Film Editor (adapted from the Wikipedia article of the same name)
A film editor is a person who practices film editing by assembling separate takes into a coherent film. In making a film the editors play a dynamic and creative role.

Typically, the editor follows the screenplay as the guide for establishing the structure of the story and then uses his/her talents to assemble the various shots and takes for greater, clearer artistic effect. There are several editing stages. The film editor often starts work while shooting is still in progress, and, in the first stage of editing he or she will work alone to create an “editor’s cut” of the film. It’s often many times longer than the final film will be. When time permits, the editor collaborates with the person whom the industry regards as the real artist of the movie, the director, who gives “notes” on the editor’s cut. The editor and director will also have seen and discussed “dailies” (raw footage shot each day) together as shooting progresses. The editor continues to refine the cut while shooting continues.

When shooting is finished, the director can then turn his or her full attention to collaborating with the editor on cutting the film. Scenes are re-ordered, removed, shortened and otherwise tweaked. Often the need arises for new scenes to be shot. After usually several weeks of long days a “director’s cut” is created, though this is not to be confused with re-edits some directors have made long after a film is finished—often decades later—to their films that were, in their view, improperly edited in the final stages by the studio and its producers.

After the director’s cut, the subsequent cuts are supervised by one or more producers, who represent the production company (studio) and its investors. Hence, the final cut is the one that most closely represents what the studio wants from the film and not necessarily what the director wants. Because of this, there have been several conflicts in the past between the director and the studio, sometimes leading to the use of the “Alan Smithee” credit
.

Some directors are also the producers of their films, and, with the approval of the funding studio, have a much tighter grip on what makes the final cut than other directors. The most well-known example of a director who lorded over all aspects of his films, with little studio intervention, and worked completely outside of the Hollywood system is Stanley Kubrick. On the other hand, Orson Welles is an example of a director constantly dogged by studio supervision and many times had films taken from him.

Often a film editor is blamed for improper continuity. That is, cutting from a shot where the beer glass is empty to one where it is full. Continuity is, in fact, very nearly last on a film editor’s list of important things to maintain. Most important are the emotional and storytelling aspects of film-making—things which are much more abstract and harder to judge—which is why films often take much longer to edit than to shoot.

Methods of montage

In motion picture terminology, a montage (from the French for “putting together” or “assembly”) is a film editing technique.

There are at least three senses of the term:

1. In French film practice, “montage” simply identifies a movie’s editor. That is, if you see “montage” in a film’s end credits, then that is the film’s editor. 

2. In Soviet filmmaking of the 1920s, “montage” was theorized to be the essence of the cinema. Different filmmakers had various ideas about what that essence was. 

3. In classical Hollywood cinema, a “montage sequence” was a short segment in a film in which narrative information was presented in a condensed fashion. 

Soviet montage

Lev Kuleshov was among the very first to theorize about the relatively young medium of the cinema in the 1920s. For him, the unique essence of the cinema — that which could be duplicated in no other medium — is editing. He argues that editing a film is like constructing a building. Brick-by-brick (shot-by-shot) the building (film) is erected. His often-cited Kuleshov Experiment
 established that montage can lead the viewer to reach certain conclusions about the action in a film. Montage works because viewers infer meaning based on context.

Although, strictly speaking, U.S. film director D.W. Griffith was not part of the montage school, he was one of the early proponents of the power of editing — mastering cross-cutting to show parallel action in different locations, and codifying film grammar in other ways as well. Griffith’s work in the teens was highly regarded by Kuleshov and other Soviet filmmakers and greatly influenced their understanding of editing.

Sergei Eisenstein was briefly a student of Kuleshov’s, but the two parted ways because they had different ideas of montage. Eisenstein regarded montage as a dialectical means of creating meaning. By contrasting unrelated shots he tried to provoke associations in the viewer, which were induced by shocks.

Like Kuleshov, Eisenstein was a theorist in addition to being a filmmaker. He established five “methods of montage”:

· Metric — based solely on the length of a shot 

· Rhythmic — based on the length of a shot, plus the visual composition of the image 

· Tonal — based on the dominant visual style of an image 

· Overtonal — based on the interaction of dominant visual styles 

· Intellectual — based on the symbolic content generated by two (or more) juxtaposed images; a film metaphor 

Classical montage sequence

The second kind of montage consists of a series of short shots that are edited into a coherent sequence to condense narrative. It is usually used to advance the story as a whole (often to suggest the passage of time), rather than to create symbolic meaning. In many cases, a song plays in the background to enhance the mood or reinforce the message being conveyed.

Many films are well known for their montage scenes. Examples include the training montages in Sylvester Stallone’s Rocky series of movies, Dirty Dancing, Flashdance, several of director Sam Raimi’s films and the satirical self-referential montages in South Park and Team America: World Police. In nearly all of these examples, the montages are used to compress narrative time and show the main character learning or improving skills that will help achieve the ultimate goal. The song “Montage” used in Team America’s montage parody described this perfectly:

Show a lot of things happening at once

Remind everyone of what’s going on

And with every shot you show a little improvement

To show it all would take too long

That’s called a montage

Oh we want montage
� Alan Smithee, Allen Smithee, Alan Smythee, and Adam Smithee are pseudonyms used between 1968 and 1999 by Hollywood film directors who wanted to be dissociated from a film for which they no longer wanted credit. It was used when the director could prove to the satisfaction of a panel of members of the Directors Guild of America (DGA) and Association of Motion Picture and Television Producers that the film had been wrested from his or her creative control. The director is also required to keep the reason for the disavowal a secret. The pseudonym cannot be used to hide a director's failures.


� The Kuleshov Effect is the name given to a cinematic montage effect demonstrated by Russian filmmaker Lev Kuleshov in about 1918.


Kuleshov edited a short film in which shots of the face of Ivan Mozzhukhin (a Tsarist matinee idol) are alternated with various other shots (a plate of soup, a girl, a child's coffin). The film was shown to an audience who believed that the expression on Mozzhukhin's face was different each time he appeared, depending on whether he was `looking at' the plate of soup, the girl, or the child's coffin, showing an expression of hunger, desire or grief respectively. Actually the footage of Mozzhukhin was identical, and rather expressionless, every time it appeared. Vsevolod Pudovkin (who later claimed to have been the co-creator of the experiment) described in 1929 how the audience “raved about the acting.... the heavy pensiveness of his mood over the forgotten soup, were touched and moved by the deep sorrow with which he looked on the dead woman, and admired the light, happy smile with which he surveyed the girl at play. But we knew that in all three cases the face was exactly the same.” [Pudovkin, `Naturshchik vmesto aktera', in Sobranie sochinenii, volume I, Moscow: 1974, p.184].


Kuleshov used the experiment to indicate the usefulness and effectiveness of film editing. The implication is that viewers brought their own emotional reactions to this sequence of images, and then moreover attributed those reactions to the actor, investing his impassive face with their own feelings.


You can see something of the Kuleshov effect in static media, too. Look at the two photographs on the next page. Then turn the page over and look at the two photographs on the other side.





