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The Edit

The Edit

Introduction

The edit is a transition between two shots
It takes one of three forms:

« The cut. In the cut, the transition between shot to shot s not perceived
by the viewer.

» The mix. The mix is a gradual transition from shot tc shot by
overlapping the images and is perceived by the viewer.

o The fade. The fade is a transition, by a gradual change of the image, to a
complete black image. It is perceived by the viewer.

Each of these transitions has a completely different meaning and different
characteristics, and should be used accordingly.

An edit is built up of a number of elements. How the edit will be depends
upon the number of elements used and how they are used, how good or
bad, and how obtrusive or unobtrusive.

The six elements of the edit
There are six elements in tatal, which are as follows:

» meotivation
information
* composition
sound
camera angle
continuity

1 Motivation
There shouid always be a good reason or motivation to cut, mix or fade.
This maotivation can be either visual or aural.

In visual terms it could be an action, even of the smallest kind, made by
an actor, for example, a body or facial movement.

It could be a sound, like a knock on the door, or a telephone ring ora
voice off screen.

The motivation could also be a combination of both vision and seund,
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Fvon a slight smile could be
# ohvation to make an edit
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The Edit

2 Information

Information is generally recognized to mean visual information. For the
editor, this element is basic to all edits. A new shot means new
information. This is simply because if there is no new information in the
next shot, then there is little point in cutting to it.

Each shot should, ideally, be a visual treat. In the selection process it
must be recognized that however beautiful the shot is, it still should
convey visual information different from the last shot.

The more visual information the viewer has and understands, the more
informed and involved the viewer becomes.

It is the editor's job to get as much visual information into the
programme as he or she can, without patronizing the audience.

This is another reason why the edits must be so smooth that they are
unobtrusive.
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Culting these two shots
tageither gives no new
milormation

Reaction from a second person is needed
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3 Shot composition
Over the years, audiences have learned to accept many of the conventions
used in programme making.

Although the editor cannot create shot composition, it is part of the
editor’s job to ensure that a reasonable shot composition exists.

Bad shot composition is a result of bad shooting. It doesn't stop the
editing process, but it makes it more difficult.

Standard shot descriptions with their respective composition are dealt
with in Chapter 1, but it is worth remembering that not all shots have a
standard composition.

Itis the editor’s job to select the shots with an acceptable composition.
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The Edit | The Edit It

4 Sound |‘ Office scene with typewriters
An important element of the edit can be the sound. Seund is not only and sound

more immediate than visuals but also more abstract, The very experienced
editors have a saying, ‘You don't have to see what you hear,’

Sound can be advanced or delayed to create atmosphere, a heightened
sense of tension ang many other emotions. For the editar it can be one of
the most exciting reasons to make the edit. Sound also can prepare the
audience for a change in scene, in location, or even in history.

Lack of the appropriate sound can devalue an edit. For example,
consider an office scene where, in the LS, sounds of office machines,

b
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typewriters, etc,, can be heard. Imagine a cut to a closer shot of a typist
without the same sound being heard in the background. That would mean
that every single machine had stopped at the instant of the cut to the
closer shot, .
The audience's attention can also he generated by advanced sound, Closer shot of typist.
which is called lapping. For example, it is common to edit the sound four If the sound stopped
frames in advance of the vision when cutting from an indoer to an outdoor here it would mean
SEErE. something completely
dlifferent.
5 Camera angle
When the director shoots the scene, he or she will have done so from a ’
number of positions {camera angles). From each of these positions the o
director will have taken a number of shots, The word “angle’ is used to / iy
describe these positions of the camera relative to the object or subject. ’
'magine the centre of half a spoked wheel. The subject is at the hub. J Al
Each spoke could represent a camera axis and the camera positions are on thaiccepted meanjfjg ?fthe
the ends of some of the spokes. The positions vary from one to another, """‘.‘fameﬁi’ig:%ﬁas\:& chig
from axis to axis, by a certain distance called ‘camera angle’. :|:::'_::;;‘:Ei0::.e|aﬁon to another
The camera angle is one of the most important elements of an edit. The porsible camera position to the
principle is, that each time you cut or mix from one shot to another, the i subject. The word camera
camera should be on a different angle from the previous shot. =i’ commonly used

For an editor, the difference between the axis should never be greater Eubject

than 180° and usually less than 45° when shooting the same subject. With Axis Axis
experience these figures might be altered considerably. i )/ LA
- Camera positions
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6 Continuity

Each time a new camera angle is being shot (in the same sequence) the
actor or presenter will have to perform any movement or action in exactly
the same way as he or she did in the previous shot. This, of course, also
applies to different ‘takes’.

Continuity of content
There should be caontinuity of content. For example, if the actor has picked
up a telephone with his right hand in the first shot, then itis to be expected
that the telephone is still in his right hand in any following shot.

Part of the editor’s job is to make sure that the continuity is maintained
each time an edit is made in a sequence of shots.

Continuity of movement

Continuity also involves direction of movement. If the actor or object is
moving right to left on the first shot, then it is to be expected that the actor
or subject will move in the same direction in the next shot, unless of
course, you see a change in direction actually taking pface in the shot.

Continuity of position

Continuity is also important in the position of the actor or subject an the
screen. If an actor is on the right-hand side of the screen in the first shot,
then he must be on the right-hand side in the next shot also. Unless of
course, there has been a stage movement seen on screen to change this.

Continujity of sound
The continuity of sound and its perspective is of critical importance. If the
action is happening in the same place in the same ‘time’, then the sound
will continue from one shot to the next one. If there is an aeroplane in the
sky in one shot and it is heard, then it needs to he heard in the following
shot until the aeroplane is out of distance. Even if the aeroplane is perhaps
not seen in the second shot, it does not mean that it should not be heard.
In addition, with shots in the same scene and at the same ‘time’, there
will be a general similarity in background sound. This is known as
background ambience, atmosphere, or simply ‘atmos’. Atmos must have
continuity.
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Continuity — the hand that lifts
hir telephone in the first shot
should be the one holding the
lnlsphone in the second shot
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The Cut

The Cut ‘

Introduction

The cut is the most commonly used transition. It is an instantaneous
change from one shot to another. When it is made correctly it is not
consciously noticed.

Of all the three transitions, the cut is what the audience has learned to
accept as a form of visual reality.

The cut is used

= where the action is continuous
+ where there needs to be a change of ‘impact’
« where there is a change of information or locale

The six elements of the cut

A good cut is made up of six elements.

1 Motivation
There should always be a reasan to make the cut.

The more skilled an editor, the easier it becomes to find or create a
motivation for a cut. Consequently, there develops & greater awareness of
exactly where the edit should take place. It also becomes easier to
understand how a cut before a motivation — an early cut — works.

A cut after & motivation is called a late cut.

The audience’s expectations can be delayed or advanced according to
how the editor uses early and late cuts.

2 Information
A new picture should always contain new information.

3 Composition
Each shot should have a reasonable shot composition or framing.

4 Sound

There should ideally be some form of sound continuity or sound
development.

5 Camera angle :
Each new shot should be on a different camera angle to the last one.

6 Continuity

The movement or action should be both evident and simitar in the twu
shots to be cut together.
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General considerations _
When the cut becomes visible or noticeable it is called a’jump cut’. A jump
cut acts as a break to the transition from one shot to the ne>ft,

As a beginner you should always try to obtain a ‘clean cut’ and .regard
the jump cut as an unsatisfactory edit untii you know how to use |t._

Ideally, each cut should contain all six elements, bu_t not every c.ut with. A
general guide is to include as many elements as possibie, depending upon
the type of edit. .

The editor should know the elements by heart, so that when locking
through footage it becomes second routine to check each shot for as many
of the six elements as possible.
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The Mix

Introduction

The mix is also known as the ‘dissolve’, the ‘lap dissolve’, or the ‘lap'.
This is the second most commonly used transition from one shot to
another. It is made by overlapping the shots, so that near the end of ane
shot, the beginning of the next shot becomes gradually more visible. As
the old shot becomes more faint, the new shot becomes stronger.
This transition is clearly visible.
The centre point of the mix is when each image is equally strong, )
creating a new image. Just before mix
A mix must be used with extreme care. The mix is correctly used

» where there is a change in time

= where time needs to be slowed down

« where there is a change in locale

« where there is a strong visual relationship between the outgoing and
the incoming images

The six elements of the mix

The mix requires some of the following six elements.
1 Motivation
There should always be a reason to make the mix.

2 Information : Muskele: of mix
The new picture should always contain new visual information.

3 Composition H

The two shots to be mixed should have a composition which overlaps

easily and avoids visual contradiction.

4 Sound

The sound on both shots should also mix together.

5 Camera angle

The mixed shots should have different camera angles.

6 Time

A mix lasts a minimum of one second and a maximum of three seconds,

With modern machinery there are the possibilities of achieving very fast
mix and extremely slow ones. With certain equipment a mix of four
frames can be produced easily, or the mix can be as long as the shotitsall, ¥

But, if in the centre point of the mix, the images are so pronounced for & 1
long period, then the images appear no longer to be mixed but |
'superimposed’. If the mix is short {20 frames or less), it will resemblo 4
visible and badly timed cut.

For the mix to be effective, a one-second maximum mix should be usend,
Ifa mix is to be langer, the compasition of the pictures must be even miote
carefully observed. Images confusing for the editor will be more confuning
for the audience.

st alnse myix
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The Fade

Introduction

The fade is a gradual transition from any image to either a completely
black or white screen, or from a black or white screen to any image.
The fade is in two forms:

1 The fade out is the transition of the image to black screen.
2 The fade in {fade up) is the transition from black screen to the image.

The fade in is used

+ at the beginning of a programme

» at the beginning of a chapter or scene
» where there is a change in time

+ where there is a change in locale

The fade out is used

+ at the end of a programme

» atthe end of a chapter, scene or act
= where there is a change in time

+ where there is a change in locale

The fade out and the fade in are often cut together at the point of 100%
black or, rarely, 100% white, thus suggesting the end of one scene and the
start of the next. This is also used to separate ‘time” and ‘place’.

The three elements of the fade
The fade requires three of the six elements.

1 Motivation
There should always be a good reason to make a fade.

2 Composition
The shot ideally should be composed in such a way that the transition
black is gradual overall. That means that there is no great dilfornm
between the very lightest part of the picture and the very darkest.

The sound element of the picture should approach some form of clining _
ending for the fade out, and the opposite for a fade in. }
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Fade out from full image to
black screen
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The Five Types of Edit

Introduction
There are five types of edit:

« action edit

screen position edit
form edit

concept edit

+ combined edit

Itis important for the editor to be able to recognize all the ty_pes of edit
and how they are made. The editor must also be able to identify each of
the individual ‘elements’ that are required in an edit.

The action edit

The action edit, sometimes called a movement edit or a continuity edit, is
nearly always a cut. lt can be made on the simplest gesture or movement,;
for example, picking up a telephone. ) . o
The action edit requires all, or nearly all, of the six elements: motl\_/atl_on,
information, shot composition, sound, new camera angle and continuity,
A man is sitting at a desk, the telephone rings, he picks up the phone
and answers, )
Examine the two shots and identify the six elements.

1 Motivation o .
When the telaphone rings, we know that the man will pr'ck it up an
answer it. This would be a good motivation to make the edit.

2 Information o "
In the LS wve are able to see the office, how the man is sitting and what

is doing. The MCU tells us even more about the man. We‘ are now aliln
see, in greater detail, what he looks like and, more lmportanlly‘t.
reactions to the telephone call. On the MCU we can see soma 1
language’. The MCU therefore gives us new information.

3 Shot composition
The shot composition in the LS is reascnably well cqnslrm:lml, "
allowing for a plant in the foreground. It gives a general idea of !Im T
and the man is clearly shown to be working at his desk. Tho MU e "
balanced wvith correct headroom, although experienced editors imay ul-‘
that he should have been more screen right, to allow for (elaphg

movement. But the shot composition is acceptable.

4 Sound ) ‘
There will be the same background sound or atmos in buth uhuia
atmos might be faint traffic noise outside, or office sounds Treny det Hyil
source. This will give a sound continuity in both shots.
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5 Camera angle

In the LS, the camera angle is on a three-quarter profile, almost from the
side. In the MCU, the camera is directly in front of the subject. The camera
angles are therefore different.

€ Continuity

It is possible to match the arm movement of the subject picking up the
telephone on the LS, to the same arm movement on the MCU. In other
words, the continuity of body movement exists.

As the edit contains all the six elements, it will be smooth.

As the edit contains all the six elements, it will be unobtrusive,

As the edit contains all the six elements, the visyal ‘story flow’ will not
stop.

The screen position edit

This type of edit is sometimes called a directional edit or a placement edit.
It can either be a cut or a mix, but is usually a cut if there is no passage of
time.

This edit is usually planned in either the pre-production stage or during
the shooting stage. It relies on movement or action in the first shot, forcing
or directing the eye of the viewer to a new position on the screen.

Example 1
Two walkers stop when they see and point to footsteps of the people they
are following.

These two shots will cut together. The camera angle is different and
there will be continuity in foot or leg movement. There is now new
information and there is sound continuity. The motivation is there — they
are actually pointing to it, and the shot composition would work.

The edit contains all six elements. The edit would work and the visual
story would not be interrupted.
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L position edit— Example 1

59




The Five Types of Edit

Example 2
One woman with a gun is threatening another.
Again the cut will work, because of the reasons mentioned in Example 1.

Example 3

A stage. The host of the show is announcing the next act. ‘So, Ladies and
Gentlemen’, he shouts, pointing to the side of the stage, ‘please welcome
... the Great Pompisto!!’

Again, the two shots will edit together.

The camera angles are different.

There is new information. We have not seen the Great Pompista before,
and we need to know what he looks like.

The sound would offer great possibilities, cutting either on the
applause, or on the words ‘please welcome', or after the words if you were
to delay the entrance of the Great Pompisto.

There is a motivation to make the cut. Qbviously so, the audience have
been told they are going to meet him. So, let's meet him!

The shot composition works.

A screen position edit does not always include all six edit elements;
however, the greater the number of elements included, the better the
screen position edit will be.
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The Five Types of Edit

The form edit

The form edit is best described as a transition from a shot which has a
pronounced shape, colour, dimension or sound, to another shot which
has a matching shape, colour, dimension or sound.

With sound as the motivation, the form edit can be a cut, but in most
cases it is a mix. This is particularly true when there is a change of location
and/or perhaps a change in time.

Example 7

In a hot humid room of the embassy compound, the journalists wait for
the relief helicopter to lift them to freedom. On the ceiling a fan rotates.
The helicopter arrives.

The edit could be either a cut or a mix. A mix would indicate a greater
time difference between the events. The form would be the rotating fan
which would match the form of the rotating helicopter blades. The sound
could overlap to create either advanced or delayed apprehension.

Example 2
Form edits are often used in advertisements. Here the subject leaning
against an upright simulates a company’s iogo.

There is one big problem which may be encountered with a form edit: that
the edit may look too contrived. If used frequently, the form edit becomes
predictable.

The beauty of the form edit can be seen when it is done well. And, when
it is combined with another type of edit, it can become almost unobtrusive.
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Tighten to this

t orm edit—Example 1 Helicopter blades

Cut/mix to this

e

P il o
e

Fovm edit — Example 2 Woman leans
sjiinst upright

Kellogg's logo
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The concept edit

The concept edit sometimes called dynamic edit or ideas edit, is a purely
mental suggestion. Because of the two shots chosen and the point at
which the edit is made, the concept edit plants a story in your mind.

The concept edit can cover changes in place, time, people and even in
the story itself. it can do so without any visual break.

If the concept edit is well conceived, it can convey moods, make
dramatic emphasis and even create abstract ideas. But to do the concept
edit well is very difficult. If it is not well planned, the flow of visual
information may stop completely.

It is not the elements in the shot that make a concept edit. The effect of
what happens when joining the two shots together produces the concept
in the viewer’s mind.

Here are three examples of some concept edits that have been copied
many times over:

« The tear jerker
» The mission impossible
« ‘Is there really no hope?

At its best the concept edit is an original idea, but at worst it becomes
a cfiché.

If you can’t think of a good and original concept edit from the shots
available, then it is better to use another type of edit.

The combined edit

The combined edit, without doubt the most difficult of all edit types, is
also the most powerful. It is the highest achievement of the editor.

The combined edit combines two or more of the four other edit types: it
combines an action (continuity) edit with a screen position edit, and it
includes a form edit and even a concept.

Probably one of the best recent examples can be found in the feature
film The French Lieutenant’s Woman. The Director and Editor, Karel Reisz
and John Bloom, chose two unusual, but well planned shots, to move the
stary from an interior modern hotel conservatory setting (in which the
actors are rehearsing a film scene} to an exterior woodland setting where
the actors are wearing their historical costumes. The cut is made as the
actress is rehearsing a ‘fall’ to the ground and fulfils perfectly all of the six
elements of the edit. The continuity requirements of the actresses'’s fall
had to match both shots, making it an action edit. It has requirements of a
directional edit, the form was the same in both shots, and finally, the edit
creates the idea that takes the viewer fram one era to another, a concept
edit. Added together, the result is a combined edit.

To achieve a combined edit the editor must be able to recognize the
aural and visual potential of each shot as a contribution to the combined
edit. Combined edits are carefully planned in both the pre-production and
production stages.
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The tear jerker
‘.. et spiritus sanctus, Amen’

41 Mix

Missian impossible
Navigator to pilot: ‘What are the chances
of flight X4 getting back?’

The air marshal’s hand
knocks over the X4 flag
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General Practices

Introduction

The general practices of editing have been changed, developed, refined
and handed down from editor to editor over many years. They are based
on what editors have found to work. Sometimes the reason why the
practice exists is not clear, especially to a beginner. In such a case ‘blind
acceptance’ might be required until growing experience makes the
practice more obvious.

The general practices should be regarded as technically binding in
nearly all usual circumstances,

There is one practice that all editors ¢laim is of critical importance. It
applies to nearly all craft skills and is: ‘creativity overrules grammar’. It is
also the excuse often given to justify poor craftsmanship.

It is possible to create a new type of edit or develop a new practice, but
to do this you must first know the existing edits and practices. But above
all, first know and learn the grammar.

The general practices of editing are as follows:

sound and vision are partners and not rivals
a new shot should contain new information
there should be a reason for every edit
observe the ’line’

select the appropriate form of edit

the better the edit, the less it is noticed
editing is creating

Explanation of the general practices

Sound and vision are partners and not rivals
This seems somewhat obvious, but it is surprising how many editors
allow the sound to ‘fight’ the picture. Sound is a partner in the production
and must be edited with the same care and attention to detail as the
vision.

The ear and the eye work in unison, supplementing information to each
other, so any conflict between the two will cause confusion.

Aural information should extend and expand the message of the
visuals. It should give information which enforces and supports the shot.

For example, if a shot shows a car passing a road sign ‘Airport’, then by
adding the appropriate airport sounds, the visual message is enforced
and, consequently, more easily understood.

Indeed, certain visuals demand certain sounds. A large bus, for
example, demands the sound of a large engine.

In its most simplistic terms, it could be said that an editor should never
have a picture on the screen with sounds that do not match. The reason
for this is that sound can more quickly create reality than vision. The eye
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tends to take what it sees factually, whereas sound can stimuiate the
imagination in a more direct way.

Consequently, ‘stimulating the ear to help the eye’ is one of the basic
tasks of the editor, but if the sound directly contradicts the vision, the
result will be confusion and rivalry.

The editor should always remember that sound and vision are tools,
that a picture can kill a sound and that sound can kill a picture. Either can
dominate, but neither should kill.

Of course there are many examples of the use of ‘rivalry and conflict’
when editing sound and vision. When done correctly, the results can be
very powerful, especially when the sound is linked to the action.

A new shot should contain new information

This general practice is one of the elements of the cut and also one of the
elements of the mix. It is almost important enough for it to be called a
rule’.

The success of a good programme is based on the audience's
expectation that there will be a continuous supply of visual information.
This supply, if it is correctly delivered, will constantly update and increase
the visual information the viewer has of the events of the programme.

There should be a reason for every edit
This convention is linked with motivation, one of the six elements of the
cut.

If the shot is good and complete in itself, with a beginning, a middle and
an end, then it is pointless to cut a section out and replace it — especially if
the overall result is not better or more interesting and does not fulfil the
expectations of the audience even better than the original shot. In short,
do not mutilate a shot. There will be bad consequences before and after if
you do!

Also, the reason to make the edit in the first place should be valid under
nearly all circumstances. This does not mean that a three-minute
monologue from one person to another should not be edited visually. If
one person is listening, then that person is likely to make some form of
tacial or body reaction to what is being said. These reactions should be
shown. i, however, the person is talking to himself, without flashbacks
and without reference to other shots, and if such a shot is edited only for
the reason that the audience should have something else to look at, the
very act of editing is likely to break the monologue. If the shot is boring,
the fault may lie in the type of shot or the shot composition, or a
combination of these things.

Also, merely to cut to another shot to 'up the pace’ of the programme is
nqually suspect. This tendency has developed alarmingly to where a shot
lasting more than three seconds is viewed by some producers and
‘hrectors as being ‘boringly long”.

It obviously depends on the production, picture content and viewing
habits.
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What is acceptable in an action sequence is not acceptable in a love
scene.

The reason to make the edit should be worth while. Look for the
motivation and the reason, and the edit will then seem "natural’,

Finally, in deciding the length of a shot, it is essential to give the eves
encugh time to read and absorb the visual information.

If in doubt in calculating the time (length) of a shot, then say to yourself
(in the example opposite): ‘There’s the house in the hills — there is smoke
coming out of the chimney, the man is walking to the house, it's evening
because the sun is setting. Cut!” And that is the length of the shot.

Observe the ‘line’
The ‘line’ is a mental guide for both director and editor as to which side of
the subject they are shooting and looking at.

Crossing the line results in a visually contradicting situation for the
audience. They are confronted with a different viewpoint of the action and
this will change their perception of what is happening.

For example: if a car is travelling from right to left across the screen
(diagram 1, camera position A}, then the line is the direction of travel. If the
next shot is taken from the other side of the line (camera position B), then
the car is now appearing to go from left to right, i.e. the opposite way. In
reality, the car is actually going the same way as it did before, but on
screen it is going in a different direction. Cutting these two shots together,
one from side A with one from side B, will break the visual flow and the
viewer will be confused and will ask, "'Why is the car now going the
opposite way?’

The editor must only select shots from one side of the line unless the
line is seen to change, i.e. if the car is seen to change direction on screen.
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Diagram 1

t.ar as seen from Position A

t o as seen from position B
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The line also exists for people. If, as in the next example {diagram 2), the
shots are taken from side A, then person 1 is looking to the left and person
2 is looking to the right. The two shots would edit together.

But if one of the shots, say of person 2, was shot from side B, then that
person would appear to be also looking left. Clearly, with both persons
looking left, they would appear to be talking to some third, but unseen,
person off-screen.

Either both shots must come from side A or both from side B, but never
one from each.

A ‘line’ exists also for many things. The wind has a line and will blow
grass in a certain direction. Machinery has a line. A revolving flywheel,
connecting rod and piston have a line. The flywheel shot from one side
will be rotating in a clockwise direction, but shot from the other side it
would appear to be rotating in an anti-clockwise direction.

What happens in actual reality has no bearing on screen reality. What is
happening in real direction has nothing to do with screen direction.
Screen reality is an artificial concept and is created by the editor (and
director).

In practice, what an editor is doing is reassembling visuals and sound
into screen reality.

Select the appropriate form of edit
If a cut is not successful, it does not automatically mean that either a mix
or fade will make it suceessful.

An illegitimate cut is not better than an illegitimate mix.

If two shots will not go tagether as a cut, then they will certainly not go
together as a mix. This is because either:

.

the angle is wrong

or the continuity is wrong

or there is no new information

« or there is no motivation

« or the shot composition is wrong

« or there is a combination of the above.

There is very little you can do to improve this.
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Diagram 2

Shat from side A, person 1

*shot from side A, person 2

~.hat from side B, person 2

General Practices
Side 87 Camera
A -
Person 2 =)? @ Person 1
v Y

Camera Camera
A/ — b
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Example

Say the line has been wrongly crossed. Obviously the man or the woman
is on the wrong side of the picture. As a cut from one shot to the other
there will be the warst type of jump. It will jar the audience visually and it
will not flow.

Clearly, the edit as a cut would be incorrect.

As a mix, the edit would result in total and complete confusion to the
viewer. The audience would be quite right to think: "Why has the woman
suddenly changed into a man and the man into a woman?’ ‘Does this have
a special meaning? ‘Has a period of time magically changed her
clothing?’ ‘Perhaps they are the son and daughter of the first pair!”

If an edit is to be a cut and it fails as a cut, then the failure might be
compounded, even more, as a mix.

The better the edit, the less it is noticed

This is the ideal situation. A programme that is well edited will result in the
edits not being noticed. If the edits are not seen, the story flows from
beginning to end.

Sometimes the edits can be very powerful, merely because of the
selection of the shots being edited. But they will stilt not be ‘seen’ and as
such will help the visual flow. This is the work of a creative editor.

One bad edit often ruins an entire sequence of shots.

It is one of the few areas in programme making where, if the job is done
well, it looks as if it need not have been done at all. Or that it could have
been done by anybody. That is the hallmark of a good editor.

Editing is creating
It is an old saying that ‘rules are made to be broken’. The general practices
of editing are no exception to this. Breaking the practices without good
reason is foolhardy.

Breaking the practices to achieve a special result is valid under nearly all
circumstances. Certainly, when an editor is seeking to achieve these
special circumstances, some general working practices at least must be
changed. This may be to make bizarre, comic or surreal sequences.

There are very well-known, experienced directors wha, with their
editors, have produced very creditable results in breaking the fundamentals
of editing. Some directors have even used the jump cut to a creative end.
But this has always been for a special sequence.

It is usually best to learn the general practices and working practices —
the ‘grammar’ — before trying to break conventions.

But perfect editing grammar is not an end in itself. And if for that reason
alone, the greatest working practice of all applies: creativity overrules
grammar.
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Working Practices

Working Practices

Introduction

Working practices are good guides, or good tips, for the daily practice of
editing.

They have been found to work, even if the reasons why they work are
not always known.

A beginner shouldn’t break with working practices unless there are very
good reasons to do so.

In many cases, the working practices are given in the negative ("don’t
do .. ."). This is simply the way they have been handed down.

Working practices are likely to change because of fashion, viewing
habits and new technology. There are many working practices, but those
listed in the following pages are possibly the more important ones.

Finally, there will be cases where an editor has done everything right —
the correct type of edit, the correct elements — so that in theory the cut or
mix or fade should work. But it doesn't. One of the skills of an editor is to
analyse the imperfect edit and find out why it is so. In such a case, it is
possible that the answer may not be found in working practices, but in
experience. An answer may not even exist. The reason for this is that
editing is not a perfect craft. There is always room for creativity and
discovery, and that is the beauty of the craft.

Explanation of the working practices

1 Never cut from an incorrectly framed headroom to a correct
one {or the other way around)
Reasons
To cut from a correctly framed headroom to an incorrectly framed one will
look as if one of the subjects has suddenly altered his or her height.

To cut from an incorrectly framed headroom to a correct one and back
again will look as if the first subject is bobbing up and down.

Solutions

The shot is impossible to correct. A few frames of the footage, however,
might be usable for cutaways, if it is not too badly framed. If there is not
more than one take, the entire shot might have to be rejected and replaced
by another, even if the speaker is not seen to be speaking. An over
shoulder two shot (052S) may be a solution.

Exception

The exception here is when the two shots have the same headroom, even
though both are perhaps wrongly framed. Obviously, if the headroom is
completely wrong, the shots will look silly.
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2 Avoid shots where spurious objects appear to be too close to
the subject’s head

Reason

This is a question of shot composition which has failed at the shooting
stage. If offered such a shot, it is best not to use it if possible.

Solution
There really is no solution to this problem.

Exceptions

You may be able to use this shot if it has so narrow a lens angle that the
background is almost completely out of focus. The only other possible use
is in a fast montage, where the shot is seen only for a very small period of
time.

76

This is acceptable

But this is not

Andthis fs fust silly

Working Practices

77

H



Working Practices

3 Avoid shots where the side frame edge cuts off people

Reason
Again, this is a result of bad framing during the shoot.

Solution
Sometimes the shot can be used, but it depends what comes before and
what comes after. It also depends on the duration of the shot.

Opposite are given some examples,

78

This is bad framing unless it is
part of a pan

This is bad framing and is not
acceptable

Ihis is acceptable

Ihis is not acceptable

Working Practices

19




Working Practices

4 Cut matched shots rather than unmatched shots

Reasons

Camera shots with a similar lens angle at a similar distance from the
subject have a similar depth of field, provided the shots have a similar
shot composition and content.

In diagram 1, two people are standing in a landscape. Camera positions
from A and B are at a similar distance from each subject. Both the shots
are taken, for example, at a lens angle of 10° and both the shots are
framing a medium close-up (MCU). When this is the case, the editor will
have backgrounds which are both out of focus to the same extent.

In diagram 2, the camera position has changed. In position B the lens
angle is now 40°, but the shot compasition remains the same — a MCU.

In this case the background will be in focus. Consequently, the editor
would be cutting from a MCU with an “out of focus’ (OOF) background to a
MCU with an ‘in focus’ (IF) background.

There may be other elements in the shot that do not match.

Solution
If a selection of good shots is avaitable, then preference should be given to
those with similarity in the quality of the backgrounds.

Exception
Generally, the wider the lens angle used, the more the picture background
is in focus. In other words, the depth of field is greater {diagram c).

The exception to the practice is where a wide angle must be used to
show a subject movement from foreground to background or the other
way around.

a b
QoF

D QOF OF C
‘_"&7‘ -“7 *J loo;.l‘[_)*. . o] ) ;mera

o Subject

Medium angle Narrow angle
D = depth of field D = depth of field = in focus = very small
OQOF = out of focus OOF = out of focus = very great

s QOF
B R \\Camera
= ﬂ 2 ; 50° )%
L Sl e

: ‘.Sub.ject:;; i Do

G /Wideangle
: : D = depthoffield = very great

QOF = out of focus = very small
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5 When editing drama dialogue, never edit out a performer’s
pauses unless requested to do so

Reason

There are some things that can kill a performance, and this is one of them.
The performer will have rehearsed the script to achieve a certain
emotional impact in the scene. Actors rightly claim that the space between
words is just as important as the words. To edit out these spaces {or
pauses) in monologue or in dialogue can change, in the worst case, the
complete meaning of the scene.

Solutions

Accept the pauses as a guide and use them as a motivation. Accept the
pauses as an important integrated element in the dialogue and not just as
a moment when someone is not speaking.

Exceptions
The exceptions are all to do with the lack of time.

In news, documentary and current affairs programmes, where the
maximum amoaount of visual and verbal information must be fitted into the
minimum amount of time, the editor will obviously need to edit out
unnecessary pauses.

6 A reaction shot seems more natural during a phrase or
sentence than at the end

Reason

The reason for this is the difference between two distinct situations. In the
first, one person may be talking and the second person is listening (anc
watching) while the first person speaks. In the second situation, onu
person may be talking and then, when the talking stops, the secomul
person responds to what the first person has said.

The first situation is more interesting, especially when the edili
includes shots of the listener reacting as the words are spoken, becauso il
shows communication in action and reaction. It looks much better than
the predictable second situation where two persons just talk in turn,

Solution '
Look at and listen very carefully to the footage to find a motivallon, ¥
however smali, to insert a cutaway of the listener reacting. If the cutaway
is close to the end of the speaker’s words, then the cutaway may bocomn
the next shot — if it is suitable. -

7 Do not be too bound by dialogue when looking for a cut polmt

Reasons

In dialogue there are two possibilities for cut points: vision and woitls
During a two-person dialogue, action and reaction will take place WhHile

one person is talking, the other will be listening and may show Tuninl

reactions. These reactions are very important {see the pravious winkling

practice}.
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Solution

In the worst case, if no facial reaction is evident, then the director will have
shot reacticn ‘noddies’ of the listener as safety shots. ‘Noddies’ are close
shots of the listener simulating a reaction to what is being said. The
‘noddies’ may be movements of the head, eyebrows, etc. When noddies
are cut into the dialogue with a motivation, they can look quite natural.
) Noddies are also useful to edit out parts of verbal information. For
instance, to reduce the duration of an interview.

The duration of a noddy should be around five seconds, but could be
less depending on the circumstances.

Exception
The exception is obviously when the primary shot is a monologue.
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8 In athree-person dialogue, never cut from a two shot to
another two shot

Reasons

If offered shots of a three-person group which contains ‘two shots’, then a
shot taken from camera position B shows the centre person (person 1) on
the right-hand side of the screen. If the editor now cuts to another two shot
(23}, from position A, then this shot will show the centre person (person 1}
on the left-hand side of the screen, with person 3 on the right-hand side.
This is a jump cut.

Solutions
If the shots are available, cut to a single shot of a person instead. For
example, cut from a 28 of persons 1 and 2 to @ MCU of person 3. Or,
conversely, a MCU of person 2 to a 25 of persons 1 and 3.

A long shot could also be used between both two shots.

Exceptions
There are no exceptions to this practice.
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9 Onclose shots of single characters, the fuller the face the
better

Reason

It is better to show the subject’s face fully, if emotion or any sort of
reaction is to be seen.

Example 1
A man is sitting at a desk. A telephone rings, he picks it up and speaks into
it. The two pictures are shot from camera angle A and camera angle B.
Cutting these two shots together will not produce a jump cut, but the
subject’s face will be almost totaily covered by the telephone. In addition,
any words he speaks will not be seen to be spoken, and worse siill, any
reaction or emotion from the subject will be almost entirely hidden.
Therefore, this edit deprives the audience of information. Even though it
would make a technically good edit, it breaks the flow of the story.

Example 2
In this example both shots are taken from the same position.

By choosing the close shot of a fuller face (this is a three-quarter profile),
the subject’s emotions can be more clearly recognized.

Cutting these two shots together runs the risk of a jump cut, because the
camera angle of the close up is the same as the camera angle of the long
shot.

Therefare, editing these two shots together would tell a better visual
story, but in technical terms it is less acceptable because of a possible
jump cut.
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Solution (Example 3)
Here, however, there is no chance of a jJump cut.

The two shots will cut well together because of three good reasons.

First, the camera angle is sufficiently different from the long shot, so
that the cut will not jump.

Secondly, the subject’'s face is full face, so that all aural and facial
reactions are seen.

Thirdly, matching the movement of the arm in the long shot {from A) to
the movement of the hand and forearm in the close shot {from B) is much
easier than in the other two previous examples.

Therefore, this combination tells the visual story better and is technically
correct.
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10 With a single character, try to avoid cutting to the same

camera angle

Reason

There is a strong chance that a jump cut would result, the reason being

thatthe camera angle has not changed (see ‘The six elements of the cut’).
In diagram 1, for example, cutting from the long shot (LS} from camera

position A into a medium close up (MCU) from position B would present

problems. Cutting from a MCU to the LS, however, is less of a problem.

Sotution
't would be better to cut to a shot of the MCU from a different camera
angle.

In diagram 2, the position of camera B has moved to the right. If a shot
from this position were available, the cut would be more interesting and
the risk of a jump cut reduced.

In the case where such a shot does not exist, then a cutaway should be
used.

This practice is more or less acceptable, depending on whether you cut
into a LS or away from a LS.

Exception

The exception to this practice is when cutting two shots together that are
very dissimilar.
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Diagram 1

LS from camera position A Diagram 2 LS from camera position A
MCU from camera position B MCU from camera position B
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11 When cutting the ‘rise’, try to keep the subject’s eyes in frame
as long as possible
Reason
The ‘iise’ is any movement of a subject from a lower to a higher position.
For example, the subject sits at a desk (first shot) and then gets up (second
shot).
The edit point may be anywhere within the actor’s total movement.
Keep the actor’s eyes on screen. The subject’s eyes are the natural focal
point of the viewer’s attention. Therefore, the eyes should be in frame as
long as possible. This is especially true in close shots.

Solution

A man is seated at a desk. The edit point in Shot 1 will be when his eyes
approach the top of the screen, Frame 1c, cutting to Frame 2¢ in Shot 2.
This may seem only a short distance, but actually the subject leans
forward before rising. This happens naturally.

If the subject’s head is off the screen when the cut is made, Frame 1d,
then the edit will appear to be ’late’. If the editor cuts before movement,
either on Frame 1a or 1b, so that all the movement is seen on the MLS,
Frame 2a or 2b, then the edit is clearly an “early cut’.

In this solution, ‘early’ and ‘late” cuts are not normally as disturbing as
jump cuts.

Exception
One exception to this practice is when the first shot is closer than a MCU. ft

is almost impossible to cut away from a CU or BCU on a ‘rise’. An early cut
is almost inevitable.
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Now his head has cleared the frame, this would be a ‘late can’.
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12 When editing in a close up of an action, select a version of the

close up where the action is slower

Reason

If the action of the close up (CU) is the same speed as that of the long shot

(LS), then the speed of the action, as seen on the close up, seems faster.
For example, the subject is picking up a book in a LS (diagram 1). The

CU {diagram 2} shows the hand also picking up the book. The action on

the long shot is at normal speed and the book never leaves the frame. But

in close shot the book is out of frame very quickly. So, if the close up

action is carried out at the same speed, it seems faster.

Solution

The director will usually provide an additional close up with a slightly
slower action. The result of editing in the slower version will appear more
natural.

Exception
This practice does not apply to shots of moving machinery.
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13 Preferatracking shotto azoom
Reason
A zoom has a very unnatural effect. It has no change in perspective, sa that
the horizon {or far distance) and the middle distance will come towards
you at the same speed as any objects in the foreground. As our eyes do
not zoom, the lens movement will seem unnatural and can break the
visual flow.

If you are editing a drama and you are offered a zoom, try to avoid it.

A track on the other hand is a natural movement, will have perspective
and is closer to normal vision.

These two sequences of shots show the difference between the zoom
and the track.

In documentaries and educational programmes, for example, a shot
containing a zoom may be used provided it contains another camera
movement at the same time which helps to camouflage the zoom.

Examples

« a tilt with a zoom

« a pan with a zoom

« a crab with a zoom

« an elevation with a zoom, etc.

Exceptions
The only other example of the use of @ zoom is when it ‘creeps’, i.e. when
it is so slow that you actually do not realize it is a zoom.

A zoom in TV news is another exception. Obviously a detail of the
content is the motivation to make the zoom.

In addition, a zoom in a shot without any discernible background, e.g. a
white wall or sky, would be acceptable.
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14 Never use a track out unless it is motivated

Heason

A track out represents the end of a sequence or a scene, and usually
precedes either a mix or a cut to another scene or even a fade to black.

Solution

The motivation for the track will usually be included in the shot. In the case
where no motivation is evident, or where motivation does not exist in the
previous shot, the track out should be treated with extreme caution.

Exceptions

The rare exceplions to this are when a track out must cut to a ‘stock shot’,
or where the track out is the penultimate shot of the production being
used partly as a background for credits.

15 When cutting in a pan or a crab, use a version which includes
a person or an object which is moving in the same direction as the
pan

Reason

The reason is concerned directly with our perception of human scale and
movement and its relationship to backgrounds. Take the example of a
shot which pans to a door of a building {diagram 1): the scale of the
building is not obvious, especially when the top of the building is not seen.
Therefore, by selecting a shot which includes a moving person (diagram 2),
scale is easier to understand.

Solution

Any person included in the pan must relate to the pan or crab.
Consequently, the direction of the walk should be in the same direction as
the pan or crab. If there are a number of takes, a shot should be selected
where the camera has ‘led the subject’ {diagram 3), i.e. where there is
more frame space before the subject than behind. The pan should of
course begin and end with a still frame.

Exceptions

The exceptions to this practice are shots which contain elements that
indicate the scale. Another exception would be a shot which is used as a
background for credits or titles.
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16 If the objects or subjects are moving within a pan, crab or
track, never cut to a static shot of the same objects or subjects (or
the opposite way around)

Reason

A cut from or into a camera or pedestal movement will appear as a jump
to the eye.

Solution

Take, for exampie, a subject within a pan (diagram 1) which is moving in
the direction of the pan. It is possible to cut to a static shot of the subject,
but only when the subject has cleared the frame (diagram 2} for a
reascnable time prior to the cut. The shot itself should be static prior to the
cut (diagram 3}.

Special note

There is much contention among editors as to what an editor attempts
when making a cut from or into a pan. Generally, the accepted answer is
‘don’t’, unless the pan is perfect.

There are two reasons for this.

First is the advice: ‘Finish or clear the action in the shot before cutting
out of the shot.”

Secondly, that the perfect pan is likely to be a complex shot. As such,
like a developing shot, it should have a beginning (the initiat static frame),
a middle {the pan with another movement, tilt or zoom) and an end (the
final static frame).

Obviously the correct place for the cut is on the static frame, where the
camera is not moving, even though the subject may be.

So, unless the camera stops, and/or the subject stops, and/or the subject
is no longer in frame, then it is better not to cut to the same subject, if this
subject is stationary.

Exceptions
There are more exceptions to this practice than there are reasons.
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17 Obijects, like people, moving in a direction have a line. Do not
cross it or the direction is reversed

Reasons

Refer to: General Practices: Observe the ‘line’ (p. 68).

In diagram %, a moving piston is attached to a flywheel which is
revolving in a clockwise direction. As seen from camera position A, the
shot might look like as shown in diagram 2.

If the line is crossed, i.e. taken from position B8 (diagram 3), then the
wheel appears to be rotating in an anticlockwise direction (diagram 4).

Solution
Select shots from one side of the line only, or use a suitable cutaway
between the shots if the line must be crossed.
A CU of part of the machinery held long enough would be suitable.
Obviously, if a crab from one side to the other is used, a jump cut will
not appear, but the direction of the wheel is still reversed.
Also bear in mind the application of the previous working practice. If the
wheel is moving, do not cut directly to a shot of the wheel stationary.

Exceptions
There are no exceptions to this practice.
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18 Never try to cut an action edit from a two shot to another two
shot of the same people

Reasons

An action edit requires near perfect continuity,

Itis possible for one actor to maintain perfect continuity of an action. For
two, it is almost impossible. For the editor, the task of matching the
continuity of two peopfe in an action edit is also impossible. The actors are
dealing with their own continuity overall, but the editor is dealing with
continuity within fractions of a second.

Solutions

When cutting out of the two shot, cut to a closer shot of one person, some
form of reaction shot, or possibly a very long shot. Never attempt to cut to
a long shot if the action, and hence the continuity, is recognizable.

Exceptions
The exceptions are where the cut is to a VLS or an XLS.
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19  When cutting a telephone conversation together, the head
shots should be looking in different directions

Reason

In screen reality, two people who are talking to each other usually look at
each other, unless there is a dramatic reason not to.

Solution

The edit is almost a directional edit. Certainly the two speakers in
diagram 1 must look in different directions if they are to appear to talk to
each other. In addition, the screen position of the speaker and listener
should ideally be on opposite sides of the screen {diagram 2).

Exceptions

There may be good dramatic reasons to change this working practice. If
one person is shot with his or her back directly towards the camera, then
the direction of the other person may be changed.

20 If a character exits frame left, then, for an action edit, the
same character should enter the next shot frame right

Reason

This is a very basic practice for any moving thing, object or person. The
direction across the screen is constant because that is what the audience
expects.

Exceptions
The exceptions to this practice are:

the direction actually is seen to change on screen

there is a suggested change of direction on screen followed by a
cutaway

the change of direction is caused by the cutaway (i.e. in the haunted
house or murder scene, running in one direction, seeing the ghost, then
running the opposite way}
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21 Never cut ‘point of interest’ to ‘point of interest’

Reason

Even though the subjects are on the correct side of the screen, the
audience will have an additional visual reference, sometimes called the
point of interest.

For example, a two shot of a man and woman {diagram 1) shows a
painting which is framed centre screen. Cutting to the man (diagram 2)
will show the painting screen left. Cutting now to the woman (diagram 3),
the point of interest — the painting — has jumped to screen right. Even
though the edit is technically correct, the point of interest jumps, and this
is visually disturbing.

Solution

Where a point of interest is evident, either keep it in the same area of
frame, or select the shots which either eliminate it altogether by selecting
closer shots of one or other of the subjects {diagram 4).

Exceptions

An exception to this working practice is where the point of interest is so
small as to be negligible, where it is far in the background, or if it is out of
focus. Another is where the point of interest is covered, partially or totally,
by action,
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22 Give along shot as soon as possible after a series of close
shots
Reason
It is very easy for an audience to forget the exact location of a scene,
especially during a fast-moving production.

After a series of MS, MCU and CU shots, particufarly those with ‘out of
focus’ backgrounds, it becomes important to re-establish the scene's
location.

Solution
Never edit a sequence entirely with close ups unless there is a need to do
S0,

Even one short LS, showing the relationship of the subjects to each
other and to their surroundings, gives a much better understanding of the
scene.

Exception
The exception to this practice is where the location or scene is well known
to the audience, as in a never ending and popular s0ap opera production.

After a series of close shots
don't forget to show a long
shot to re-establish a scene
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23 On afirst entrance of a new character or new subject, editin a
close shot of it
Reasons
The audience will not know the new character or subject, and this may be
the first time the character has been seen. The audience needs to absorb a
new face and new characteristics.

A long shot will only show the character or subject in relationship to
other subjects and to the location, but a new character needs to be closer
identified.

Solution

Edit in a closer shot of the character at the earliest opportunity. This also
applies if the character is not new but has not been seen for some time.
Support the audience by reminding them of events and people.

Exceptions
The obvious exceptions are when the character is an extra or is a ‘bit’
player.

24 When editing a new scene with new backgrounds, show a
long shot at the earliest opportunity

Reasons

The audience needs to know not only what is happening in a new scene,
but where it is happening.

Some form of geography is required to establish in the minds of the
audience the relationship of subjects to the environment that surrounds
them.

In short, some form of wide shot, for example a LS, VLS or XLS, is
required. This wide shot should serve a number of purposes:

« to give some geography of the scene, and/or

« to establish the relationship of the character(s) to the surroundings, and/
or

« to establish a general impression of movement of the subjects

Exception

The main exception to this practice is when the background to the subject
is not in keeping because of style or period.
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25 Avoid making an action edit from a long shot of a character to
a close up of the same character

Reasons

It is a jump cut to be avoided, unless a shock effect is required or unless
the character is recognizable and identifiable in the long shot.

Example

In diagram 1 (plan), a man walks up to a car in VLS. He stops beside the car
door and fumbles for his car keys. In two shots, it may look as in (a) and
{(b}.

It will cut together, but it is too much of a jump to the eyes, and the
visual reaction may be, "Who is this new man?’, or ‘Where have the other
man and the car gone?’ This edit breaks the visual flow and is therefore
unacceptable.

It would be better to use three shots as shown in diagram 2 (plan). The
LS to set the scene {i}, the MLS at a different angle {ii}, and now that he is
readily identified, back to the first angle and the CU shot {iii}.

The result of having the extra shot in between the two shots is to make
the scene flow easier. Now the audience knows where the man is going
and what he is doing.
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26 Never cut to black and follow with a cut to picture

Reason

Whatever the intention of the editor, a cut to black, followed by a cut to
picture, will seem that a shot is ‘missing’.

Solutions
The possible combinations for the end of a sequence or scene and the
start of another are either

cut to next picture
or rmix to next picture
or fade to black, fade up to picture
or cut to black, fade up to picture
or fade to black, cut to picture

Exceptions

The cut to black and cut to picture is used to break two entire programmes,
or two productions or two complete items from each other, or for an
effect.

27 At the start of a programme, the sound leads to vision

Reason

The reason for this practice is not clear. Nevertheless, the practice exists.
Some editors claim that a picture without sound is dead, but sound
without a picture is not.

Obviously the practice depends upon what the sound is and what the
opening pictures are in the programme. Provided there are no exceptional
circumstances, the sound lead varies between 12 frames and 24 frames.
The fade up should match the fade up of the opening shot.

Exceptions

An exception to this practice is in transmission control, where picture is
often seen first. Also in advertisements, where the picture is cbviousty on
screen as early as possible for commercial reasons.

28 For the end of a programme, use the end of the music
Reasons

Music, of whatever nature, usually is divided up into different passages,
verses or segments and will have a distinct structure. Part of this structure
will be an ending or climax. This climax should be used to match the end
pictures. As in: General Practices: Sound and vision are partners and not
rivals {p. 66), it would be confusing to show the final pictures with the
opening musical passage.

Solution

The music should be ‘back timed’ to find its correct start point relative to
the vision sequence. If the timing is correct, the last bars of the musical
piece should match the final shots of the sequence. This is especially true
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Pic cut Pic

Pic mix Pic
Pic, Black,
fade to cut fade up
black to pic

’ Black, fade up

Pic cut to pic
Pic,
fade to cut Pic
black

Acceptable
Not acceptable
Pic cut Black cut Pic
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at the end of a programme when the last bar of the music equates with the
final caption and the fade to black,

Exception

The main exception tao this practice is where the music is faded extremely
gradually into or under other sound, dialogue or music which is stronger
than the first.
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