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Annotation. The relevance of this study stems from the need to reconsider the relationship between
cognitive change and cinematic form in the digital age. This research builds upon prior investigations
in cognitive media studies and editing theory, focusing specifically on the emerging phenomenon of
clip thinking. The central problem addressed is how shifts in viewer cognition - driven by digital media
consumption - have transformed the logic of film editing.

The aim of the study is to determine how clip thinking influences editing perception and montage
strategies in contemporary cinema. The research tasks include defining the cognitive features of clip
thinking, identifying its impact on the audience’s reception of editing techniques, and analyzing its
manifestation in global and kazakh film practices. Methodologically, the study employs a qualitative
approach combining cognitive theory analysis, comparative film analysis, and synthesis of statistical
data on attention span. Six films were selected and analyzed with a focus on average shot length,
narrative structure, and editing rhythm.

The results reveal three dominant editing trends corresponding to clip-thinking cognition:
accelerated pacing, associative montage, and hybrid rhythmic structures. These features were
consistently observed across both global and kazakh cinematic examples. In the discussion, these
results are interpreted as evidence of a larger cognitive realignment within screen culture. The
findings are situated in dialogue with current interdisciplinary research on digital perception, editing
theory, and neurocinema. Limitations include the qualitative nature of film selection and absence of
biometric data. The study concludes that montage now functions as a cognitive interface shaped by
audience perception. This perspective offers practical insights for editors, educators, and researchers
exploring the evolving grammar of cinema in the 21st century.
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Introduction

diting has always been one of the

central stages of film production,
determining not only the rhythm and
structure of a cinematic work but also its
capacity to convey meaning and evoke
emotion. As Nessaya Jayawardene notes,
film editing is “considered as second
directing, as the editor of the film must
have a clear vision that goes hand in hand
with the director’s intentions. This means
the editing can strengthen the overall
impact of the film” (Jayawardene 122).
From the earliest days of cinema, montage
has functioned as a visual expression
of thought: its sequencing, pace, and
associative connections mirror the cognitive
patterns of the society in which it is
produced. In the silent era, linear continuity
editing reflected the logical, sequential
thinking characteristic of the industrial
age. The intellectual montage of the Soviet
school echoed the dialectical reasoning
of its time, while later developments in
parallel and cross-cutting editing mirrored
increasingly complex and multi-layered
modes of narrative comprehension.

In the current digital and technogenic
era, this relationship between thought and
montage has entered a new phase. The
proliferation of high-speed information
flows, combined with the dominance
of short-form media platforms, has
contributed to the formation of what
researchers term “clip thinking” — a
fragmented, rapidly shifting mode of
cognitive processing. This cognitive
phenomenon has been defined as
“characterized by fragmented, disjointed
and non linear information processing,”
driven by the prevalence of digital media
and ultra short content, and undermining
sustained attention and reflective thinking
(Gross et al. 9). This also is marked
by a reduced capacity for prolonged
concentration, a heightened demand for
immediacy, and a preference for rapid,
high-intensity changes in sensory input. As

a result, sustained contemplative viewing
has become increasingly challenging for
contemporary audiences, particularly
among younger generations whose media
habits have been shaped by fast-paced
digital environments. Kazakh researchers
also wrote about this effect: “As a result,
when a movie viewer switches to watching
slow (‘contemplative’) cinema, he
experiences an acute lack of dynamics.
While viewing this type of painting, the
viewer begins to lose focus, fall asleep and
lose interest in viewing. As a consequence,
this leads to the fact that the viewer often
prefers to watch something that is easier
and simpler to perceive, rather than
complex, where you have to think a lot”
(Shagilbaev and Abikeyeva 46).

Given that montage is, in essence,
the cinematic embodiment of thought,
the transformation in cognitive habits has
inevitably influenced editing practices.
Modern editing frequently abandons linear
continuity in favour of rapid, rhythmically
varied, and often non-linear sequences that
emulate the associative and fragmentary
structure of clip thinking. The evolution is
visible across global cinema and can also
be observed in contemporary kazakh films,
where editing strategies increasingly reflect
these shifts in audience perception.

The relevance of this study lies in
the need to understand how cognitive
transformations in the digital age reshape
both the perception and practice of
film editing. While the phenomenon of
accelerated montage has been widely
discussed, its direct connection to changing
modes of thinking — and specifically to clip
thinking as a cognitive style — remains
underexplored in academic discourse.

By addressing this gap, the research
contributes to both film theory and
cognitive media studies, offering insights
valuable to filmmakers, educators, and
scholars.

The aim of this study is to examine the
influence of clip thinking on the perception
and practice of film editing in contemporary
cinema. The objectives are:
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1. To define the concept of clip
thinking and describe its key cognitive
characteristics in relation to audiovisual
perception.

2. To analyse the relationship between
clip thinking and audience reception of
different editing techniques, including
quick, associative, and rhythmically variable
montage.

3. To investigate how these perceptual
tendencies have influenced the evolution
of editing practices in global and kazakh
cinema.

4. To identify broader implications for
narrative structure, cinematic language,
and the pedagogy of editing in the digital
era.

Methods and materials

This study adopts a theoretical-analytical
methodology aimed at exploring the
influence of clip thinking on the perception
and practice of contemporary film editing.

From a theoretical perspective, this
article is grounded in classical film and
montage theory (Eisenstein, Bordwell,
Thompson), integrated with cognitive
media studies and recent findings from
attention research. In this way, the
theoretical framework connects the
evolution of montage — from continuity
editing to associative and fragmentary
techniques — to cognitive shiits induced by
digital media environments, emphasizing
clip thinking as a contemporary cognitive
style.

To empirically support claims of altered
perceptual modes, this study cites recent
quantitative studies of attention spans,
which show that the average screen
attention span in modern humans has
decreased from 2.5 minutes to 47 seconds
(Kohler 47). These data indicate a marked
deterioration in the ability to sustain focus
and support the theoretical claim that
modern viewers favor short, high-density
stimuli.

A purposive sample of six feature films
(global and kazakh productions) released
in the last decade was selected to represent
a diversity of editing styles and cultural
contexts:

1. Everything Everywhere All at Once
(2022, Daniel Kwan & Daniel Scheinert) —
characterised by rapid pacing, associative
montage, and high-density visual
transitions.

2. Mad Max: Fury Road (2015, George
Miller) — exemplifies the “montage
of attractions” with extreme rhythmic
acceleration.

3. Dune: Part One (2021, Denis
Villeneuve ) — alternates between
contemplative sequences and sharply
intensified montage peaks.

4. Qas (2022, Aisultan Seitov) —
disrupts linearity through ambiguous
sequences oscillating between reality and
hallucination.

5. Brothers (2022, Darkhan Tulegenov)
— balances rapid scene changes with
slower moments for emotional emphasis.

6. Taptym-au seni (2023, Anvar
Matzhanov) — fuses cultural imagery
with quick-cut editing to sustain viewer
engagement.

Each film is examined according to:

+ Shot pacing (average shot length,
rhythm variability);

* Narrative structure (linear, non-
linear, or fragmented);

+ Associative techniques (symbolic
juxtapositions, visual metaphors);

+ Emotional modulation (impact of
editing on tension, immersion, and affective
arcs).

Discussion

Numerous studies in cognitive perception
and film editing confirm the key premises
of this study. James E. Cutting and
colleagues demonstrated that over the
past century, popular films have shown a
decrease in average shot length, increased
motion within shots, and fewer characters



per frame — all aimed at maintaining viewer
attention (Cutting 2016). Bruckert et al.
found a consistent relationship between
editing decisions and patterns of audience
gaze using eye-tracking data, showing that
frequent and abrupt cuts help maintain
visual focus, a finding consistent with the
fragmented perception associated with clip
thinking (Bruckert et al. 2021).

Experimental research also shows that
montage style affects time perception:
scenes with a high density of editing cuts
are often perceived as longer and produce
higher emotional arousal compared to
traditionally edited sequences (Banos
et al. 2022; Cutting and Candan 2015).
Such results support the theoretical claim
that rapid, fragmentary editing structures
compensate for reduced capacity for
prolonged concentration by increasing
cognitive and sensory stimulation.

In contrast to these works, the present
study directly addresses the causal link
between clip thinking as a cognitive
phenomenon and the evolution of editing
practices. By focusing on how cognitive
changes influence both the perception and
the construction of montage, the study
offers an analytical perspective that remains
underexplored in current researches.

The tendency toward high intensity
editing in contemporary cinema is clearly
exemplified by the practical cases of the
films discussed above. In the three global
films selected — “Everything Everywhere
All'at Once” (2022), “Mad Max: Fury
Road” (2015), and “Dune: Part One”
(2021) — the influence of clip thinking is
evident in editing strategies:

+ “Everything Everywhere All at Once”
employs a hyper-associative montage,
in which scenes shiit rapidly across
different universes with little transitional
explanation. The accelerated pace,
combined with abrupt shiits in visual style,
mirrors the fragmented attention span
and multi-threaded processing associated
with clip thinking. Narrative coherence
emerges not through linear causality but

through thematic and emotional resonance,
which is processed intuitively rather than
analytically by the viewer.

+ “Mad Max: Fury Road” demonstrates
an extreme application of rhythmic
acceleration, with an average shot length of
approximately 2.1 seconds. Its “montage
of attractions” sustains sensory overload,
preventing the audience from disengaging.
The deliberate compression of narrative
beats into rapid visual bursts aligns with the
cognitive demand for constant stimulation.

+ “Dune: Part One” adopts a hybrid
approach, alternating between extended,
meditative sequences and sharply
intensified montage peaks. This structure
caters to both traditional cinematic
immersion and the contemporary
preference for high-intensity moments,
thereby bridging generational differences in
attention patterns.

In the three kazakh films analysed —
Qas (2022), Brothers (2022), and Taptym-
au seni (2023) — similar patterns emerge,
though adapted to local narrative traditions
and cultural codes:

+ “Qas” (2022, dir. Aisultan Seitov)
disrupts linear narrative flow by intercutting
scenes of objective reality with hallucinatory
sequences whose ontological status
remains ambiguous. The editing uses
sudden temporal dislocations, rapid insert
shots, and abrupt tonal shifts to reflect the
protagonist’s psychological instability.

This aligns with clip-thinking aesthetics by
prioritizing sensory and emotional intensity
over clear causal continuity, engaging
viewers accustomed to interpreting
meaning through associative logic. Film
critic Dzhamile Satybaldieva also writes
about this effect in her review of the film by
Aisultan Seitov: “From the point of view of
the plot, the “linearity” of the narrative in
the film is broken by episodes from which
it is impossible to understand whether it is
reality or a hallucination” (175).

+ “Brothers” (2022, dir. Darkhan
Tulegenov) employs a rhythmically
alternating structure, juxtaposing moments
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of high-tempo action with slower,
atmospheric sequences. This rhythmic
variability mirrors the dual processing
characteristic of modern audiences: bursts
of rapid information uptake interspersed
with brief intervals for emotional
integration. Montage is used strategically
to sustain tension while accommodating
deeper narrative beats, creating a balance
between global editing trends and the
demands of kazakh storytelling traditions.

+ “Taptym-au seni” (2023, dir. Anvar
Matzhanov) integrates fast-paced editing
within a framework rich in cultural imagery
and pastoral symbolism. Rapid montage
sequences depict natural landscapes,
village life, and symbolic motifs, creating
an emotional mosaic rather than a strictly
linear narrative. The associative transitions
encourage viewers to construct meaning
through personal and cultural associations
— an approach that resonates with clip-
thinking audiences while preserving
national identity in the film’s aesthetic
structure.

These observations from both global
and kazakh cinema provide the foundation
for identifying the unique scientific
contribution of this study.

The novelty of this research lies in its
systematic examination of the cause-
effect relationship between clip thinking
and the evolution of montage. While prior
studies have addressed rapid editing or
changes in viewer attention separately,
few have explicitly connected these
elements through the lens of cognitive
transformation.

Furthermore, existing literature oiten
focuses on stylistic analysis or on isolated
reception studies (e.g., eye-tracking
experiments) without interpreting the
results through a cognitive theoretical
framework. This study integrates statistical
data on attention span decline, systematic
film analysis, and classical montage theory,
allowing for the identification of correlations
between cognitive style and editing practice
that have not been formalized previously.

Recognizing this contribution allows
for a deeper understanding of the broader
implications that these findings hold for
contemporary cinematic practice.

The comparative analysis demonstrates
that contemporary editing strategies—
dynamic, fragmentary, associative
— constitute a direct response to
transformed cognitive patterns among
viewers accustomed to short, high-density
visual communication. As the audience’s
attention becomes more fragmented,
montage adapts by reducing linearity and
intensifying rhythm, effectively emulating
the structure of thought in the digital era.

Thus, the originality of this work lies
in showing that editing style is not merely
a formal choice, but an embodiment of
a new cognitive paradigm, making the
interaction between perception and practice
a central consideration in the analysis of
contemporary cinema.

Results

The results of this study confirm the
central hypothesis: clip thinking has a
measurable impact on both the perception
and the practice of contemporary film
editing. The findings are presented in two
complementary parts: statistical evidence
of cognitive change and analytic evidence
from film case studies.

Analysis of secondary data from
recent cognitive and media research
shows a consistent decline in sustained
attention spans over the last two decades.
According to multiple studies, the average
screen attention time decreased from
approximately 2.5 minutes in 2004 to less
than 50 seconds in recent years (Microsoft;
Kohler 2023). Among younger viewers,
especially Generation Z, the average
attention span is estimated at around 8 —12
seconds for high-density content before
disengagement occurs (Keg.com 2024).

This statistical trend aligns with the key
characteristics of clip thinking:



* Fragmented perception — information
is processed in short, discrete bursts;

+ Rapid switching — cognitive focus
shifts quickly between stimuli;

* High stimulus threshold — sustained
engagement requires frequent novelty and
emotional peaks. (Figure 1)

The film analysis corroborates the
statistical findings by revealing clear editing
patterns consistent with clip-thinking
cognitive habits. Across the six films
studied, three dominant trends emerged:
(Table 1)

1. Accelerated Pacing — a noticeable
reduction in Average Shot Length (ASL)
compared to classical continuity editing.
This acceleration is evident even in
dialogue or transitional scenes, creating a
constant flow of visual change that aligns
with shortened attention spans. Examples
include “Mad Max: Fury Road” (ASL "2
seconds) and “Qas” (T3—4 seconds).

2. Associative Montage — a reliance
on semantic, symbolic, or emotional
connections between shots rather than
purely narrative continuity. This can involve
visual rhymes, recurring motifs, or abrupt
contextual shifts that the viewer must
interpret intuitively. Examples include

Average Screen Attention Span Over Time

Average Attention Span (seconds)
=
5
8

140

2005.0 2007.5 2010.0 2012.5 2015.0 2017.5 2020.0 2022.5 2025.0
Year

Figure 1. Decline in average screen attention span
from 2004 to 2024, illustrating the broader cognitive
shift associated with the rise of clip thinking. Data
compiled from Microsoft and Kohler (2023).

the multiverse jumps in “Everything
Everywhere All at Once” and the
combination of cultural symbols with rapid
scenic inserts in “Taptym-au seni”.

3. Hybrid Pacing Strategies — the
combination of rapid, high-density
sequences with slower, contemplative
moments to maintain engagement while
allowing space for emotional or thematic
reflection. This approach caters to
audiences with varied attention capacities.
Examples include “Dune: Part One”, which
alternates extended panoramic shots with
montage peaks, and “Brother”s, which
juxtaposes fast-paced action with slower
dramatic passages.

Table 1. Comparison of editing features of selected films.

Film Average Shot | Narrative Structure | Dominant Editing Cognitive Correlation
Length (ASL) Techniques
Everything 2-3sec Non-linear, multi- | Associative cuts, Mirrors fragmented,
Everywhere All at threaded rapid style shifts multi-focus
Once (2022) processing
Mad Max: Fury ~2 sec Linear, high Montage of Continuous novelty to
Road (2015) velocity attractions, sensory sustain attention
overload
Dune: Part One 5-7 sec Hybrid (slow+ fast | Rhythmic Alternates stimulus
(2021) peaks) variability, temporal | to match mixed
compression attention spans
Qas (2022) 3-4 sec Fragmented Sudden disjunctions, | Encourages
reality- symbolic inserts associative decoding
hallucination
Brothers (2022) 4-5 sec Alternating tempo | Juxtaposition of Matches dual
action and stillness processing (fast
intake + reflection)
Taptym-au seni 3-4 sec Linear with Rapid scenic cuts, Combines national
(2023) associative inserts | cultural imagery codes with fast pacing
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These trends appear consistently across
both global and kazakh cinema, indicating
that while cultural contexts influence
specific stylistic choices, the underlying
cognitive pressures shaping editing
practices are shared.

To further illustrate the structural
shift influenced by clip thinking, the
following diagram contrasts the temporal
flow of classical continuity editing with
that of contemporary editing shaped
by fragmented cognition. In classical
editing, the rhythm is built around
longer, continuous shots with smoother
transitions, enabling immersive narrative
absorption and reflective engagement.

In contrast, clip-thinking-driven editing
breaks the flow into frequent, discrete
segments, producing a sense of speed,
urgency, and heightened stimulus
response. This editing model reflects

the viewer’s reduced tolerance for long
static scenes and aligns with the modern
expectation of constant visual novelty.
(Figure 2)

Editing Rhythm Comparison

Classica | Editing
m== Clip Thinking Editing
Classical Editing

Clip Thinking Editing [l [ | | B |

0.0 2.5 5.0 7.5 10.0 12,5 15.0 17.5 20.0
Time (seconds)

Figure 2. Comparative diagram of editing rhythms:
classical continuity editing vs clip-thinking-driven
editing.

The convergence of statistical and
cinematic evidence supports the hypothesis
that clip thinking influences editing both
as a perceptual filter — shaping audience
expectations — and as a creative constraint
— guiding editorial decisions. Specifically,
the following correlations emerge from the
results:

+ Films with shorter Average Shot
Lengths (ASLs) and higher rhythmic
variability show greater alignment with
contemporary patterns of fragmented
attention.

+ Viewers are increasingly processing
film content through associative logic,

drawing intuitive or emotional connections
between sequences rather than relying on
continuous narrative causality.

+ Editing strategies that rely on
linear continuity and prolonged shots
risk disengagement among audiences
accustomed to high-frequency visual
stimulation.

This indicates that editing has become
not only a tool of narrative structuring but
also a medium through which filmmakers
interact with — and adapt to — the
cognitive realities of their viewers. In this
context, montage evolves into a reflection
of the fragmented, high-velocity mental
environment shaped by digital media and
multitasking culture. The aesthetic logic
of montage is thus no longer dictated
solely by narrative needs but also by the
necessity to sustain attention and cognitive
resonance in the viewer.

These findings confirm that clip thinking
functions as both a cause and a mirror
of contemporary editing practices: it
originates in media consumption patterns
and returns to influence how films are
constructed, perceived, and emotionally
processed. The hypothesis is thereby
validated by the convergence of cognitive
research, attention span statistics, and the
stylistic evolution observed across diverse
cinematic cultures.

The results highlight both opportunities
and challenges for filmmakers:

+ Opportunities — rhythmic variability,
associative editing, and symbolic
condensation can enhance audience
engagement without sacrificing thematic
depth;

+ Challenges — over-reliance on rapid
cutting risks narrative simplification and
emotional shallowness.

Potential solutions for balancing
cognitive demands and artistic integrity
include:

+ Hybrid pacing that alternates between
rapid sequences and slower contemplative
moments;



+ Integration of visual metaphors and
symbolic imagery to sustain cognitive
engagement without constant stimulus
change;

+ Pedagogical adaptation in film schools
to teach editing as a negotiation between
audience cognition and artistic vision.

Basic provisions

This study puts forward several key
theoretical and empirical positions that
constitute its original contribution to the
field of film and media studies. These
propositions are derived from a synthesis of
cognitive psychology, editing theory, and
empirical film analysis, and are presented
below in order of logical development:

1. Montage reflects the cognitive
structure of its time.

Historically, editing styles have
paralleled dominant modes of thinking —
linear, sequential, reflective. In the digital
age, the rise of clip thinking has altered
cognitive processes, fragmented attention
and increasing the demand for stimulation.
This shift necessitates a new interpretative
model for understanding contemporary
montage not merely as an artistic decision,
but as a cognitive response.

2. Clip thinking is a key cognitive
driver of editing transformation.

While much has been written about
the stylistic evolution of editing, this study
identifies a specific cognitive mechanism
— clip thinking — as the root cause of
current montage dynamics. This concept
links psychology and film in a new way,
showing that editing is adapting to match
the fragmented, associative, and stimulus-
seeking attention patterns fostered by
digital media.

3. Contemporary editing operates
through rhythmic acceleration,
associative logic, and hybrid pacing.

The study identifies three dominant
structural features across both global
and kazakh cinema: accelerated pacing
through shorter shot lengths; associative

montage replacing continuous causality;
and hybrid editing that alternates fast and
slow sequences to modulate engagement.
These strategies arise not from stylistic
experimentation alone but from cognitive
necessity.

4. Kazakh cinema reflects global
editing trends while preserving cultural
specificity.

Despite operating within a distinct
national context, contemporary kazakh
films adopt the same clip-thinking-
informed editing techniques observed
in global cinema. However, they embed
these forms within culturally resonant
imagery, local metaphors, and nonlinear
affective storytelling, showing that cognitive
adaptation does not negate regional artistic
identity.

5. Film editing must now be
understood as a cognitive negotiation.

The editor’s role increasingly involves
balancing perceptual engagement with
narrative clarity, emotional depth with
cognitive accessibility. As audience
expectations shift toward faster, more
fragmented experiences, the language of
editing transforms. This study argues for
a revised understanding of montage as a
process of cognitive alignment between
filmmaker and viewer.

6. This research establishes a new
interdisciplinary framework for studying
editing.

By explicitly connecting attention
theory, neuroscience, and montage
practice, the study proposes a model
in which editing is not only a visual or
narrative function, but also a reflection of
cognitive transformation. This opens new
possibilities for research at the intersection
of media aesthetics and psychology.

Conclusion

This study set out to examine how the
cognitive phenomenon of clip thinking
has shaped both the perception and the
practice of film editing in the context of
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contemporary audiovisual culture. The
initial hypothesis — that changes in human
attention and information processing
directly influence editing strategies — has
been confirmed through a combination of
statistical analysis, theoretical synthesis,
and empirical film analysis.

The results demonstrate that modern
montage increasingly reflects the
fragmented, accelerated, and stimulus-
driven structure of clip thinking. Editing
has evolved toward faster rhythms,
associative connections, and hybrid
pacing models that directly correspond to
altered patterns of viewer cognition. This
holds true across both global and kazakh
film production, indicating that cognitive
pressures transcend cultural boundaries
while still allowing for stylistic and symbolic
specificity.

In achieving these results, the study
has fulfilled several key objectives. It has
clarified the definition and cognitive basis
of clip thinking, identified its influence on
perceptual reception of various editing
techniques, and demonstrated how
these mechanisms have transiormed the
language of editing in both global and
local cinematic contexts. Furthermore,
it has outlined broader implications for
contemporary storytelling and provided a
foundation for rethinking editing pedagogy
in the digital era.

In the practical part of the study, a
comparative analysis of six films revealed
shared montage characteristics —
including reduced shot duration, emotional

compression, and narrative disjunction

— used to maintain engagement among
audiences with diminished concentration
spans. These strategies confirm that editing
is no longer driven solely by narrative logic
or aesthetic convention but must now

be understood as a cognitive negotiation
between filmmaker and viewer.

By achieving its stated research goals,
this work contributes to an interdisciplinary
model of editing theory that situates
montage at the intersection of media and
cognitive science. The findings open new
directions for applied research in film
education, media literacy, and editing
practice. Specifically, they suggest the
need for new editorial training paradigms
that integrate knowledge of audience
psychology with technical skill.

Looking forward, future research
might expand this study by applying
neurocinematic methods (e.g., eye-
tracking, EEG analysis) to further
substantiate how viewers respond
physiologically to different montage
strategies. It would also be valuable to
study generational differences in editing
preferences and to trace how the spread
of vertical and short-form video content
continues to influence montage aesthetics
in both mainstream and independent
cinema.

Ultimately, this study affirms that
montage is not merely a stylistic tool, but
a mirror of how the human mind sees,
connects, and interprets the moving image
in the digital age.



CLIP THINKING AND ITS INFLUENCE ON CONTEMPORARY FILM EDITING

Contribution of authors:

R.A.Alzhanov - processing, editing the main text, the abstract text, the literature data
analysis and generalization, preparation and accomplishment of the research part of the
text.

A.A.Mashurova - analysis of scientific literature, work with foreign sources, preparation
of a literary review, consulting and scientific advising.

ABTOpnapabiH, yneci:
P.A. OmKaHOB - Herisri MaTiHAi a3y, aHaaTna MaTiHiH eHaey, peaakumuanay, ageom
[lepeKkTepi Tanfay XaHe XMHaKTay.

A.A. MawypoBa - fblibiMK 34ebuneTTepai Tanaay, WeTenmik Lepekke3nepMeH XyMblC
Kacay, MaTiHHiH 3epTTey 6eniriH faiblHAAY XaHEe OpbiHAAY, 34e0u Wwonyabl AavblHAAY,
KeHeC 6epy, FblIbIMU XETEKLiNIK.

Bknap aBTOpOB:

P.A. AnbxxaHoB - 06paboTka, pefakTMpoBaHWe OCHOBHOTO TEKCTA, TEKCTA aHHOTALLMM,
aHanm3 1 0606LLeHMe NUTePATYPHbIX AAHHbIX, MOArOTOBKA U UCMONHEHME
MCCNenoBaTeNbCKOM YacTh TEKCTA.

A.A. MawypoBa - aHanu3 Hay4YHOM nuTepaTypsbl, paboTa c 3apyb6eXxHbIMU UCTOYHMUKAMMY,
MOAroTOBKa NMTEpPaTypHOro 0630pa, KOHCYbTUPOBAHWE M HAYyYHOE PYKOBOLCTBO.

CAJAS Volume 10. Issue 3. 2025

w
N
N

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA




CAJAS Volume 10. Issue 3. 2025

3

>
S

NTERDISCIPLINARY STUDIES OF THE ART OF CENTRAL ASIA

CLIP THINKING AND ITS INFLUENCE ON CONTEMPORARY FILM EDITING

References

Bordwell, David, and Kristin Thompson. Film Art: An Introduction. 12th ed., McGraw Hill
Education, 2019.

Bruckert, C., et al. “The Impact of Film Editing on Gaze Behavior: Evidence from Eye
Tracking Studies.” Journal of Eye Movement Research, vol. 14, no. 4, 2021, pp. 1-18.

Cutting, James E. “Narrative Theory and the Dynamics of Popular Movies.” Psychonomic
Bulletin & Review, vol. 23, no. 6, 2016, pp. 1713-1743.

Cutting, James E., and Chien Yu Candan. “Movies, Attention, and Editing: How Cuts Affect
Viewers.” Journal of Cognitive Neuroscience, vol. 27, no. 7, 2015, pp. 1-15.

Gross, Markus, et al. “Clip Thinking: Fragmentation of Thought and Cognitive Load
in the Age of Digital Media.” ZEMV White Paper, 2024, www.ssoar.info/ssoar/handle/
document/98545. Accessed 31 July 2025.

Jayawardene, Nessaya. “A Study on the Significant Impact of Film Editing on a Movie’s
Success With Special Reference to Everything Everywhere All at Once and Dune.” Conference
HUG 2023, Apr. 2024. ResearchGate, www.researchgate.net/publication/379656146_A_
Study_on_the_significant_impact_of_film_editing_on_a_movie’s_success_with_special_
reference_to_Everything_Everywhere_All_at_Once_and_Dune_films. Accessed 30 July
2025.

Kohler, T.J. Caught in the Loop: The Effects of the Addictive Nature of Short-Form Videos on
Users’ Perceived Attention Span and Mood. Bachelor’s thesis, University of Twente, 2023,
https://essay.utwente.nl/96577/1/Kohler_BA_BMS.pdf. Accessed 30 July 2025.

Microsoft Corp. “Attention Spans.” Consumer Insights Report, 2015, www.microsoft.com/en
us/research/wp content/uploads/2016/07/Attention Spans Research Report.pdf. Accessed
30 July 2025.

Salt, Barry. Film Style and Technology: History and Analysis. Starword, 2009.

Satybaldiyeva, D. “Qas - primireniye s istoricheskoy travmoy” [“Qas - Reconciliation with
Historical Trauma™]. Kazakhskoye kino: kulturnaya matritsa i trendy. 2018-2023 [Kazakh
Cinema: Cultural Matrix and Trends. 2018-2023], edited by Gulnara Abikeyeva, vol. 48,
RUAN, 2023, pp. 174-176. (In Russian)

Shagilbaev, Amir, and Gulnara Abikeyeva. “Problemy vospriyatiya ‘medlennogo

kino’ v epokhu uskoryeniya” [“Problems of Perception of ‘Slow Cinema’ in the Era of
Acceleration”]. Student: Electronic Scientific Magazine, no. 16(270), 2024, https://sibac.info/
journal/student/270/326936. Accessed 31 July 2025. (In Russian)



CLIP THINKING AND ITS INFLUENCE ON CONTEMPORARY FILM EDITING

d/kaHoB Paiibimoek, Auna Mauiyposa

TemipGek Kyprenos arbinarsl Kasak yartbik eHep axkagemusicl (Asnmarnbl, Kasakeran)

KJIUNTIK OANAY XXOHE OHbIH KA3IPTI ®UJIbM MOHTAXJIAYFA 9CEPI

AHHoTauus. byn 3epTTeyaiH e3ekTiniri LMdpAbIK A3YipLeri KOTHUTUBTI NpoLectep MeH GUAbM TiliHiH,
dbopManbibl 3NeMeHTTEPiI apacbiHAAFbl ©3repicTep apacbiHAaFbl 6aMNaHbICTbl KAMTa KapacTbipy
KXKeTTifliriMeH aHbikTanagpl. KyMbIC KAMNTIK OMNAYAbIH, XaHA KyOblibICbiHA TOKTANbIM, KOTHUTUBTI
MefMa TEOPUSICbl MEH MOHTaX TEOPUSCHI CaNacbiHAAFbl NaHAPasblk 3epTTeyNepiH, Xanfacbl 60/bin
Tabbinagbl. Herisri folibiMM Macene — CaHAblK aknapaT KypanaapbiHblH, 9CEPiHEH KOPEPMEHHIH,
KabblnaayblHAAFbl ©3repiCTepAiH 9CepiHeH GuUnbMAepaAi eHAey NIOTMKACbIH TYPAEHAIpY.

3epTTeyaiH Makcamesl — 3aMaHaym KnHematorpadusaarbl MOHTaXAbl KabbliaayFa XKaHe OHbl Kypy
NPUHUMNATEPIHE KAMMTIK OMNAYAbIH Kanan acep eTeTiHiH aHblkTay. OCbl MakcaT asgCbiHAA KAUMTIK
oMnayablH, KOTHUTUBTIK epeKLenikTepiH CMMaTTay, OHbIH, SPTYPAi MOHTAXAbIK, d4iC-TaCinaepai
Kabblngayra acepiH Tanaay XXaHe OHbIH dNEMAIK XIHEe Ka3aKCTaHAbIK, KUHeMaTorpadusaaasb
KepiHiCTepiH 3epaeney MiHAETTEpI WeLinreH. ddicmemenik TYpPFblAAH XXYMbIC cananbl Tangayfa cyreHeni,
OHbIH, iLiHAEe KOTHUTUBTIK TeOpuanapabl TYCiHAIPY, anTbl KEpKeM GUAbMHIH, CaNbICTbipManbl Tangaaybl
)X3He Ha3ap ayAapynblH TEMeHAeYi Typanbl CTaTUCTUKANbIK AEPEKTEPAIH KblCKaLla Ma3dMyHbl. KagpapiH
opTalla Y3bIHAbIFbI, bIpFaFbl, 6asHAAY KYPblIbIMbl XXaHE 8HAeY CTpaTerusnapbl TangaHasbl.

Hamuxenep yw 6acbiM TEHAEHLMSAHbIH, 6ONYbIH KOPCETTI: XKeaenaeTiireH eHaey KapKbiHbl,
ACCOLMATUBTI aybICyNap XXaHe KAUNTIK OMNay epekLluenikTepiMeH CanKec KeneTiH rubpuati puTMUKanbIK,
KypbinbiMaap. byn epekweniktep wetengik Gunbmaepae ne, kazakCTaHablk GunbMaepae Ae aHblKTanabl.
byn epekiweniktep wetenmik punbmaepae oe, KazakCTaHablk dunbMaepae ae 1abbingbl. Tankpinay
6enimiHae HaTUXKenep KuHemMatorpadus xaHe LUMdpnblk Kabblnaay canacbiHaasbl 6ap 3epTreynepmeH
canbiCcTbipbinagbl. Kasipri 3amMaHfbl pefakumanay KOrHUTUBTIK MHTEPdENC peTiHAE KbI3MET eTefi aereH
KOPbITbIHAbI XXacanabl. 3epTTeyAiH, peaakTopnap, KUHO MyFanimMaepi xxaHe Meamna Teopmscbl MaMaHaApbl
YLWiH NpaKTUKanblK MaHbl3bl 6ap.

TyiiiH ce30ep: MOHTAX, KNWUM OMnay, epekLieniktep, Kabbinaay, accoumaTUBTI MOHTAX, LMD PIbIK A3Yip,
3aMaHaym.

Maiiexce3 ywiH: onxaHoB PaiibiMbek, xaHe Anga MawypoBa. «KKaunTik ovnay xaHe OHbIH, Kasipri
dunbM MoHTaxnayFa acepi». Central Asian Journal of Art Studies, Vol.10, No.3, 2025, 334-347 66, DOI:
10.47940/cajas.v10i3.959

Asmopnap Kom«a3baHwlH CoOHFbl HYCKACbIH 0KbIN, MAKY/10a0b! #aHe Myddenep KalilubliblFbl HOK
eKeHOieiH Manimoelioi.
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CLIP THINKING AND ITS INFLUENCE ON CONTEMPORARY FILM EDITING

AnbxanoB Paiibimoek, Auna MauypoBa

Kasaxckasi HalnoHasbHast akajeMust uckyccTB nMmeHn Temup6eka YKyprenosa (Anvater, Kazaxcran)

KJIMNOBOE MbILWJIEHUE U EFO BIMAHUE HA COBPEMEHHbIX MOHTAX B KUHO

AHHOTaums. AKTYanbHOCTb AAHHOIO UCCNeL0BaHUS onpeaenseTcs Heo6X0AMMOCTbI0 NepeoCcMblCIEHMS
CBSI3U MEXAY M3MEHEHUSAMU KOTHUTUBHbIX NPOLLECCOB M GOPMabHbIMU 3/IEMEHTAaMM KMHOS3bIKA B
ycnoBuax UndpoBoi anoxu. Pabota aBngeTcs NpoaomKeHUEM MEXANCLUMIMHAPHbIX UCCAeA0BaHUM

B 06/1aCTU KOTHUTUBHOW MeMaTeopumn 1 TEOpUU MOHTAXa, COCPEeA0Ta4YUBaAsACh HA HOBOM SIBIEHUM
KIMMOBOro MblWwneHuns. B kauectBe 0OCHOBHOM Hay4yHOW NpobaeMbl paccMaTpuBaeTcs TpaHchopmaums
NOTUKM KMHEMATOrpaduyecKoro MoHTaxa noA BAUSHUEM U3MEHEHUI B BOCTIPUSTUM 3pUTeNs,
06ycnoBneHHbIX LMdPOBLIMM Meama.

Llens uccnenoBaHus — BbiSIBUTb, KaKMM 06pa3oM KNMMNOBOE MblLUEHWE BAUSIET HA BOCTpUSTUE
MOHTaXa M MPUHLMUMbI €r0 MOCTPOEHUS B COBPEMEHHOM KMHO. B paMkax 3Tol Lenu peLarTcs 3a4aum
MO OMMUCAHUIO KOTHUTUBHBIX MPU3HAKOB KIMMOBOIO MbILUNEHUS, AHAIM3Y €r0 BAWUSHWUS HA BOCMPUSATUE
Pa3/IMYHbIX MOHTAXHbIX MPMEMOB U UCCNELOBAHMIO €r0 NPOSIBNEHMI B N06GaNbHOM M Ka3axCTaHCKOM
KMHeMaTorpade. Memodonoauyecku paboTa ONMpPaeTcs HAa KAYeCTBEHHbIW aHaNM3, BKIOYAOLLUI
MHTEPMPETaLMI0 KOTHUTUBHbIX TEOPUIA, CDAaBHUTENbHbIN aHANW3 LWECTU XYL0XKECTBEHHbIX GUIBMOB U
0606LLeHME CTaTUCTUYECKMX AAHHBIX O CHUXEHUU KOHLLEHTPALMKU BHUMAHUS. AHANIM3UPYIOTCS CPeLHAs
LWMHA Kafpa, PUTM, CTPYKTypa NMOBECTBOBAHMUS M MOHTaXHbIE CTpaTerunu.

Pe3ynbmamsl NoKazanu Hanuume TpEX AOMUHUPYIOLLMX TEHAEHLMIA: YCKOPEHHbIV TEMN MOHTAXa,
aCCOLMATUBHOCTb NEPEXOLOB U TMOPUAHbBIE PUTMUYECKME CTPYKTYPbI, COBMaAatoLLME C 0COBEHHOCTAMM
K/IMMOBOIO MbILWEHUS. ITW NMPU3HAKM BbISIBNEHbI Kak B 3apyBeXHbIX, Tak U B Ka3aXCTaHCKMX QuibMax.
B LMCKYCCMOHHOWM YacTy pe3ynbTaThbl COMOCTAB/EHbI C CYLLECTBYOWMUMKU UCCNef0BaHWUAMM B 061aCTH
KMHeMaTorpadum u undposoro Bocnpusatus. CoenaH BbIBOL O TOM, YTO COBPEMEHHbIA MOHTAaX
(DYHKLMOHUPYET KaK KOTHUTUBHbIN MHTepdeiic. MccnegoBaHMe MMEET MPaKTUYEeCKYH LLEeHHOCTb ANs
MOHTaXXEpOB, Npernoaasatenei KMHO 1 CNeLuanvucToB No MeAUATEOPUM.

Kntoyessbie cnoea: MOHTaX, KIMNOBOE MblLWaeHMe, 0CODEHHOCTH, BOCMPUATUE, aCCOLMATUBHbIM
MOHTaX, LM(dpPOBas 3pa, COBPEMEHHbIN.

Ans yumuposarus: AnbxaHos, Paribimbek, 1 Anaa MawypoBa. «Knvnosoe MbllwneHune 1 ero BAnsSHue
Ha COBpEeMEHHbIM MOHTaX B KMHO». Central Asian Journal of Art Studies,Vol.10, No.3, 2025, c. 334-347,
DOI: 10.47940/cajas.v10i3.959

Asmopbl npoyumanu u 0006punu OKOHYAMENbHbIL 8apUGHM pyKonucU U 3as651m 06 omcymcmsuu
KOH@AUKMA UHmMepecos.
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