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COGNITIVE AND EMOTIONAL IMPACT OF EDITING TECHNIQUES
ON VIEWER’S PERCEPTION IN THE DIGITAL AGE

J. Mepxynos
KOTFHITUBHWUIM TA EMOLLINHWUIA BMJIMB MOHTAXXHUX TEXHIK
HA MAOALLKE CMPUAHATTA B LLUDGPOBY EMOXY

Editing in cinema and digital media serves a technical function and is a powerful tool
for manipulating attention, emotions, and cognitive perception. In an era of information
overload, algorithmic content selection, and decreasing average video duration, editing
techniques that capture attention, evoke emotional responses, and influence cognitive
processes have become particularly crucial.

The structural composition of a shot determines how viewers perceive information
and where they focus their attention. Research in neurocinematics confirms that certain
types of editing — such as rapid editing, associative editing, and “invisible editing” —
stimulate activity in different brain regions, affecting emotional engagement and cognitive
information processing. Short shots and frequent cuts increase cognitive load, intensifying
the sense of dynamism and arousal.

On video platforms such as TikTok, Instagram Reels, and YouTube Shorts, the
prevalent use of rapid editing has established a trend toward reduced attention spans.
For instance, TikTok clips lasting 15 to 30 seconds often contain between 30 and 50 cuts,
effectively maintaining viewer engagement.

“Invisible editing” helps create the illusion of continuity, enhancing immersion in the
narrative. A striking example is the film Birdman (2014), which is edited to appear as a
single continuous shot, generating a sense of direct presence within the story.

Editing is one of the key factors shaping the emotional tone of video content. Through
pacing, shot composition, and shot duration, directors can convey various emotional states,
such as tension, joy, anxiety, or sorrow. The use of long takes fosters an immersive and
calming atmosphere. In contrast, fragmented, chaotic editing (jump cuts) creates a sense
of unease, a technique frequently employed in psychological thrillers and horror films. For
instance, in Whiplash (2014), rapid editing intensifies the protagonist’s sense of pressure
and psychological distress.

By juxtaposing different images, Associative editing evokes subconscious associations
in viewers, amplifying the emotional impact of a scene. One of the most famous examples
is the Kuleshov effect, where a neutral facial expression takes on new meaning depending
on the accompanying shot. This technique is widely used in modern advertising and film
trailers to enhance emotional engagement.

Color editing is crucial in creating contrasts between scenes and shaping emotional
perception. For example, in Mad Max: Fury Road (2015), desert scenes are characterized
by a warm, saturated color palette, while nighttime scenes adopt cold blue tones, clearly
distinguishing different emotional atmospheres throughout the film.

In the digital age, editing techniques have taken on a new dimension. Video platforms
utilize algorithms to curate content, and editing decisions increasingly account for these
factors to optimize viewer engagement. Interactive editing in VR and AR technologies
enables adaptive storytelling, where scene sequences can change based on viewer choices.
For instance, the audience can directly influence the narrative in the interactive film Black
Mirror: Bandersnatch (2018), creating a unique and personalized viewing experience.
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Moreover, media literacy has become increasingly important, as manipulative content
and fake videos frequently employ editing techniques to distort information. Political
campaigns, for example, often leverage deepfake technology and manipulative editing
to construct misleading narratives, making critical evaluation of audiovisual content an
essential skill in the modern media landscape.

Thus, editing techniques serve not only as a tool for narrative construction but also
as a crucial means of influencing how information is consumed. Understanding these
mechanisms is essential for content creators and audiences who seek to critically engage
with visual media and recognize the impact of visual manipulation.

b. Qapagoros
PUTMIYHUIA MAJTIOHOK PO3BUTKY AiIi B EKPAHHOMY TBOPI

B. Farafonov
RHYTHMIC PATTERN OF ACTION IN A FILM

1. Put™M — 1e iHCTpyMEHT, 3aB/IAKY AKOMY MM IiEMO B IEBHOMY CTaB/IEHH] 32 IIEBHIMI
O3HaKaMmy (Cu/a, TPUBAICTD TOIIO) O PEATbHOCTI — YepryBaHHA i CIiBBiAHOLICHHA
BUK/IMKIB i peakif, fiilt Ta mpoTuAilL.

2. PuTM icHyBaHH: y CBITi SIK 03HaKa CIPUIIMAHHS CBITY, B SIKOMY M1 IIepebyBaeMOo.
MipHicTb pUTMY K WIBUAKICTb PEaryBaHHA.

3. ITomipHicTb AIK 03HaKa Y3TOJPKEHOCTI, 3HaJ1/IeHOT0 ONTYMa/IbHOTO CITiBBiTHOIEHHA
CTOCYHKIB «Cy0’eKT — 00’€KT» B 000X HampsiMax — cy0’ekra 0 06’exra Ta 06’eKTa 10
cy6’exra. [HII BapiaHT BKa3yI0Tb Ha He ONITUMAJIBHICTb CTOCYHKIB, Ha IX KOH(IKTHICTS,

IIPUXOBaHy abo ABHY.
4. TlomipHuit putM — He BeUKMIL i He Manuii, BiH He Ma€e BiIXU/IeHD Bifi cepelHbOrO
piBHA, cepefHbOI HOPMM, [ CepefHA HOpMa — 1j¢ MOXIMBICTb HEKBAIIMBOIO

CIIpUitMaHHsI Ta 00yMaHoI peakiiii.

5. Un € HOHATTA «IIOMipHMII PUTM» Ta «3aCHOKIM/IMBUIA PUTM» CUHOHIMIYHMMM
HOHATTAMMU 33 CBOEK CYTHICTIO? 3aCHOKIMIMBUMII PUTM, 3 MEIMYHOI TOYKM 30Dy, Lie
TaKJil, KO/ KOKEH BUAMX YABiYi JoBumii 3a BAyx. IloBinbHa Mysuka i3 10-cexynpHuMu
IMKIaMu (pUTMIYHUMM O70KaM1), 1O MOBTOPIOIOTHCSA, MA€ 3aCMOKIMIMBIUIL BIVIMB Ha
CIyXayiB, MO3afAK Ile BiAmoBifjae 10-CeKyHOHMM NPUPOJHMM XBIJIAM apTepiaTbHOro
TUCKY. A BHYTpILIHIil CIOKili BKa3ye Ha BPiBHOB&)XEHICTb pearyBaHH:A Ha IOfPasHMUKM
HaBKO/IMIIHbOTO CBITY.

6. MucrenTBo, AK €MOLiiHA peaKlil Ha OTOYYIYy MMUTL [ifICHICTb, HE MOXe
CIMPATICA Ha IIOMIPHII PUTM B IPOLECi CIPMIIMAaHHA MUCTELLKOTO TBOPY.

7. Putm — 1ne marepH (wrab/moH) perynApHuX ab0 He PeryiApHUX IMITY/IbCiB,
OpraHi3oBaHuUX y yaci. BifmosigHo, yacToTa 3MiHM 300pakeHb CTBOPIOE BifYyTTA PUTMY
(mipHOTO, TOMipHOTO, PiBHOMIPHOTO).

8. TBOpeHH: pUTMY B Bi3ya/IbHiil OIOBifHIl OCTIOBHOCTI € ZOCTATHBO CKJIA/JHUM
IPOLIECOM, Y AKOMY OepyTb y4acTb 4acoBi mapaMeTpy 306pakeHb (IOBXKIHA LIMATKIB),
iX Bi3ya/bHUIT JKaHp (IIPOCTOPOBI, MOPTPETHI, XXAHPOBI), WIBUAKICTD PyXy 00’€KTiB
B KOXXHOMY 300pakeHHI Ta HAIpsIM PYXY, SIK Y KOKHOMY 300paKeHH], TaK i B iX IpyIi.
B sKocTi HaiiMeHIMX TPyl BHCTYNAamTb MOHT®XHI (pasu. Hesumapkoso Cepriit
EifseHIuTel1H BKa3yBaB Ha Te, 1[0 TBOPEHHS MOHTAXXHOI MOCTiIOBHOCTI BinbMy (3apa3
MU TIPO Ije KaXeMO fAK «OIOBiJHOI IOCITIJOBHOCTI ayfioBi3yalbHOTO TBOpY») Jifie 3a
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