ing conditions that help convey content,
saturate the picture with mood" (p.55).

It is also appropriate to note that when
creating a film image, it is important to win
the attention of the viewer, for this it is nec-
essary to direct his gaze to the necessary
point. As A. Golovnya (1965) notes, "It is
completely wrong to believe that the view-
er must choose the object of attention in
the frame"” (p.90). Both the director and the
cameraman have a range of techniques for
solving thisissue. The light solution comes
in handy again. The artist can emphasize
a specific point in the frame, the back-
ground, an object or a person by increasing
the brightness. As a result of directing the
device to, for example, the eyes, and leav-
ing the rest of the frame in the shadows, an
accent is created, where the viewer turns
his gaze.

The film Kill Bill should be mentioned
again, the cameraman has an arsenal of

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

2023 - 6(2) - pp.252-262

techniques for creating an accent. In the
scene where the main character's legs
fail, the operator decides to draw atten-
tion to them with the help of composition.
It can also be emphasised by applying
framing and shooting a close-up. But it is
worth noting the lighting. Let's recall the
scene where the main character stands
surrounded by two dozen people with
whom she will have a battle. The DOP de-
cides to clearly outline with a diode tape
the place where she is standing. The rays
also fall on the bodies of the people she
killed. All this is the creation of accents
that the operator selects to appeal to the
audience.

Conclusions

Cinematography depicted in films
100 years ago, or just two, proves that
the presentation of visual material us-
ing lighting schemes is dominant in the
making of cinema. Such films still keep
the audience close to the screens. The
reason for this is the careful preparation
when creating each shot, one of which
artists can spend several weeks shooting.

There will be not enough theoretical
material in the study of peculiarities and
difficulties in working with light, but this
article gives an understanding of where
to draw the most attention and work in
practice. Only working on mistakes will
allow a beginner to understand how to
use it and what effect it can create.

Mastery and manipulation of light is the
most demanding skill in any cameraman's
arsenal. With the help of this knowledge,
the artist will be able to create an image
emphasizing the director's intention, the
character of the main character, will be
able to convey his emotional state, etc.
The cameraman is the eyes of the viewer
and it is he who visualizes the story.

Medvedieva, A, Rosliakova, O. Peculiarities of Using Lighting
in the Process of Film Shooting



BicHMK KMIBCBKOrO HaUOHaNbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepid: AynioBidyanbHe MUCTELITBO | BUPOBHULITBO 2023+ 6(2) - c.252-262

CMUCOK BIBJTIOrPA®IYHUX MOCUJTIAHDb

AnekcaHppos, [, 1976. Srnoxa kuHo. MockBa: [Monutusgar.

ApucTapko, I, 1966. UcTopusi Teopuii knHo. MockBa: IckyccTBO.

BaseH, A., 1972. Yro Takoe KuHo? MockBa: NckyccTBo.

BproxoBeLbka, J1., 2011. KiHomucteytBo. Kuis: Jloroc.

l'eHHap, M., 2016. CBiT/O sik ecTeTUYHMI chakTop Y KiHemaTorpadi. HaykoBuii BicHk Kuiscbkoro
HayioHa/IbHOro YHIBEpCUTETY TeaTpy, KiHO i Tene6ayeHHs iMeHi |. K. KapneHka-Kaporo, 18,¢.99-103.
lonosHa, A.Ll., 1965. MactepcTBO KMHOOMepaTopa. MockBa: ickyccTBo.

[enntok, J1., 1924. ®otoreHus. NMepesopg T.N. CopoknHa. MockBa: HoBble Bexu.

[biko, J1.MN. v FonosHA, A. ., 1962. ®otokomnosuymns. MockBa: UckyccTso.

Obiko, J1.M., 1977. beceab! o poTomacTepcTBe. Mocksa: MickyccTBo.

Kpakayep, 3., 2009. Big Kanirapi go litnepa - ncuxosoriyHa icTopisi HiMeybKoro kiHa. Nepeknag
3 HiMeubKoT |. AHAapyLLeHKa. Kuis: MpaHi-T.

JNlot™man, 0. Ta LUnesH, 10., 1994. [lnanor ¢ skpaHoM. TannuH: AnekcaHgpa.

Capynb, X., 1961. Bceobwjas muctopus kumHo. MockBa: MckyccTBo. T.3. KuHO cTaHoBMTCA
uckycctsom 1914-1920.

Tprochho, d., 1987. Tprogpdo o Tproppo. dunbmbl Moeli xu3Hu. MockBa: Pagyra. dopecTbe,
J1.T1., 1945. Besimkuii HeMo#: BOoCrioMmnHaHus kKnHoorepatopa. MockBa: lockmHomnsgar.

Brown, B., 2011. Cinematography: Theory and Practice: Image Making for Cinematographers and
Directors. 2nd ed. Waltham: Focal Press. Vol. 1.

Deleuze, G.,1986. Cinema 1: The Movement-Image. Translated by H. Tomlinson and B. Habberjam.
Minneapolis: University of Minnesota Press.

Hunter, F, Biver, S. and Fuqua, P, 2011. Light Science & Magic: An Introduction to Photographic
Lighting. 4th ed. Waltham: Focal Press.

Itten, J., 1975. Design and Form: The Basic Course at the Bauhaus and Later. New York: Wiley.
Kilpatrick, D., 1984. Light and Lighting. London: Focal Press

Kovsh, 0. and Dziuba, M., 2022. Symbolism of Color in Cinema. Bulletin of Kyiv National University
of Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 5(2), pp.207-215. https://
doi.org/10.31866/2617-2674.5.2.2022.269532

Parkinson, D., 1996. History of Film (World of Art). London: Thames & Hudson.

Timlin, E., Didenko, M. and Savchin,V., 2022. The Role of Cameraman in the Shooting of
Commercials. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 5(2), pp.216-223. https://doi.org/10.31866/2617-2674.5.2.2022.269536

REFERENCES

Aleksandrov, G., 1976. Epokha kino [The Age of Cinema]. Moscow: Politizdat.

Aristarko, G., 1966. Istoriia teorii kino [A History of Film Theories]. Moscow: Iskusstvo.

Bazen, A., 1972. Chto takoe Kino? [What is Cinema?]. Moscow: Iskusstvo.

Briukhovetska, L., 2011. Kinomystetstvo [Film art]. Kyiv: Lohos.

Brown, B., 2011. Cinematography: Theory and Practice: Image Making for Cinematographers and
Directors. 2nd ed. Waltham: Focal Press. Vol. 1.

Deleuze, G.,1986. Cinema 1: The Movement-Image. Translated by H. Tomlinson and B. Habberjam.
Minneapolis: University of Minnesota Press.

ISSN 2617-2674 (Print), Mengenera, A, Pocnskosa, O. OcO6MBOCTI BUKOPUCTaHHSA OCBIT/IEHHS
ISSN 2617-4049 (Online) B NPOLIEC 3MOMKM KIHODINEMY



Bulletin of Kyiv National University of Culture and Arts.
Series in Audiovisual Arts and Production 2023+ 6(2) - pp.252-262

Delluc, L., 1924. Fotogeniia [Photogenia). Translation by T.I. Sorokina. Moscow: Novye vekhi.
Dyko, L.P. and Golovnya, A.D., 1962. Fotokompozitciia [Photocomposition]. Moscow: Iskusstvo.
Dyko, L.P, 1977. Besedy o fotomasterstve [Conversations about photographic craftsmanship].
Moscow: Iskusstvo.

Forestier, L.P, 1945. Velikii nemoi: vospominaniia kinooperatora [The Great Silent: Memoirs of
a Cinematographer]. Moscow: Goskinoizdat.

Gennar, M., 2016. Svitlo yak estetychnyi faktor u kinematohrafi [Light as an aesthetic factor
in cinematography]. Academic Bulletin of Kyiv National Karpenko-Karyi University of Theatre,
Cinema and Television, 18, pp.99-103.

Golovnya, A.D., 1965. Masterstvo kinooperatora [The skill of a cinematographer]. Moscow:
Iskusstvo.

Hunter, F, Biver, S. and Fuqua, P, 2011. Light Science & Magic: An Introduction to Photographic
Lighting. 4th ed. Waltham: Focal Press.

Itten, J., 1975. Design and Form: The Basic Course at the Bauhaus and Later. New York: Wiley.
Kilpatrick, D., 1984. Light and Lighting. London: Focal Press.

Kovsh, 0. and Dziuba, M., 2022. Symbolism of Color in Cinema. Bulletin of Kyiv National University
of Culture and Arts. Series in Audiovisual Art and Production, [e-journal] 5(2), pp.207-215. https://
doi.org/10.31866/2617-2674.5.2.2022.269532

Krakauer,Z., 2009. Vid Kaligari do Hitlera - psykholohichna istoriia nimetskoho kina [From
Caligari to Hitler - a psychological history of German cinema]. Translated from the German by
I. Andrushchenko. Kyiv: Hrani-T.

Lotman, lu. and Tcivian, lu., 1994. Dialog s ekranom [Dialogue with the screen]. Tallin: Aleksandra.
Parkinson, D., 1996. History of Film (World of Art). London: Thames & Hudson.

Sadul, Zh., 1961. Vseobshchaia istoriia kino [General history of cinema]. Moscow: Iskusstvo.
Vol. 3. Kino stano-vitsia iskusstvom 1914-1920 [Cinema becomes art 1914-1920].

Timlin, E., Didenko, M., and Savchin, V., 2022. The Role of Cameraman in the Shooting of
Commercials. Bulletin of Kyiv National University of Culture and Arts. Series in Audiovisual Art and
Production, [e-journal] 5(2), pp.216-223. https://doi.org/10.31866/2617-2674.5.2.2022.269536
Truffaut, F,, 1987. Triuffo o Triuffo. Filmy moei zhizni [Truffaut on Truffaut. Movies of my life].
Moscow: Raduga.

ISSN 2617-2674 (Print), Medvedieva, A, Rosliakova, O. Peculiarities of Using Lighting
ISSN 2617-4049 (Online)  in the Process of Film Shooting



BicHWK KMIBCBKOrO HaUiOHanbHOro YHIBERCUTETY KYNbTYPN | MACTELITB.
Cepid: AynioBidyanbHe MUCTELITBO | BUPOOHULITBO 2023+ 6(2) - c.252-262

O0COBJINBOCTI BUKOPUCTAHHSA OCBIT/IEHHA
B MPOLLECI 3UOMKU KIHO®DIJIbMY

Anna MegBepeBa'?, Onekcangpa PocnsakoBa?

"kaHAnAaT MUCTELTBO3HABCTBA, 4OLEHT;

e-mail: aamedvedeva@i.ua; ORCID: 0000-0003-1422-7743

2 maricTp ayAioBi3ya/lbHOro MUCTeLTBa Ta BUPOOHNLTBA;

e-mail: sahasm46@gmail.com; ORCID: 0000-0003-3726-9858

@ KuiBcbKuii HayioHalbHWUI yHiBepCcUTET KynbTypu i MucTelyTs, Kuis, YkpaiHa
bKuiscbkuii yHiBepcuTeT KynbTypu, KuiB, YkpaiHa

AHoTauis

MeTa cTaTTi — npoaHanisyBaTu posfib OCBITNIEHHSI B MNpoLeci 3WOMKM KiHOMDiNbMYy Ta OKpeciuTu
OCHOBHI acrnekTW BMJUBY LLOA0 SIKOCTi CTBOPEHHSI KiHO300paXeHHsi. BCTaHOBUTU posib BUKOPUCTaHHS
PiBHOMaHITHUX [XXepen OCBIT/EHHSI Mif, YaCc CTBOPEHHS ayAioBi3yanbHOro npoaykKTy. BuokpemuTu
ocobnuBocTi poboTU 3 PI3HOMAHITHUM OCBITNIEHHSAIM. [loBeCTU BaX/MBICTb YMIHHA KOPUCTyBaTUCb
[Xepenamu CBiTNa B HaTYPHUX | NaBiNIbMOHHMX NOKaLifax. BUSHAUMTU OCHOBHI YMHHUKM, SIKi BNIUBAKOTb
Ha sIKiICTb CTBOPEHHS Bi3yasnbHOro Matepiany. Metogu pgocnigeHHs. bynu 3acTocoBaHi Taki MeToau:
TEOpEeTUYHUI — aHani3 KiHoMiNbMIB, HayKoBUX Ny6nikaui 3 TeMU JOCHIAXEHHS; y3arafbHEHHS — BMIUB
OCBIT/IEHHSAI Ha fAKICTb Bi3yaNnbHOro MaTtepiany; BU3HAaUYeHHs] B3aeMo3anexHocTi (CBiTna, Yyacy nobu Ta
[ONOMIXHUX MpeaMEeTIB, IKi BNIMBAKOTb HAa CTBOPEHHS KaApy); eMMipUYHMIN — cucTeMaTU3aLlifa BAacHOMo
[OCBifly, BUSHAYEeHHA B3aEMOBIIMBY OCBIT/IEHHA Ta SIKOCTi BidyasibHOro mMartepiany. HaykoBa HoBU3Ha.
Yreplle npoaHasnisoBaHO CKafHWUKK, sIKi BMAWBalOTb Ha SIKICTb CTBOPEHHS Bi3yaslbHOro 306paXeHHs;
npoBefeHO AeTanbHW aHanis B3aeMO3asieXXHOCTi Yacy [o6M Ta OCBIT/IeHHS B HATYpHUX yMoBaX, fKi
POPMYIOTb CXEMY OCBIT/IEHHS!; 32 [ONOMOIOK TEOPETUYHOrO aHanidy KiHOMiNbMiB BUSHAYEHO YMHHUKMU,
AKi BMAMBaKOTb Ha SKICTb Bi3yasbHOro Matepiany. BucHoBku. Y cTaTTi npoaHanisoBaHO OCHOBHI
NpUNOMK OnepaTopcbKoi poboTU B MpoLIECi CTBOPEHHS ayAioBi3yasbHUX TBOPIB. PO3rNAHYTO MOHATTSA
KOMMO3ULii Kafpy Ta MalUCTepHOCTI Nepefayi eMoLiiHOro cTaHy. JleTanbHO po3rfisiHyTO BUKOPUCTaHHS
PISHOMaHITHUX [)Xepen OCBITAEHHA Ha NPUPOAHMX | LITYYHMX mnoKauisx. [PyHTylouMcb Ha aHanisi
ayfioBidyanbHUX NPOAYKTIB NPOBIAHUX MaNCTPIiB, OBEAEHO BaXJIMBICTb YMiIHHS BUKOPUCTAHHSA Pi3HUX
TUNIB p)kepen ocBiTneHHsA. CcopmoBaHo nepenik cneundiyHmx ocobsMBOCTEN BUKOPUCTAHHSI Pi3HUX
TUMNIB OCBIT/IEHHA Ta OKPECNEeHO KJIOYOBI YMHHUKK, AKi MatoTb MPAMUNA BIJIMB Ha SIKICTb CTBOPEHHSA
ayfioBisyanbHOro TBOpY.
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