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Abstract. The growing crisis of media trust and fatigue with a standardised digital aesthetic encourage audiences
to seek out an authentic visual experience. Stop-motion animation meets this request because of its fundamental
materiality - the ability to turn the physical presence of objects into an aesthetic argument for authenticity. In
this context, materiality appears not only as a technical characteristic of time-lapse animation, but also as an
independent aesthetic category that affects the development of trust and the reduction of social distance between
the message and the viewer. The purpose of the study was to theoretically substantiate stop-motion animation as
a factor in the development of audience trust and identify artistic mechanisms of its implementation, in particular,
through narrative and cinematic means of organising the audio-visual series. The research material was an
author’s social and educational project implemented within the framework of interdisciplinary cooperation
between the Department of Visual Design and Art of the National University “Lviv Polytechnic” and the public
sector. The methodology combined contextual, structural and system, and comparative analysis with practice-
based research, which allowed integrating artistic design into the scientific plane and tracing the relationship
between the material organisation of the image, the type of narrative, and the mechanisms of trust development.
The results of the study showed that materiality in stop-motion animation functions as an aesthetic mechanism
for reducing social distance and increasing the acceptance of media messages. The correlation between the
textured organisation of the image, compositional chamber, and causally constructed narrative, implemented
through cinematic techniques (editing, framing, rhythmic organisation), which form the effect of authenticity on
the visual-plastic and emotional levels, was revealed. It was proved that the material aesthetics of stop-motion
appears as an independent artistic factor of trust, expanding the idea of the functioning of this technique beyond
its technological definition and actualising its potential in hyper-digital culture. The results obtained can be used
by designers, teachers, and developers of social and communication media projects to create visual content aimed
at increasing audience confidence in a hyper-digital environment

Keywords: audio-visual communication; multimedia; media content; animated video; animation project;
animation technique; improvement of media literacy

Suggested Citation:
Habrel, E., Shtets, V., & Leniv, Yu. (2026). Material aesthetics of stop-motion animation as a factor of trust: Narrative and

cinematic analysis of the project. Art and Design, 9(1), 116-126 doi: 10.30857/2617-0272.2026.1.10.

*Corresponding author

Copyright © The Author(s). This is an open access article distributed under the terms of the
— Creative Commons Attribution License 4.0 (https://creativecommons.org/licenses/by/4.0/)


https://artdesign.knutd.edu.ua
https://orcid.org/0000-0002-2293-6841
https://orcid.org/0000-0002-2436-762X
https://orcid.org/0009-0008-2235-9758

Habrel et al.

INTRODUCTION
In the context of the rapid spread of algorithmically
generated content and the growing lack of trust in digi-
tal media, the issue of aesthetic mechanisms for gener-
ating reliability is gaining a new research weight. The
hyper-digital environment, characterised by an excess
of standardised images and the rapid circulation of
media content, highlights the need to seek alternative
visual strategies capable of restoring a sense of phys-
ical presence and authenticity. It is in this context that
stop-motion animation (SMA) appears as a demonstra-
tive aesthetic phenomenon, whose material nature ac-
quires a communicative and trusting function.

Research in the field of educational technologies
confirms the broader aesthetic potential of SMA. Ac-
cording to M. Farrokhnia et al. (2020), the creation of
videos by students and pupils in the SMA technique
positively affects the measurement indicators of stu-
dents’ knowledge in subject-specific areas, and per-
sonal characteristics and behavioural attitudes. This
effect was achieved if the process was organised with
appropriate scaffolding - a system of temporary train-
ing support, which provides for a gradual reduction in
assistance as the student’s autonomy increases, and in
the context of the SMA includes appropriate technical
instructions, relevant examples, and leading questions.
As noted by Y. Gong (2023), the appeal of SMA lies in
its ability to “break the line between virtual and real”
through the use of material objects, so that even the il-
lusory screen world is perceived by the viewer as au-
thentic and correlated with its own reality.

The mechanisms of building trust in animation
(and in any media product in general) are the subject
of interest of many researchers. Both in the local and
global media space, there is a lack of audience trust,
and, according to observations by I. Pohrebniak et
al. (2024), this problem is only getting worse. In the
context of contemporary digitalisation, building trust
in a media product, brand, or any narrative is becom-
ing an increasingly lengthy process, which is becoming
increasingly complex due to the regular increase in the
amount of information and the increase in cognitive
load (Arnold et al.,, 2023), which once again emphasises
the importance of creating and testing a trust-building
model, which is presented in the paper.

The relevance of the analysis of the development of
trust in animation was confirmed by surveys conducted
by a number of non-governmental public organisations
and the Ministry of Culture and Strategic Communica-
tions in 2022-2025 (ZMINA, 2022; PO “Detector me-
dia”, 2025). The potential of the selected technique was
confirmed by V. Shtets & 0. Melnyk (2024), who argued
that the potential of SMA is provided by visual clarity,
emotional expressiveness, ease of perception by a wide
audience, the ability to create a special viewing atmos-
phere, and high artistic characteristics. The unique
aesthetic and communicative properties of SMA, the
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ability to convey metaphors of movement and influ-
ence the viewer’s perception through the development
of a complete visual series were considered by L. Yil-
maz (2019), analysing the application of SMA in project
tasks. International discourse close to Ukrainian reali-
ties: as noted by M. Kops et al. (2025) in a review study
synthesised based on 151 scientific publications, the ef-
fects of exposure to false information on young people
are multidimensional. These effects cover emotional
dimensions such as fear, confusion, uncertainty, stress,
and frustration, and social consequences such as the
development of distrust of institutions and feelings of
information overload. This highlights the critical need
for visual media literacy as a countermeasure against
disinformation.

The purpose of the study was the theoretical sub-
stantiation of the materiality of SMA as an aesthetic
factor of trust development and the analysis of artistic
mechanisms of its implementation through narrative
and cinematic means in the conditions of hyper-digital
culture and the identification of artistic mechanisms
for reducing the social distance between media content
and the viewer. Thus, the purpose of the study was to
confirm the phenomenon of SMA reliability in times of
military threats and at its theoretical reinterpretation
in the plane of trust aesthetics.

MATERIALS AND METHODS

The research was conducted as a case study of a specif-
ic design product, involving an analytical examination
of an individual project as a representative example. To
achieve this objective, a creative team comprising stu-
dents under the guidance of their lecturers developed
an animated short film entitled “Easy money” (Veterans’
SupportNGO “PalmsforaHero”,2025) atthe Department
of Visual Design and Artat Lviv Polytechnic National Uni-
versity. The video was developed as part of the project
“Eco. Info. Children” commissioned by the public or-
ganisation “Palms for a Hero” for demonstration at
educational and preventative lessons conducted to
warn teenagers about the threat of propaganda of the
Russian special services, including, in particular, the
recruitment of Ukrainian teenagers via the Internet to
carry out acts of sabotage and terrorism (Chop, 2025).
The methodological basis of the research was the prac-
tice-based approach, in which the creation of an ani-
mation product was considered not as an educational
process, but as a research tool that allows identifying
artistic, expressive, and communication properties of
the material aesthetics of SMA and their impact on the
development of trust in media content. The video was
developed in three stages: research, script develop-
ment, and implementation.

In order to make the video correspond to the com-
plex image of the target audience, students of the work-
ing group conducted a survey among children aged
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8-15 in the form of an open interview. The questions
were general in nature and concerned the interests and
preferences of the participants. The criteria for select-
ing respondents were school age; the survey was con-
ducted anonymously. The study followed the ethical
standards of the Declaration of Helsinki (World Medical
Association, 1964). The results of the responses were
used to develop exposure, symbolic details, and “desire
objects” in the video, so it is not necessary to present
detailed quantitative data in this case.

The script was developed using a combination of
classical drama principles and LLM tools “Chat GPT”
and “Gemini”, which were used to form plot hypoth-
eses, variants of the conflict structure, and clarify the
motivation of characters. LLM tools were not used for

other purposes. The generated materials were selected
by experts according to the criteria of narrative integri-
ty, ethical compliance, and production feasibility using
the SMA technique. The final version of the script was
created by iterative editing and author’s revision. The
Universal SMA shooting algorithm shown in Figure 1
was close to the typical video production process, and
its fixation in this paper was aimed at summarising the
stages of creating an animation product in time-lapse
technology. In the process of implementing the project,
managers avoided excessive moderation and strict re-
strictions on creative thinking, since a significant differ-
ence in age and life experience could reduce the effec-
tiveness of students’ independent work and limit their
experimental thinking.

/ 1. Pre-production (Preparation) \
- . Collection and Analysis of Development of the Distribution of Roles
L Defining the Product Goal J ( Defining the Target Audience 1 [ Reference Works J ‘ Script and Storyboard ’ ‘ within the Team ’
Objective Age Search Structure Creative / Technical
Genre Preferences Analysis Framing Responsibility alignment
Expected outcomes Viewer profile Generalization Timing Schedule organization
/ 2. Production (Shooting)
. - Adjustment of Framing and Shooting Importing Frames into the
[ Preparation of Props J [ Camera and Lighting Setup ] { Technical Parameters } ‘ According to the Storyboard Relevant Software

Characters Equipment fixation

Shooting format

Object positioning Transfer

Environment Test shots

Resolution

Incremental changes Verification

Spare details Documentation of settings

Frame rate

Use of onion skin Correction

|

/ 3. Post-production (Editing) \

( Digital Editing ] L

Color Correction J [ Application of Effects 1 ‘

Export to the

Sound Design ’ ‘ Required Format ’

Synchronization of materials

Exposure

Selection of concept

Sound effects

Rendering

Rhythm construction

Color unification

Harmonization

Musical accompaniment

Codec optimization

Creation of visual coherence

Stylization

Stylistic consistency

Scene balancing

Project archiving

|

]

Figure 1. Video production algorithm using the stop-motion animation technique

Source: compiled by the authors

The video was produced in the technique of time-
lapse cut-out animation using paper characters and
handmade decorations. Shooting was carried out in a
classroom adapted to the studio environment with a
permanently fixed camera and using the Stop-Motion
Studio mobile application (n.d.). Graphic materials and
backgrounds were prepared using the Adobe Photo-
shop 2022 editor (version 23.0; Adobe Inc., San Jose,
CA). The final editing took place in professional video
editing environments (Adobe Premiere Pro 2022 (ver-
sion 22.0; Adobe Inc., San Jose, CA, USA) and related
instruments). Officially available licensed and training
versions of the software were used. The full production
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cycle - from scenario development to final export - last-
ed four weeks. Shooting was carried out at a frequency
of 12 fps in a 1920x1080 resolution. The final file was
exported in .mp4 format with the H.264 codec. The to-
tal duration of the video was 2 minutes and 27 seconds.

In addition to the practice-based approach and
case-study format, the study used elements of narra-
tive and cinematic analysis to interpret the structure
of the audio-visual series, and comparative analysis of
relevant animation projects to typologise artistic solu-
tions. To summarise the results obtained, the method of
conceptual modelling was used, which helped to devel-
op a scheme of mechanisms for developing trust in the
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animation product. It should be noted that the pro-
posed trust development scheme was an interpretive
generalisation and did not reflect statistically con-
firmed patterns.

RESULTS AND DISCUSSION
The analysis of the narrative structure of the project in
this study was considered not as an end in itself, but
as a tool for identifying mechanisms for implementing
the material aesthetics of SMA. Since, visual and plas-
tic characteristics in SMA are inextricably linked to
the organisation of action, narrative components are
analysed through the prism of their cinematic reali-
sation, which allows tracing the interconnection be-
tween the materiality of the image and the creation of a
sense of authenticity. Thus, the analysis of the narrative

structure and cinematic techniques of the project al-
lowed considering them not as autonomous elements,
but as ways to implement the material aesthetics of
SMA, through which the effect of reliability and audi-
ence trust is formed.

Analysis of the created animation project. The
video tells the story of an ordinary schoolgirl against
the backdrop of Russia’s full-scale invasion of Ukraine,
which has been ongoing since February 2022. The girl
receives an offer of quick earnings through social net-
works, the acceptance of which leads to disastrous con-
sequences. The script consists of four key scenes, each
of which serves as a separate narrative element - ex-
position, rising action, climax, and resolution. The key
points of the plot are presented in the form of a story-
board, shown in Figure 2.

AETK1 TPOLI

4

TROI'd i1
MADTB HACAI oK ¢

Figure 2. Storyboard - representation of the script as a sequence of frames

Source: Veterans’ Support NGO “Palms for a Hero” (2025)

Exposition. The first shot shows the school as the
main scene where the action begins. The camera moves
towards the window, through which the pupils can be
seen writing an essay on the topic “What is happiness?”
during their lesson. A young schoolgirl, the main char-
acter of the video, captures the answer “I want an iP-
hone”. Her desire is shared by a friend sitting next to
her. Suddenly, a schoolgirl’s phone receives a message
with the meaning “Do you want to earn easy money?”
and an attached web link. The girl hesitates at first, and
then follows the link, which serves as a catalyst for fur-
ther events.

The scene serves as an exhibition, outlining the
spatial, social, and motivational coordinates of the sto-
ry. The generalised image of the school and the typed
interior form a recognisable everyday environment for
the school-age viewer, which facilitates viewer identifi-
cation. The neutral visual image of the main character -
without any special external features and subcultural
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markers - emphasises her ordinariness, which allows a
wide range of school-age viewers to identify with it. The
smartphone, which is a fairly typical material desire for
many teenagers, appears as a symbol of the initial mo-
tivation that is understandable to the viewer, which de-
termines the initial vector of action. According to R. Mc-
Kee (1997), the opening of the story should show the
character’s daily life before the balance is disturbed:
therefore, information is presented through actions
and objects, not explanations. A brief silence and an
emphasis on a close-up of the face capture the moment
of internal choice, marking the first transformation of
the heroine - from a passive schoolgirl to the subject of
the decision. Already in the first 30 seconds, a dramatic
tie is formed, triggering the cause-and-effect develop-
ment of events. Simultaneously, the material organi-
sation of the stage — paper scenery, flatness of objects,
and chamber composition - enhances the effect of rec-
ognition and “accessibility” of the environment, which
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reduces the distance between the viewer and the im-
age and contributes to the initial development of trust.

Rising action. The heroine continues to receive
messages from the same number where she is assigned
paid tasks and performs them: she takes photos of var-
ious official institutions - a school, a train station, and
a hospital. The moment of each image is accompanied
by a characteristic shutter sound. Each photo leads to
a material reward - the girl gets new sneakers, a bag,
and later the desired smartphone, but she never thinks
about who and why needs these photos for such mon-
ey. The stage is built in the form of a montage based
on the principle of rhythmic repetition “tasks - pho-
to - money accruals”, where minimal variations in loca-
tions and objects form a gradual increase in meaning.
Such a “repeat with variations”, according to Y. Lavand-
ier (2005), is a way of developing an action by increas-
ing the value of each subsequent step; therefore, the
mechanical reproducibility of a gesture turns it from
random to systemic. Camera clicks serve as symbols
of instant benefits, recording the process of gradual
normalisation of the action due to its repeatability. The
light, almost cheerful colour scheme of the frame con-
trasts with the minor musical accompaniment, form-
ing an audio-visual counterpoint. Such counterpoints,
according to R. McKee (1997), amplify dramatic ten-
sion through the semantic contrast between the visual
series and the soundtrack. Combined with the material
stability of the image and the repeatability of actions,
this contrast highlights the hidden contradiction of the
situation, as a result of which the image of the heroine
gradually transforms from a confused schoolgirl to a
performer of repeated automated actions. The repeat-
ability of actions is enhanced not only by the editing
structure, but also by the material constancy of objects
in the frame: the constant texture of paper elements,
and manual animation of movements create a sense
of physical presence of the process, which normalises
the actions of the heroine not only on the narrative, but
also on the perceptual level.

Climax. The girl wakes up at home and realises
that she overslept and is late for school. She hurriedly
gathers and runs to the school. On the way, she looks at
the phone and sees a few missed calls and disturbing
messages from her friends. When she almost reaches
the school, suddenly a rocket hits the school building,
which leads to instant and large-scale destruction. After
the explosion, the camera captures the burnt sheet with
her writing “I want an iPhone” flying nearby in the air
after the explosion: this shot is designed to remind the
viewer of where it all started. This scene becomes a mo-
ment of shock and the culmination of the story.

The scene dramatically changes the temporal and
emotional mode of the narrative: the everyday morn-
ing routine - waking up, rushing, driving to school - is
interrupted by a sudden catastrophic intrusion. A rock-
et strike destroys the established order of events and
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instantly reassigns the heroine’s previous seemingly in-
significant actions, giving them a tragic dimension. This
strategy of a sharp tonal break is based on the effect
of shock and perceptual destabilisation of the viewer,
when violent interference in the usual space of everyday
life creates maximum emotional tension. A similar tech-
nique, according to the observation of L. Badley (2010)
in a study of the aesthetics of Lars von Trier, is a sudden
“break” in everyday reality that forces the viewer to ex-
perience an event as a direct affective experience. The
scene becomes particularly expressive due to the mate-
rial nature of the image: the physicality of destruction
enhances the affective tone, transferring the event from
an abstract level to a tangible “real” visual experience.

Resolution. There is a funeral, during which the girl
cries, watching the process of burying her friend. The
camera first moves up to the sky, “clearing” the exposi-
tion, and then descends and shows the viewer another
school near the cemetery where the burial takes place.
The camera zooms in on one of the windows, through
which a schoolboy can be seen sitting at his desk.
The frame captures the moment when a boy receives
a message on the phone with the same meaning “Do
you want to earn easy money?”. The video ends with an
open ending and a shot with the words “Your actions
have consequences”.

The final scene is built as an emotional climax and
at the same time as a new launch of the dramatic cir-
cle. Funeral of a friend demonstrates the consequences
of previous actions - an abstract “game” with photo-
graphing objects leads to a specific human loss. The
camera, moving away from the grave and looking at
another school, expands the boundaries of a private
tragedy to the scale of a public problem. Montage goes
to a boy who gets the same message: “Do you want to
make easy money?”, creates the effect of repetition and
aclosed loop: the story does not end, but is reproduced
again. In this context, the material closeness of the final
scene and the preservation of the visibility of manu-
al animation enhance the emotional perception of the
consequences, consolidating the effect of authenticity
through the feeling of the viewer’s “presence” in the
depicted space.

This construction corresponds to the principle of
dramatic resolution, when the ending not only summa-
rises events, but also forms a new causal perspective. In
the structure of the narrative, conflict is built as a con-
trast between the attractiveness of quick material ben-
efits and the hidden threat of its consequences, which
the heroine does not realise in the course of action.
S. Field (2005) emphasised that the final act should
“give an emotional end to the story and show the out-
come of the conflict”. In this scene, the outcome of the
conflict - the loss of life - is presented as specifically as
possible, which enhances the moral and social meaning
of the narrative. The sequence of each scene and its role
as a plot component are summarised in Table 1.

Art and Design Vol. 9, No. 1



Habrel et al.

Table 1. Functional characteristics of scenes

Scene | Component Content Value
1 Exposition Offer of easy earnings Definition of the story background
2 Rising action Regular execution Emphasis of the systematic and purposeful actions of the heroine
of customer tasks
. Moment of missile strike oL o A .
3 Climax g Fixation of the clash of individual gain with collective tragedy
on the building
. Funerals and the Demonstration of the consequences and repeatability of the story as a
4 Resolution o : ;
beginning of a new story hint of the larger and more systemic nature of the problem

Source: compiled by the authors

This scenario structure works as a sequential chain
“temptation - repetition of an action - sharp tragic
consequence - generalisation of a problem through an
open ending”. This model corresponds to the classical
transformational drama according to C. Vogler (2007)
and the principles of a multi-level, cyclical narra-
tive where the ending is also a new beginning (Aron-
son, 2010). The proposed scenario allows consistently
demonstrating the potential social and emotional con-
sequences of adolescents’ unconscious interaction with
digital media, forming a context for further study of the
communicative effectiveness of SMA as an educational
and media-educational tool. According to this scenar-
io, a schematic traditional storyboard was developed,
the value of which as a creative tool in animation is
confirmed in different periods by both classical au-
thoritative sources (Thomas & Johnston, 1981; Wil-
liams, 2001) and more contemporary research.

The analysis of the developed animation project
allows identifying a number of artistic and communi-
cation mechanisms that potentially affect the develop-
ment of viewer confidence. In particular, the material
texture of objects, the compositional chamber nature of
the frame, and the consistently constructed causal nar-
rative form the effect of authenticity at the visual and
plastic level. The absence of excessive stylisation and
preservation of signs of the physical presence of objects
reduce the distance between the image and the viewer,
which is consistent with theoretical provisions on the
role of materiality in the perception of media reports.
In this context, trust appears not as a result of exter-
nal evaluation, but as a property inherent in the very
structure of the visual statement. From the standpoint
of dramatic theory, the effectiveness of this approach is
associated with the possibility of establishing the pri-
mary identification of the viewer with the character
and the absence of a communication barrier, which is a
prerequisite for emotional involvement.

Materiality as an artistic principle of SMA ani-
mation. The organisation of SMA production involves
direct frame-by-frame intervention of the animator
in physical models, scenography of the physical space
of the scene, as a result of which the texture of mate-
rials, light conditions, mechanics of manual manipula-
tion and all visible details become integral expressive
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components of the screen image and comprehensive-
ly affect the perception of the final product. The final
stages of digital editing and post-processing provide
an opportunity to adjust the structure and rhythm of
the video sequence, but in the SMA, these interventions
remain limited and time-consuming, since a significant
part of the expressive decisions is recorded directly
during time-lapse shooting. Consequently, according
to K.A. Priebe (2010), production efficiency largely
depends on the maximum accuracy of the material ob-
tained during the survey phase.

According to F. Thomas & O. Johnston (1981), the
physical limitations of shooting techniques and the
specifics of animated visual language form the need for
stylisation as a leading artistic principle, because it pro-
vides a controlled level of detail and preserves the ex-
pressiveness of the frame. Excessive texture and small
decorative elements create visual noise, disrupt the sta-
bility of time - lapse shooting, reducing the readability
of movement and silhouette - therefore, preference is
given to generalised and symbolic details that accumu-
late the semantic load of the composition. Generalised
volumes, selective detail and stylised design provide
better handling of animation and direct the viewer’s
attention to the plasticity of the gesture, enhancing the
expressiveness of movement and emotional expres-
siveness of the character.

As noted by B. Block (2021), the colour palette in
SMA functions not only as a decorative element, but
also as a structural component of the artistic language
of animation, forming its spatial organisation, emotion-
al register, and dramatic logic. Since characters and
scenery exist as material objects, colour acquires the
properties of scenographic reality: through the texture
of surfaces, black-and-white modelling, and the inter-
action of lighting, it determines the atmosphere of the
frame and the nature of perception of space. Limiting
the palette, contrasting differentiation of the figure and
background and consistency of tonal solutions not only
provide perceptual expressiveness of the movement,
but also organise the composition, direct the viewer’s
gaze, and enhance the symbolic and emotional interpre-
tation of the action, making colour an active means of
drama of the image. However, SMA is defined by a num-
ber of materially determined limitations: since anima-
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tion is created by physical manipulation of real objects,
the movement of characters obeys the laws of weight,
gravity, and structural mechanics, which narrows the
amplitude and complexity of actions (Purves, 2019).
In addition, the frame-by-frame nature of production
makes the process extremely time-consuming and not
flexible in terms of changes, because corrections after
shooting often require complete re-shooting of scenes
(Priebe, 2010). Such technological and time constraints
form a specific aesthetic of the technique, where expres-
siveness is achieved through a compromise between
the materiality of the object and the director’s idea.

The application of the comparative table (Table 2)
is aimed at typologising approaches to visual and nar-
rative construction of SMA projects in the field of social
communication, which allows identifying the specifics
of the author’s strategy and its difference from existing

practices. To ensure the correctness of the comparative
analysis, not commercial high-budget animation pro-
jects are involved in consideration, but close in scale of
production, execution technique, and educational and
social function - this approach allows comparing design
solutions, and not financial or technological resources
of production. Example 1 “Bim Bim” (Imago Anima-
tion, 2024) - created within the framework of the pro-
ject “InterNet/Tak” with funding from the Department
of Youth and Sports of the Lutsk City Council; exam-
ple 2 - “Education for everyone” (Public Organisation
“Vidchuy”, 2025) - from the project “30 stories of my
life” created by the Public Organisation “Vidchuy” with
the support of the Ukrainian Cultural Foundation; ex-
ample 3 - “Ukraine” (Horobtsova & Serhiyenko, 2025)
is a non-profit project of photographers and animators
from Kyiv.

Table 2. Comparative analysis of the use of SMA in social and communication projects

. . I “Education p - « ”
Video Bim Bim' ” Ukraine Easy money
for everyone
Purpose improvemnent social and educational demonstration improvemnent
of communication of media literacy advertising of features of media literacy
Target audience children and teenagers | children and teenagers youth and adults children and teenagers
. educational and educational and . educational and
Production e . independent R
institutional institutional institutional
Animation technique plasticine paper animation paper animation paper animation
. metaphorical / social | social and educational emotional and realistic causal
Narrative - . . .
and digital / emotional symbolic narrative
Stylistic strategy metaphorical didactic and realistic symbolic dramatic and realistic

Source: developed by the authors based on Imago Animation (2024), Public Organisation “Vidchuy” (2025),

0. Horobtsova & O. Serhiyenko (2025)

A common feature of the project examples shown
in the table is the use of SMA, however, the way they
are materialised is different. Plasticine animation in
“Bim Bim” emphasises the physical plasticity of imag-
es, while paper technique in “Education for everyone”,
“Ukraine” and “Easy money” forms a flat, graphically
conditional visual. As noted by the classics of time-lapse
animation K.A. Priebe (2010), G. Bendazzi (2017), and
B.J.C. Purves (2019), it is the physical presence of ma-
terial and the appearance of manual labour that de-
termine the perception of SMA as “animate matter”.
Thus, the choice of material determines not only the
texture of the frame, but also the model of the view-
er’s distance. In “Education for everyone”, trust is built
mainly through the didactic structure of the message, in
“Ukraine” - through emotional and symbolic generali-
sation, in “Bim Bim” - through metaphorical plasticity.
Instead, “Easy money” combines paper material with
a realistic causal narrative, which enhances the effect
of recognising the situation and reduces the social dis-
tance between the message and the viewer. Thus, with-
in a hyper-digital culture, materiality appears not only
as a technical characteristic of SMA, but also as a deter-
mining aesthetic factor of trust.
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Aesthetic mechanisms of trust development in
SMA. Research on the influence of an animated prod-
uct on the emotional involvement of a teenage audi-
ence, which was conducted by S.V. Sosniuk & T.V. Vlasi-
uk (2020), demonstrated that 2D graphics technologies
most attract the attention of younger teenagers (12-15
years old), although 3D graphics cause the most pos-
itive ratings and the desire to act as a consumer. Ana-
lysing the impact of the animated format, the findings
of J. Kuisma et al. (2010) were also considered, who
demonstrated that a dynamic visual format enhances
the cognitive processing of information and increases
trust in the content presented. Although the research-
ers focused on advertising messages, their findings are
relevant to adolescent audiences who are sensitive to
emotional triggers and visual expressiveness. These
studies were conducted using social surveys, which,
despite a number of typical shortcomings: the ten-
dency to social desirability of respondents, the central
trend, and stereotyping of responses, are still relevant
methods of superficial diagnosis. Generalisation of the
results of the analysis of the author’s project, and con-
sidering theoretical approaches to the perception of
audio-visual content, allowed identifying three main
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groups of SMA characteristics: audio-visual compo-
nent, semantic and meaning-generating component,
and communication context. The scheme shown in

Figure 3 is formed based on an analysis of the author’s
project and generalisation of theoretical approaches to
the perception of audio-visual content.

Stop-motion animation

l

: |

Audio-visual
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Communication
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Semantic and meaning-making
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Figure 3. Model of viewer trust development in stop-motion animation
Source: created based on M. Kohring & ]. Matthes (2007), S. Markovi¢ (2012), X. Cheng et al. (2017),

M.A. Shareef et al. (2020)

According to the authors’ hypothesis, connections
are formed at the intersection of the characteristics of
animation and the viewer, which foster trust in anima-
tion - a vital resource in the post-information age. The
proposed model represents trust not as a consequence
of a separate characteristic of an animation product, but
as a result of the interaction of three structural blocks:
audio-visual, semantic and meaning-generating, and
communication component, which correlate with the
cognitive and affective parameters of the viewer. The
scheme demonstrates that the material organisation of
SMA functions not only as a technical or stylistic feature,
but also as an aesthetic mechanism that activates ele-
ments of aesthetic consciousness, value filter and recip-
ient attitude. Thus, the proposed scheme is not an ab-
stract theoretical model, but reflects the generalisation
of patterns identified in the process of analysing a par-
ticular project and comparing it with existing research.

The audio-visual component initiates the primary
level of fascination (Markovi¢, 2012), forming the effect
of tactile presence and reducing the sense of digital dis-
tance, and it is at this level that materiality appears as a
factor in reducing the disembodied hyper-digital envi-
ronment. The semantic and meaning-generating block,
which covers the causal transparency of the narrative,

Art and Design Vol. 9, No. 1

the depth of characters, and rational argumentation,
activates the appropriate levels of perception, ensur-
ing the persuasiveness of the message. Communication
component - the regularity and reputation status of the
resource and context correlate with the viewer’s value
filter, determining the degree of previous trust in the
source. At the intersection of all these parameters, an
integral trust effect occurs, which is not only ration-
al, but also visually plastic in nature. Thus, the model
confirms that trust is formed as a multidimensional
construct, where the materiality of SMA acts as a medi-
ator between the artistic form and psychological mech-
anisms of perception. In the context of hyper-digital
culture, this allows considering material aesthetics as
an alternative to algorithmic standardisation of images
and as a factor in restoring a sense of authenticity of
media communication.

CONCLUSIONS
As a result of the study, it was found that the aesthet-
ics of SMA in the context of hyper-digital culture can be
considered as a factor of trust development. Its materi-
al nature helped to reduce the social distance between
the message and the viewer; increased the level of trust,
and provided deeper emotional involvement, which
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was especially important when working with sensitive
social topics. In the environment of digital redundancy,
materiality acts not as a stylistic device, but as a semi-
otic marker of reliability. The analysis of the author’s
animation project revealed that the combination of
the material organisation of the frame, compositional
chamber, and causally constructed narrative, imple-
mented through cinematic techniques (editing, fram-
ing, rhythmic organisation), forms an integral system
of visual and communication influence. Within this sys-
tem, materiality does not function in isolation, but in in-
teraction with the narrative structure and audio-visual
characteristics, providing emotional involvement of
the viewer. Generalisation of the findings, and compar-
ative analysis of relevant animation projects, showed
that different approaches to material implementation
(plastic, planar, symbolic) determine the specifics of the
audience’s perception, but it is the combination of ma-
teriality with realistic causal drama that contributes to
the strengthening of the effect of recognition and trust.

Thus, the material aesthetics of stop-motion an-
imation can be considered as an important resource
for creating socially oriented media content that can
effectively interact with the audience in a hyper-
digital environment. It was established that the key
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AHoOTauiAa. 3arocTpeHHs Kpu3d [JOBipM [0 Mejia Ta BTOMa Biji CTaHAAapTHU30BaHOI LUPPOBOI €CTETHKH
CIIOHYKAKTh ayAMTOpPIil0 [0 NOUIYKY aBTEHTHUYHOrO Bi3yaJibHOro JAocBify. CTON-MOyUIH aHiMalisi BiAnoBizae
[[bOMY 3alMTy 4Yepe3 CBOK MPUHLHUIOBY MaTepiajJbHICTh — 3[aTHICTh NepeTBOpOBAaTH (Pi3HMUHY MPUCYTHICTH
00’eKTiB Ha €CTEeTHUYHUH apryMeHT JOCTOBIpPHOCTi. ¥ IIbOMy KOHTEKCTi MaTepiasibHICTb IOCTA€ He JIMILE
TeXHIYHOI XapaKTepUCTUKOI IMOKaJpoBoi aHiMalii, a caMOCTIHHOK eCTeTUYHOI KaTeropi€r, 110 BIJIMBAE
Ha QopMyBaHHs [OBipM Ta 3MeHILIEHHs COIiaJIbHOI AWCTaHLil MiX NOBifOMJIeHHSAM i TisgadeM. MeTtoro
cTaTTi 6y/I0 TeopeTHYHE OGIPYHTYBAaHHSI CTOIN-MOYIIH aHiMaljil K YMHHHUKA GOpPMYBaHHSA MUsJalbKoOI 10BipH
Ta BUSBJIEHHS XyJOXHiX MeXaHi3MiB ii peasizamnii, 30kpema 4epe3 HapaTHUBHO-KiHeMaTorpadiuni 3acobu
opranizanii ayzioBidyasbHOro psay. MarepiasoMm [/l [JOCHIP)KEHHSI CTaB aBTOPCbKWM COLia/IbHO-OCBITHIN
MIPOEKT, peasi3oBaHUH y Mexax MibKAMCLUIUIIHAPHOI criBnpani kadespu BidyaJbHOTO AU3alHY Ta MUCTENTBA
HanionasnpHoro yHiBepcuteTy «JIbBiBCbKa IOJIITEXHIKa» 3 IPOMaJCbKUM CEeKTOpPOM. MeTogoJioria noeaHana
KOHTEKCTYaJIbHUH, CTPYKTYPHO-CUCTEMHUH | TOPiBHAJIBHUM aHaJi3u i3 practice-based research, o 03B0s1MI10
iHTerpyBaTH Xy[0XKHE NMPOEKTYBAHHS Y HAYKOBY IIOIMHY Ta MPOCTEXUTH B3a€EMO3B'sI30K MiX MaTepiaJbHOO
oprasisarji€ero 306pakeHHs1, TUIIOM HapaTUBY Ta MexaHi3aMaMu GopMyBaHHs J0Bipu. Pe3ynbTaTu moc/ipKeHHS
3aCBilUMJIY, 1[0 MaTepiaJbHICTb y cTom-MoOyIlH aHiMauii QyHKIiOHYe fK eCTeTUYHUH MexaHi3M pexaykuil
coliasibHOI AMCTAHLI] Ta NiZiBUILlEHHS NIPUHHATTS Me/lianoBijoMneHHs. BusiBieHo Kopessio MiX paKkTypHOIO
oprasisarji€ro 306pakeHHs1, KOMIIO3ULiTHOI0 KaMepHICTIO Ta Kay3aJIbHO BUOY[yBaHUM HapaTUBOM, peasli30BaHUM
yepe3 kiHeMaTorpadiuHi nmpuiioMu (MOHTaX, KaJ[pyBaHHs, pUTMIi4Hy opranisanir), ski ¢opmyioTb edekT
JOCTOBIpHOCTI Ha Bi3yasibHO-IJIACTUYHOMY Ta €MOLIIKHOMY piBHAX. JloBeJleHO, 1[0 MaTepiasibHa eCTeTUKa CTOI-
MOYIIH OCTA€ CAMOCTIHHUM XYZI0’)KHIM YNHHUKOM JI0BipH, PO3IIUPIOIOYH YABJEHHS NPpo GYHKIIOHYBaHHSA L€l
TEeXHIKM 3a MexXaMHU il TeXHOJIOTIYHOro BU3HAYEHHS Ta aKTyasi3yrouH Ii noTeHuian y rinepuudposiit KyabTypi.
OTprMaHi pe3yJbTaTH MOXYTb OyTH BUKOPHCTaHI Ju3aiiHepaMH, OCBiTAHAMM Ta PO3POOHHMKAMHU COLia/bHO-
KOMYHIKal[iHHUX MeJiallpO€EKTIB JJI1 CTBOPEHHS Bi3yaJIbHOI0 KOHTEHTY, OPiEHTOBAHOI'0 Ha MiZiBUILLEHHSA JOBIpU
ayauTopil B yMoBax rinepuudpoBoro cepeioBuina

KArouoBi croBa: ayio-BisyasbHa KOMyHiKallis; MyJIbTUMe/Iia; Me[iaKOHTEHT; aHiMalliiHU A POJIMK; aHiMalliiHUH
NIPOEKT; TeXHiKa aHiMaLllil; miBULeHHA Me/iarpaMOTHOCTI
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