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FILM FAME AS A TOOL FOR EXPRESSING MEANING IN FILM

Abstract. The purpose of this article is to investigate the influence of film frame on the perception and
interpretation of meaning by viewers on the screen. The author attempts to analyze the role of frame in
cinematography to shape meaning and emotionally affect the audience. Shedding light on the technical and
aesthetic aspects of cinematographic art, such as the selection of angles, frame composition, lighting, and other
elements, influences the perception and interpretation of the plot, creating profound and memorable visual
images. This work explores how the frame is a crucial instrument in constructing meaning in cinema and
significantly influences the viewer’s perception of the cinematographic work. The main directions and ideas
of the research include: Examining specific filming techniques such as framing, composition, lighting, colour
palette, and shooting techniques, and their influence on conveying meaning and emotional charge of scenes and
analyzing how specific filming techniques can affect the viewer’s emotional state and their perception of events
or characters; Investigating the ability of the frame to convey information through symbolism, associations,
metaphors, and other hidden and indirect means; Studying how the choice of frames and visual techniques
influences the interpretation of meaning, character development, and plot progression; Analyzing the role and
importance of film frame in shaping the meaning of a film and providing readers with a deeper understanding
of the impact of visual aspects on the perception and interpretation of the movie.
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Kunemarorpadusbik KaJp — KHHO MaFbIHACHIH OLIIIPY KypaJjbl peTiHae

Anoamna. Byn MaxanmaHbIH MakcaThl - KHHEMartorpaQusuIblK KaJIpAblH KepepMeHIEepIiH SKpaHzaa
OOJIBIIT KaTKaH OKHFaJap/blH MarbIHACHIH KaObUIIAaybl MEH TYCIHIIpYiHE acepiH 3epTTey OOJbIN TaObuIa bl
Kunemarorpadusigarsl KaJapabslH PejliH KepepMeHre MarblHa MEH SMOIMOHAIIBI acep €Ty Kypajbl peTiHje
KapacThIPbULIBL. Pakypcrapisl Tannay, KaapiblK KOMITO3HIMS, JKapblK KOO JKoHe 0acka CIOKEeTTI KaObuiaay
MEH TYCIHJIIpyTe aCep eTeTiH IEMEHTTEP CUSKTHI KHHOOIIEPATOPJIBIK OHEPAiH TEXHUKAJIBIK )KOHE ICTETHKAIIBIK
aCIIeKTIJIepiH MalaanaHa OTHIPBIN, TEPEH JKOHE eCTe KalapiblK BH3yalasl OeifHenep jxacaabl. by skymsic
KaJIpJbIH KUHOHBIH MAarbIHACHIH KYPYABIH HETI3Ti Kypaybl OOJBIN TaOBLIATHIHABIFBIH JKOHE KOPEpMEHHIH
KHHeMaTorpausIIbIK IIbIFapMaHbl KaOblIIaybIHA alTapIIbIKTal acep eTeTiHIIrH 3epTTeiini. 3epTTey/IiH Heri3ri
OarbITTapbl MEH HesUIapbIHA MBIHAIAp KaTanbl: Kaapiay, KOMITO3HIMs, KaphlK KOO, TYCTEp MaIUTPACHI KOHE
TYcCipy TEXHHUKACHI, OJapAbIH KOPIHICTEPIiH MaFbIHACKI MEH SMOIMOHAIIBI 3apsIIbIH JKETKI3yTre acepi CHUSIKTHI
KWHOHBIH CIIeIM(UKAIBIK KypalaapblH KapacTelpy. benrini 6ip knHeMaTorpadusiblK icTep KOpepMEeHHIH
SMOLMOHAJIbI JKaFNalibIHA JKOHE ONapJIbIH OKHFajapibl HeMece Kelinmkeprepai KaObuinayblHa Kallail ocep
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eTeTiHiH Tayjay. KagpablH cuMBomM3M, acconmaius, mMeradopa jkoHe 0acka Jia JKAChIPbIH JKOHE JKaHama
KypaiJap apKbuibl aknapar oepy kaoinerin 3eprrey. Kaapnap MeH Bu3yanabl Kypajaiapibl TaHJaybl MarblHa
HHTEpIpeTalnsIChIHA, KeHINKepIepaiH MiHe31 )KoHe CIOKETTIH AaMyblHa Kanail acep ereTiHiH 3eprrey. KuHo
TYBIH/IBICBIHBIH MAaFbIHACBIH KaJbINTACTBIPYAFbl KHHEMATOTpAa(UsIIbIK KaAPAbIH POl MEH MaHbI3IAbUIBIFBIH
Tanaay oHe OKbIpMaHaapra (GuibMIai KaObUIgay MeH TYCIHAIpYre BHU3yal/ibl acHeKTUIepIiH ocepi Typalsl
TepeHipeK TYCiHiK Oepy.

Anzoic: Makana Kaszakcran PecryOnukaceiHbiH FhUIbIM KOHE KOFaprbl OLMiM MHUHHCTPIIri FhutbiM
KOMHTETIHIH TPAaHTTHIK KapXKbUIaHABIPY *x00a asichina xa3puiasl (rpant NeAP19680192).

Kinm co30ep: xanp, KuHoomeparop, KuHeMaTtorpad, KMHO Keifinkep, THHAMUKAIIBIK KaJpiaap, KOMITO3HIHS,
MOHTaX/IBIK KaJpiap.

I Acnanouspkoizer’, I T. Kymaceumoea’
Kasaxckas nayuonanvhas akaoemus xopeoepapuu, Acmana, Kazaxcman
E-mail: ‘aspandiyar.moviekz@mail.ru, *gulnara_ili@mail.ru
ORCID: '0009-0004-9146-5651, 20000-0003-0478-3164

Kunemarorpadpuyeckuii Kaap Kak MHCTPYMEHT BbIPA’KEHUS CMbICJIA B KHHO

Annomayus. Llenb JaHHOTO MCCIIEIOBAHMS 3aKIII0YACTCS B aHAIN3E BO3/ICHCTBHS BU3yalIbHBIX aCIIEKTOB Ha
BOCIPHSATHE U TOIKOBAHUE 3PUTEIIEM COJIEPIKAHUS KHHEMATOrpaduueckoro mpou3seieHus. TuaTenbHslil pa3dop
GyHKIMH Kaapa B KMHEMaTorpaduu Kak CpeicTBa (OPMUPOBAHUS CMBICIA U HMOLMOHAIBHOTO BO3/ICHCTBUSA
Ha ayAUTOpUI0. TeXHUYECKHE U 3CTETHYECKUE SIIEMEHThI KHHOOIIEPATOPCKOIO MacTepCTBa, TAKUE KaK BHIOOD
PaKypcoB, KOMITO3UIMS KaJpa, OCBEILICHNUE U APYTHE, U UX BO3/ICHCTBHE Ha BOCIIPUATHE U TPAKTOBKY CIOXKETa,
CO3/1aBasi YHUKAJIbHbIC M 3alIOMHHAIOIINECs BU3yabHbIe 00pa3bl. DTa paboTa MCCIeayeT, KaK Kaap sBIsAeTCs
KJIIOYEBBIM MHCTPYMEHTOM B IOCTPOCHHMH CMbIC/IA B KHHO 1 OKa3bIBAaeT 3HAYMTEILHOE BIUSHIE HAa BOCIIPUSATHE
3puTeneM KnuHemarorpaduueckoro npousseieHus. OCHOBHbIE HANIPABICHUS M UJICH UCCIIEIOBAHUS BKIFOYAIOT:
PaccMoTpenue criennduuecknx cpecTB KHHO, TAKUX KaK KaJpUpOBaHUE, KOMIIO3MIIMS, OCBEICHHE, [IBETOBAs
MAJUTPa U TEXHHKA ChEMKM, MX BIMSHHE Ha Mepelady CMBICIA W MOIMOHAIBHOTO 3apsia CIeH. AHauu3
BIIUSIHHS Pa3JIMYHBIX KHHEMATOTpaMueCKUX TEXHUK HAa SMOLMOHAIBHOE COCTOSHUE 3PUTEIIS M MX BO3/ACICTBIE
Ha BOCHPHATHE COOBITHH WM NepcoHaxel. MccaenoBanue criocoOHOCTH KajJpa IepeiaBaTh HHPOPMALHUIO
4yepe3 CHMBOJMKY, acCOLMAaIuK, Meradopbl M JpyrHe CKpBITBIC M HENpsMble CcpeacTBa. AHAIUTHKA
BO3/ICHCTBHUS BBIOOPA KaJpPOB M BU3yaJIbHBIX NMPHEMOB Ha TOJIKOBAHHE CMBICIA, XapaKTEPOB TEPCOHAKEH M
X071 clokera. PaccMoTpeHne poin M 3HaYMMOCTH KMHEMaTorpauueckoro kajapa B (OPMHPOBAHUM CMBICIA
B KHHOIPOM3BEJICHHN C LEJIbI0 MPEIOCTAaBICHUS 3pHUTENsAM Oojiee NIyOOKOTO IOHMMAHHs BO3ICHCTBUSA
BU3YaJIbHBIX aCIIEKTOB Ha TOJIKOBAHHE U MHTEPIPETALUIO (HHIbMA.

FBnazooapnocmu: Cratbs TNOATOTOBICHA B pPaMKaxX TIPaHTOBOrO (MHAHCHPOBAHHS TIPU TOAJCPIKKE
Komurera nayxn MunucrepcrBa Hayku u Boicuiero oopasosanus PK (rpant NeAP 19680192).

Knroueevie cnosa: xanp, KWHOONEpaTop, KNHEMATorpad), KHHOrepoi, JAUHAMUYHBIC KaJpbl, KOMIIO3UIIHS,
MOHTa)KHBIE KaJIpbI.

1. Introduction

Cinematography is a remarkable invention that has had a colossal impact on shaping
the worldview of individuals in the 20th century. Thanks to scholars and inventors
such as Plato, Reynaud, Edison, Mare, Newbridge, Demeny, and the Lumiére brothers,
cinema has become a new means of expressing the thoughts of humanity as a whole.
Cinema is a progressive form of art, using many scientific innovations and discoveries
during its production. This art form has elevated the degree and quality of the impact of
cinematography on forming the ideological and moral image of individuals - builders of a
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new society. Cinematography should be considered as a logical stage in the history of the
spiritual life of humanity. In contemporary culture, cinema is one of the dominant forms of
art, exerting a phenomenal influence on socio-cultural processes worldwide. The choice of
the topic for the article is justified not only by a broad interest in cinematography but also by
the necessity for a profound understanding of how visual elements affect the perception and
interpretation of films. The relevance of the film frame as a tool for expressing meaning is
crucial, as it allows for a deeper comprehension of how films shape meaning and influence
the viewer. The visual aspect of cinematography plays a pivotal role in communicating
with the audience, as the film frame, with its unique visual components, becomes a means
of conveying meaning and emotions.

What is Contemporary Screen Culture? It encompasses not only cinema but also
television, video, and, of course, internet platforms. It is widely acknowledged that in the
20th and 21st centuries, audiovisual communication has significantly surpassed printed
words, and screen-based art forms have replaced traditional varieties of art. Drawing upon
the rich experiences of literature, theatre, painting, and music, cinema has evolved into a
distinct form of screen creativity, endowed with the characteristics of «visible literaturey,
«moving painting», and «colour music». As A.D. Golovnya articulated in his book «The
Artistry of the Cinematographer», «Cinema is the only one among all visual arts that have
the ability to convey emotion» (Golovnya, 1965:4). Indeed, through the screen, using
the movement of images, cinema can depict human reality and imagination. Cinema has
fulfilled the dual need of both the artist and the spectator for a synthetic form of creativity,
enhancing the expressive potential of visual representation and intensifying the societal
resonance of artistic endeavours.

Approaches to creating cinematic frames are evolving with the emergence of new
technologies and trends in cinematography, including the use of digital technologies.
The relevance of the research problem lies in exploring how these technological changes
impact the visual expression of meaning. The purpose of the research is to analyze and
comprehend the methods employed by directors and cinematographers to transform each
film frame into more than just a visual backdrop but a fully-fledged means of expression
and communication of meaning. Throughout the study, attention will be directed towards
aspects such as frame format, composition, shot types, and camera movement, examining
their influence on the emotional and cognitive facets of perceiving cinematic works and the
overall reception of the film.

2. Methods and materials

2.1 Methods

Numerous works have been dedicated to analyzing films in the world of cinema. The
philosopher Gilles Deleuze had a unique perspective on cinema that set him apart from
other renowned French intellectuals. He was among the few who tried to express abstract
ideas through the use of visual storytelling in films. Gilles Deleuze analyzed cinema
meticulously, exploring it from diverse perspectives, including philosophical viewpoints
and structural intricacies. Deleuze’s approach entails not a cinematic study but rather a
philosophical exploration of the phenomenon of cinematography. «The frame forms a
multiplicity, consisting of a large number of parts, that is, elements that enter into subsets.

Ne2, 83 vol, 2024 | "Keruen” M.O. Auezov Institute of Literature and Art 299



"KepyeH" Fol1bimu dicypHaavt Ne2, 83-mom, 2024 ISSN: 2078-8134 [ elSSN: 2790-7066

They can be meticulously counted. Obviously, these parts themselves are present in the
image» (Deleuze, 2012: 27). Theoretically, he «deconstructed» cinema, scrutinizing it from
different angles. In his works, Deleuze conveyed that the dynamism of cinema is based on
the frame’s ability to separate and unite different spaces. The primary research problems in
the article revolve around the possibility of substantiating that, through carefully composed
«correct» frames smoothly transitioning into shots and subsequently into episodes, cinema
could convey the dimension of time and atmosphere through the screen.

Systematic-comparative and analytical methods were used while researching the topic
of the scientific article. The works of renowned domestic and foreign film scholars were
consulted to enrich the analytical framework.

The key methods used in the conducted research include:

- Frame Composition Analysis Method: The impact of element placement within the
frame (composition) on information perception was investigated. Proportions, balance, and
viewpoint selection were analyzed, uncovering compositional decisions that contribute to
the expression of meaning.

- Frame Syntactic Analysis Method: A systematic examination of structural elements
within the frame and their interactions was conducted to reveal and analyze the semantic
structure of the film frame. The analysis delved into how various components of the visual
scene interact to convey ideas, emotions, and information.

- Camera Movement Analysis Method: An analysis of camera movement in the context
of expressing meaning was undertaken. Dynamic aspects of the film frame, such as panning,
editing, and camera movement, were explored, along with their influence on perception
and the conveyance of meaning.

2.2 Material description

How does the film director utilize basic visual techniques «to communicate» the feelings
of the film character? Numerous films exist without colour, sound, actors, or even plots.
The only indispensable element in films is the image (moving picture). The image, confined
within the frames we see on the screen, is the frame we will discuss in this article. It is
typically rectangular. The pioneers of cinematography chose this form precisely because it
was familiar to viewers accustomed to painted canvases. Moreover, this rectangle closely
resembles the human field of view. In fact, it is not a standard rectangle but slightly rounded
at the edges. However, it is closer to the field of view than a circle or a triangle. Film
directors can use additional intra-frame borders; this tool helps depict the character from a
subjective perspective (through the eyes of the film character).

Film directors use various formats that are tailored to different genres in the world of
cinema. The widescreen format is characteristic of epic productions featuring extensive
crowds. Films from the era of «silent filmy» adhered to a 4:3 aspect ratio. Internet platforms
and television adhere to the standard 16:9 ratio. Presently, film directors have the flexibility
to choose the aspect ratio based on the imagination of cinematographers or the idea they
aim to convey to the audience. For historical films, filmmakers opt for frame ratios accepted
during specific periods. For instance, in the 1960s, films were shot in widescreen format,
now perceived as «cinematicy, while television adopted a different standard. The shift in
aspect ratio may accompany changes in historical eras, as we subconsciously perceive 4:3
frames as retro.
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These techniques serve artistic objectives, enhancing the portrayal of the protagonist’s
emotions and the overall film atmosphere. Taking the battle scene in the film «War and
Peace. Film 3. 1812» (directed by S. Bondarchuk, 1965-1967) as an example, trimming
half of the frame reduces the grandeur of the battle, redirecting the viewer’s focus from the
war to the main character, Pierre Bezukhov, and his perspective on the conflict. The use of
a wide format in such scenes intentionally captures the full scale of the scene.

If filmmakers aim to depict a character’s emotions, a large empty space on the sides
hinders the viewer from «perceiving» the character and their emotions. Conversely, to
engage with a character and sense their soul in a frame, the empty space on the sides is
eliminated, and a close-up of the character is shown. This technique is exemplified in the
film «War and Peace. Film 2. Natasha Rostova» (directed by S. Bondarchuk, 1966): the
scene where the heroine Natasha Rostova engages in a compelling dialogue, emotionally
expressing her feelings. This approach compels any viewer to embrace the atmosphere
created by the film directors and the character within it. When the film director wants to
convey a character’s internal emptiness without words, as seen in the series «Sherlock»
(2010), a frame with a lonely Sherlock, originally in a small square on the side, is indicative.
This allows the viewer to understand his sadness. It is an effective technique for conveying
the character’s psychology. Narrowing the frame is necessary for the viewer to focus on
the character’s emotions. However, the use of such shooting methods may not always be
advantageous; on the contrary, square frames can convey a sense of confinement, and a
spatially small square does not allow «to take a breathy. It is essential to skillfully use the
frame format according to film principles.

The first rule pertains to the fact that in cinema, there are four compositional types of
montage frames:

1. Static frames (when both the camera and the object are stationary)

2. Static frames with the movement of the depicted object (a stationary camera)

3. Dynamic frames, where only the camera moves

4. Dynamic frames with movement within

The cinematographer uses static frames to convey the image most objectively. They
choose the camera’s placement, define its «field of view», and consider potential camera
movements, which impact the viewer’s emotions. A static frame is a proscenium; the action
unfolds like a theatrical performance, with the viewer positioned as an external observer.
This sensation intensifies when there is minimal movement in the frame, employing
classical compositions. By utilizing such techniques, the cinematographer decides what to
reveal to the viewer and what to conceal.

Dynamic frames are crafted through camera movement. The cinematographer employs
foreground focus, directing attention to a specific foreground element (be it a character
or object), aiding the viewer in experiencing spatial dimensions. Regarding dynamic
frames, D. Kuznetsov wrote in the book «The Language of Cinema: How to Understand
Cinema and Enjoy Watching It»: «One way or another, the resulting jerky frames (there
were no stabilization systems in those years) markedly differed in their internal energy
from frames shot with a static apparatus» (Kuznetsov, 2019: 58). Indeed, these frames
possess their own «internal energy», characterized by dynamism and easily perceived by

Ne2, 83 vol, 2024 | "Keruen” M.O. Auezov Institute of Literature and Art 301



"KepyeH" Fol1bimu dicypHaavt Ne2, 83-mom, 2024 ISSN: 2078-8134 [ elSSN: 2790-7066

the viewer. The cinematographer adopts a «live» shooting style from the shoulder, a superb
technique for infusing vitality into frames, creating dynamism. All these methods allow the
viewer to «breathe» with these frames (e.g., «The Conformisty, directed by B. Bertolucci).
Dynamic frames with internal movement employ techniques such as wind effects (with
papers, leaves, or even bags flying in the frame), smoke effects for atmosphere, and overall
dynamics. The movement of crowds, with a stream of people directly entering the frame,
generates mass action.

In the context of the article, within the scope of research on the composition of film
frames, particular significance is attributed to the works of various international, Russian,
and domestic film scholars. The contributions of G. Abikeeva, A. Bazen, B. Balash,
S. Eisenstein, Z. Krakauer, Yu. Lotman, N. Milev, G. Mursalimova, N. Mukusheva,
B.Nogerbek, I. Smailova, E. Teplits, S. Fraylikh and hold noteworthy importance.

In his work «Art and Visual Perception», Arnheim R. examines how viewers perceive and
interpret visual elements in cinema. It is essential to understand how the film frame affects
viewers on a perceptual level. These studies form a fundamental basis for comprehending
how the film frame functions as a tool for expressing meaning in cinema, encompassing
theoretical concepts to practical investigations of visual strategies in cinema.

3. Discussion

The term «frame» has a secondary meaning. It refers to a continuous segment of a
film, encompassing fragments from the activation of the camera to its deactivation. In the
movie «The Godfather» (directed by Francis Ford Coppola, 1972), when analyzing the
dialogue between Don Corleone and Sollozzo, we observe the cinematographer depicting
one conversing character in a frame. Subsequently, the frame changes, revealing the second
interlocutor. The transition from one image to the next is referred to as a «Cut». In the era
when films were shot on film stock, different frames were literally spliced together. In his
book «Semiotics of Cinema and Issues of Film Aesthetics», Yuri Lotman wrote: «Any
image with spatial extension in real life can be constructed in cinema as a temporal chain,
breaking it down into frames and arranging them sequentially» (Lotman, 1965: 19). It is
from this crucial sequence of frames that film is born.

A frame can vary in length, it can be short, or it can change rapidly every second. Lengthy
frames can convey the tranquillity of a film character in one scene and their anxiety or
excitement in situations with rapidly changing frames. This phenomenon is known as fast
editing, where frames switch rapidly. Dynamic frames are employed in scenes of fights and
battles. Prolonged scenes without frame changes compel the audience to monitor the events
on the screen closely. This technique is sometimes utilized to make the viewer experience
a sense of discomfort or emptiness. By extending these same frames, the author provides
an opportunity for the audience to feel the sadness and desolation of the film character.
Gradually reducing the length of frames can build up tension, which will effectively resolve
in the finale. This technique is employed in horror films, where there is initially a false
calm, followed by the abrupt appearance of a monster. It is referred to as a «jump scarey.
In Western genre films, this method is very frequently used.

Cinema adheres to its own set of rules regarding using meticulously crafted frames.
Films are constructed from frames with the intention of captivating or intriguing the
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audience from the very beginning; authors must skillfully attract visual attention. Initiating
with a compelling frame is imperative. In films, the first frame always holds significance
as it aids in understanding where and when the action unfolds or provides insight into the
main plot’s central mystery. In any case, it is vitally essential for narrative demonstration.
The inaugural frame of a film should be as enticing as possible. The film’s atmosphere
can be conveyed through the initial frame, seamlessly transitioning into the narrative. The
audience is unlikely to forget a genuinely powerful beginning for a considerable duration,
as emphasized by cinematographer Levan Paatashvili in his book «Half a Century by
the Wall of Leonardo»: «The first shot sets the tone for everything else. Despite feeling
quite confident during the shoot, the first frame always triggers panic: What if I can’t?»
(Paatashvili, 2006: 112). If the first frame leaves an impression, it remains ingrained in
memory throughout the entire film, or perhaps even forever. It serves as a cinematic tactic
for establishing a connection with the audience; from the initial frames, filmmakers can
surprise, frighten, or entirely captivate the audience’s interest.

How can one captivate the audience’s attention from the start? Through an introduction
to the characters. Displaying the main character in a close-up at the very beginning is an
excellent way to transition into the core plot seamlessly. Such a decision can help avoid
numerous expositional dialogues that might label the author as an amateur. In the film
«Inside» (directed by Lewis Davis, 2012), the audience becomes acquainted with the main
character from the very first frames as he delivers his unique monologue. The extended
close-up of the protagonist Alex Delarge, where he directly and persistently gazes at
the camera, can evoke discomfort in the viewer (a similar technique can be found in the
legendary film «A Clockwork Orange» (directed by Stanley Kubrick, 1971)). This method
not only prevents the inundation of meaningless lines but also reflects the character’s nature
in the first few seconds. If a film begins with a wide or medium shot displaying the hero,
the director must preconceive their positioning, background, and lighting. These details are
crucial.

It is impossible to overlook the technique of shooting a subjective frame when it comes
to film details. What is it, and how is it used in film? A subjective frame involves capturing
shots from the character’s spatial perspective, also known as «POV — Point Of View» shots
in English. Subjective frames allow the audience «to feel» the film character’s state and
see the world through their eyes. Hence, this technique stands out as one of the most potent
visual narrative tools. However, it needs to be employed correctly in cinema. The primary
challenge with subjective frames lies in their potential to break the so-called «fourth wall
casily» (breaking the fourth wall means dismantling the boundary between the audience
and the art: surprising, frightening, and showing how artificial the boundaries of art are).
The character looking directly into the camera, especially during dialogues, can create the
sensation of the character’s gaze upon the viewer. Such gestures reveal the character’s
awareness of the audience’s presence and disrupt the sense of the reality of the unfolding
events. Therefore, caution is advised in this technique, particularly in dialogues or instances
where the camera directly interacts with the character. Nevertheless, there are cases where
subjective frames work exceptionally well, enhancing the narrative impact. For instance,
in the film «Come and See» (directed by Elem Klimov, 1985), subjective camera angles
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are used in almost all dialogues. This choice is tied to the narrative style and the director’s
conceptualization of the film. Elem Klimov aimed to depict war through the eyes of a child.
The character transforms from a child to an elderly before the viewer’s eyes. The decision
to employ subjective frames vividly highlights the character’s transformation, emotionally
impacting the audience. If these frames had been shown differently, in a more conventional
three-quarter perspective, the effect would not have been as powerful, as there would be
no direct contact between the character and the viewer. In the film «Come and See», this
technique works poignantly, precisely, and emotionally.

Furthermore, this technique is used in the film «Rear Window» (directed by Alfred
Hitchcock, 1954), where the subjective camera becomes the foundation of the visual
language. Confined to a wheelchair, the photographer, out of boredom, spies on the
windows across the courtyard and notices something suspicious. What is intriguing here is
that the viewer visually understands what the main character sees for a significant part of
the film. We receive information alongside the character, and such frames create a sense
of intimacy with the characters, prompting the audience to empathize more. At times, the
subjective perspective can be utilized as a means to intensify suspense. A notable example
is the opening scene in the film «The Batman» (directed by Matt Reeves, 2022). Here, the
viewer sees the antagonist’s subjective frame through binoculars. Heavy breathing and
peering through binoculars with musical accompaniment generate tension in the frame. The
viewer is not shown from whose perspective the subjective shot is taken, but it is clear that
this person has sinister intentions. It creates intrigue, escalating throughout the film until
the revelation of the mysterious character to the audience. In the TV series «Mindhunter»
(directed by David Fincher, 2017-2019), a similar example is present in the plot of the
second season, where FBI agents attempt to apprehend a serial killer who kidnaps and kills
children. At the beginning of the scene, the viewer sees a subjective shot in which someone
ascends the stairs and reaches a platform where children are playing. Everything seems to
suggest that this is the killer. This technique presents the antagonist’s subjective viewpoint,
and it appears clichéd. However, in this case, the author plays on this cliché¢ and reveals
to the viewer whose perspective it is. It becomes evident that it is FBI agent Smith. Such
a filming method can mislead the audience, as they might assume that this subjective shot
belongs to the killer.

When it comes to subjectivity in cinema, «The Silence of the Lambs» (directed by
Jonathan Demme, 1990) is a crucial example. This film established frames as a cornerstone
of cinematic language. Let us recall the iconic frame through night vision goggles. It is one
of the chilling frames in cinema. Here, the viewer has the opportunity to observe events
from the perspective of the killer, who sees in the darkness, while the heroine, Clarice, is
utterly helpless. This decision creates the signature «Hitchcockian suspense», where the
viewer knows more than the character, intensifying tension and emotional engagement as
the viewer likely internally urges the heroine to run or hide. This example reveals intriguing
details regarding subjectivity. Using goggles, masks, or other accessories to shoot frames
adds a unique depth to the footage. Worth noting is a scene from the film «Blonde»
(directed by Andrew Dominik, 2022): the viewer sees the protagonist putting on glasses,
transitioning from a blur to a sharp image. This decision effectively places the viewer in the
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character’s perspective because the audience literally sees and feels through the eyes of the
character. This example demonstrates how well such frames work when visually conveying
the character’s impact related to vision. A similar instance can be found in the film «Wind
River» (directed by Taylor Sheridan, 2016): The main character is sprayed with pepper
spray, and afterwards, the viewer sees her subjective perspective, visually conveying her
sensations. Such frames excel in describing emotions and aiding the viewer in experiencing
the influence of various states.

Filmmaker Emmanuel Lubezki exhibits a compelling approach to subjective frames in
his work. Within his films, one can find intriguing transitions seamlessly from an objective
point of view to a subjective one within the frame. Particularly notable is his use of such
techniques in the film «Gravity» (directed by Alfonso Cuarén, 2013), where the camera
shifts from a close-up of the heroine to her subjective perspective. This movement from
one viewpoint to another creates a captivating effect, immersing the audience profoundly
in the atmosphere. Lubezki is renowned for employing such shooting methods. In the series
«Breaking Bad» (directed by Michelle MacLaren, 2008-2013), subjective frames from the
perspective of inanimate objects are frequently encountered. These frames have become
a signature of the series, offering a different perspective on many mundane items. The
unconventional shape of these frames makes them visually intriguing. Viewers are afforded
the opportunity to perceive the world from a non-traditional standpoint, entirely altering
their perspective. In these frames, the character often gazes directly into the camera, yet
this does not induce discomfort, as it is an unconventional subjective perspective, and
formally, the «fourth wall is not breached. Through this technique, creators have the means
to emotionally engage the audience without causing unease. These are the fundamental
aspects of employing subjective frames in cinematography.

4. Results

The composition within a frame and the sequence of frames construct a pathway for
meaning formation, yet these are not the sole conditions for comprehending film. The
manner of framing the intra-frame content and integrating the frame into a sequential
series, the interplay between frames, also influences meaning. A frame, in any sense (both
as an individual frame and as a sequence defined by camera movement), constitutes one of
the levels of cinematic text construction, distinguished by substantial informativeness from
the perspective of visual aspects. In film, a frame serves not only as a technical element but
also as a means of conveying meaning, emotions, and ideas, rendering it a pivotal tool in
visual communication.

5. Conclusion

This article has examined only a small portion of the technical construction of cinema.
We have analyzed filming techniques, primarily focusing on the nuances of meaning
creation through framing. It has been clarified that a “frame” serves as the foundation for a
visually appealing image. Through appropriately utilized framing, the perspectives of shots
can portray the psychology of the film’s characters, convey the atmosphere of the depicted
setting, and signify various aspects through specific angles, close-ups, or unconventional
frame boundaries. Film creators can creatively approach even the most straightforward
visual techniques to convey the character’s feelings on screen effectively. While one can
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theoretically study filming methods, understanding these techniques necessitates watching
numerous films. Observing how successful directors apply the principles mentioned above,
including the use of depth of field and achieving balance, is crucial. Watching films enables
one to see how leading lines are practically implemented, how primary and secondary
objects are positioned, and how special techniques and backgrounds are employed to
create a fitting atmosphere. Each frame is open to diverse interpretations, rendering it a
multifaceted subject of exploration that plays a significant role in shaping meaning and
emotional impact in cinematic art. Thus, the frame constitutes the most vital and integral
element of any cinematic work, as the director can only achieve a proper understanding of
the entire picture with a well-expressed frame in piecing together the film from individual
fragments.
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