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VSEVOLOD PUDOVKIN

FROM FILM TECHNIQUE

[ON EDITING]

METHODS OF TREATMENT OF THE MATERIAL
(Structural Editing)

A ¢cinematograph film, and consequéntly also a scenario, is always divided into
a great number of separate pieces (more correctly, it is built out of these pieces). The
sum of the shooting=script is divided into sequences, each sequence into scengs,
and, finally, the scenes themselves are constructed from a whole series of pieces
(script-$cenes) shot from various angles. An actual scenario, ready for use in shoot-
ing, myst take into account this basic property of the film. The scenarist must ,Um
able to write his material on paper exactly as it will appear upon the screen, thus
giving exactly the content of each shot as well as its position in sequence. Tlie con-
structioh of a scene from pieces, a sequence from scenes, and reel from sequences,
and so forth, is called editing. Editing is one of the most significant instruments of
effect possessed by the film technician and, therefore, by the scenarist also. Let us
now become acquainted with its methods one by one. :

Editing of the Scene

Everyotie familiar with a film is familiar with the expressian “close-up.” The
alternating representation of the faces of the charagters during a dialogue; the rep-
Hn.wmd.ﬁnon of hands, or feet, filling the whole screen—all this i$ familiar to every-
one. But in order to khow how properly to use the close-up, one must understand
its significance, whichi is as follows: the close-up directs the attention of the spectator
1o thit detail which is, at the moment, important to the course of the action. For
instance, three persons are taking part in a scene. Suppose the significance of this
scene consist in the general course of the action (if, for example, all three are lifting
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some heavy object), then they are taken sisnultaneously in a W.m:m_..& view, the so-
called long-shot. ?.: suppose dny one pf them change to an independent action
having significance in the scenario (for example, separating Ean._m m..oE the oﬂro.a.
he draws a revolyer cautiously from his pocket), then the camera is directed on him
alone. His action is recorded separately.

What is said above applies not only to persons, but also to mnﬁmnﬁo.vwﬂw ofa
person, and oE.omﬁ. Let us suppose a man is to be taken apparently mmSEum S:.ﬁ_w
10 the conversation of someone else, but actually restraining his anger s&._u difk-
culty. The man crushes the cigarette he holds in his hand, a gesture :wnocnoa by
the other. This hiand will always be shown on the screen wmum_.mﬁ_w.. in QoM.o-ﬁF
otherwise the spectator will not notice it and a characteristic detail §= be E_mwon
The view formeriy obtained (and is still held by some) that the o_o%..cu isan :.587
ruption” of the long-shot. This idea is entirely false. It is no sort of interruption. It
represents a proper form of construction. y

In order to make clear to oneself the nature of the process of editing a scene, one
may draw the ».oroﬁsw andlogy. Imagine yourself observing a scene unfolded in
front of you, thus: 4 man stands near the wall of a house and turns his head to the
left; there appears another man slinking cautiously through the gate. The .?.o are
fairly widely distant from one another—they stop. The first S_Mom some object and
shows it to the other, mocking him. The latter clenches his fists in a rage and Emo.s.m
himself at the former. At this moment a woman looks out of a window on the third
floor and calls, :m.o:om_: The antagonists run off in opposite directions. Now, how
would this have been observed?

1. The observer looks at the first man. He turns his head. .

2. What is he looking at? The observer turns his glance in the same direction and
sees the man entering the gate. The latter stops.

3 Eos._ does the first react to the appearance on the scene of the second? A new
turn by the observer; the first takes out an object and mocks the second. .

4. How does the second react? Another turn; he clenches his fists and throws him-
self on his opponent.

5. The observer draws aside to watch how both opponents roll about m«s&sm”

6. A shout from above. The observer raises his head and sees the woman shouting
at the window,

7. The observer lowers his head and sees the result of her warning—the antago-
nists running off indpposite directions. . .

The observer happened to be standing near and saw every detail, saw it clearly,
_H:_ to do so he had to turn his head, first left, then right, then upwards, whither-
soever his attention was attracted by the interest of observation and the sequence
of the developing scehe. Suppose he had been standitig farther away from the
action, taking in the two persons gnd the window on the third floor simultaneously,
he would have received only a general impression, without being able to look sep-
arately at the first, the second, or the woman. Here we have approached closely the
basic significance of editing. Its object is the showing of the development of the
scene in relief, as it were, by guiding the attention of the spectator now to one, now
to the other separate element. The lens of the camera replaces the eye of the
observer, and the changes of angle of the camera—directed now on one person,
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now on another, now on one detail, now on another—must be subjett to the same
conditions as those of the eyes of the observer. The film technician, in order to
secure the greatest clarity, emphasis, and vividness, shoots the scene in separate
pieces and, joining them and showing them, directs the attention of the spectator
to the separate elements, compelling him to see as the attentive observer saw. From
the above is clear the manner in which editing can even work upon the emotions.
Imagine to yourself the excited observer of some rapidly developing scene. His agi-
tated glance i$ thrown rapidly from one spot to another. If we imitate this glance
with the camera we get a series of pictures, rapidly alternating pieces, creating a
stirring scenario editing-construction. The reverse would be long pieces changing
by mixe$, conditioning a calm and slow editing-construction (as one may shoot, for
QSEE? a herd of cattle wandering along a road, taken from the viewpoint ofa
pedestrian oh the same road).

We have established, by these instances, the basic significance of the constructive
editing of scenes. It builds the scenes from separate pieces, of which each concen-
trates the attention of the spectator only on that element important to the action.
The séquence of these pieces must not be uncontrolled, but must correspond to the
natura] transferénce of attention of an imaginary observer (who, in the end, is rep-
resented by the spectator). In this sequence must be expressed a special logic that
will be apparent only if each shot contain an impulse towards transference of the
attention to the next. For example (1) A man turns his head and looks; (2) What he
looks &t is shown.

Editing of the Sequence

The guidance of the attention of the spectator to different elements of the devel-
oping action in succession is, in general, characteristic of the film. It is its basic
method. We have seen that the separate scene, and often even the movement of one
man, is biilt up upon the screen from separate picces. Now, the film is not simply
a collectjon of different scenes. Just as the pieces are built up into scenes endowed,
as it were, with a connected action, so the separate scenes are assembled EE groups
forming whole sequences. The sequence is constructed (edited) from scenes. Let us
suppose ourselves faced with the task of constructing the foilowing sequence; two
spies are creeping forward to blow up a powder magazine; bn the way one of ?ng
loses a jetter with instructions. Somedne else finds the letter and warns the ghard,
who appears in time to arrest the spies and save the magazine. Here the momnmn,ﬁ
has to deal with simultaneity of various actions in several different places. Whiie
the spies are crawling towards the magazine, someone else finds the letter and has-
tens to warn the guard. The spies have nearly reached their objective; the guards are
warned gnd rushing towards the magazine. The spies have completed their prepa-
tdtions; the guard arrives in time, If we pursue the previous analogy between the
camera and an observer, we now not only have to turn it from side to side, but alsp
to move it from place to place. The obsérver (the camera) is now on the road mrmn»-
owing the spies, now in the guardroom recording the confusion, now back at the
magazite showing the spies at work, and so forth. But, in combination of the sep-
arate scenes (editing), the former law of sequence succession remains in force. A
consecutive sequence will appear upon the screen only if the attention of the spec-
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tator be transferred correctly from scene to scene, And this correcthess is condi-
tioned as follows: the spectator sees the creeping spies, the loss of the letter, and
finally the person who finds the letter. The person with the letter rushes for help.
The spectator is seized with inevitable exciternent—Will the man who found the
letter be able to forestall the explosion? The scenarist immediately answers by show-
ing the spies nearing the miagazine~-his answer has the effect of a warning “Time
is short.” The excitement of the spectator—Will they be in time?—continues; the
scenarist shows the guard turning out. ,Eﬁa is very short—the spies are shown
beginning their work. Thus, :msmmoaum attention now to :muo Tescuers, now to the
spies, the scenarist answers with actual w.BwEmam to increase of the spectator’s inter-
est, and the construction (editing) of the sequence is correctly achieved.

There is a law in psychology that lays it dgwn that if an emotion give birth to a
certain movement, by mazmnv: of this movement the corresponding emotion can
be called forth. If the sceparist can effect in even rhythm the transference of isiterest
of the intent spectator, if he can so conistruct the elements of increasing interest that
the question, “What is happening at the otlier place?” arises and at the same
moment the spectator js transferred whither he wishes to go, then the editing thus

b

created can really excite the spectator. O:aaﬁm:am_.us=saa_.m5=a5m$&¢ummm
in actual fact a compulsory and deliberate guidance of the thoughts and associa-
tions of the spectator. If the editing be merely an uncontrolled combination of the
various pieces, the spectator will understand (apprehend) nothing from it; but ifit
be co-ordinated according to a definitely selected course of events or conceptual
line, either agitated or calm, it will either excite or soothe the spectator.

Editing of the Scenario

The film is divided into reels. The reels are usually equal in length, on an ayerage
from 900 to 1,200 feet long. The combination of the reels forms the picture. The
usual length of a picture should not be more than from 6,500 to 7,500 feet. This
length, as yet, involves no unnecgssary exhaustion of the spectator. The film is usu-
ally divided into from six to eigit r¢els. It should be noted here, as a practical hint,
that the average length of a piece (remember the editing of scenes) is from 6 to 10
feet, and consequently from 100 to 150 pieces go to a reel. By orientating himself
on these figures, the scerjarist can visualise how much material can be fitted into the
scenario. The scenario mm_w composed of a series of sequences. In discussing the con-
struction (editing) of the scenario from sequences, we introduce a new element into
the scenarist’s work—the clement of so-called dramatic continuity of action that
was discussed at the beginning of this sketch. The continuity of the separate
sequences when joined together depends not mérely upon the simple transference
of attention from one place to another, but is conditioned by the development of
the action forming the foundation of the scenatio. It is important, however, to
remind the scenarist of the following point: a scenario has always in its development
amoment of greatest tension, ,moE&. nearly always at the end of the film. To prepare
the spectator, or, more correctly, preserve him, for this final tension, it is especially
important to see that he is not affected by unnecessary exhaustion during the course
of the film. A method . . . that the scenarist can employ to this end is the careful
distributioh of the titles (which always distract the spectator), securing compression

of the greater quantity of them into the first reels, and leaving the last one for unin-
terrupted action.

Thus, first is worked out the action of the scenario, the action is then worked out
into sequences, the sequences irito scenes, and these construtted by editing from
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the pieces, each corresporiding to a camera angle.

EDITING AS AN INSTRUMENT OF IMPRESSION
(Relational Editing)

We have already mehtioned, in the section on editing of sequences, that editing
is not merely a method of the junction of separate scenes or pieces, but is a method
that controls the “psychological guidance” of the spectator. We shouild now
acquaint ourselves with the main special editing methods having as their aim the
imptession of the spectator.

Contrast,—Suppose it be our task to tell of the miserable situation of a Starving
tnan; the story will impress the more vividly if assbciated with mention of the sense-
less gluttony of a well-to-do man.

On just such a simple contrast relation is based the corresponding editing
method. On the screen the impression of this contrast is yet increased, for it is pos-
sible not only to relate the starving sequence to the gluttony sequence, but also o
relate separate scenes and even separate shots of the scenes td one another, thus, as
it were, forcing the spectator to compare the two actions all the tiine, one strength-
ening the other. The editing of contrast is one of the most effective, but also dne of
the commonest and most standardised, of methods, and so care should be taken
not to averdo it.

-Parallelism.—This method tesembles contrast, but is considerably wider, Its
substance can be explained more clearly by an example. Ina scenario as yet unprod-
uced a section occurs as follows: a working man, one of the leaders of a strike, is
condemned to death; the execution is fixed for 5 a.m. The sequence is edited thus:
a factory-owner, employer of the condemned man, is leaving a restaurant drink,
he looks at his wrist-watch: 4 o’clock. The accused is shown—he is being made
ready to be led out. Again the manufacturer, he rings a door-bell to ask the fime:
4,30. The prison waggon drives along the street under heavy guard. The maid who
opens the doof—the wife of the condemned—is subjected to a sudden senseless
assault. The gﬂcuw@b factory-owner snores on a bed, his leg with trouser-end
upturned, his hand hanging down with wrist-watch visible, the hands of the watch
crawl stowly to 5 o’clock. The workman is being hanged. In this instance two the-
matically unconnected incidents develop in parallel by means of the watch that tells
of the approaching execution. The watch on the wrist of the callous brute, as it were
connects him with the chief protagonist of the approaching tragic dénouement, thus
ever present in the consciousness of the spectator. This is undoubtedly an interest-
ing method, capable of considerable development.

Symbolism.—In the final scenes of the film Strike the shooting down of work-
men is punctuated by shots of the slaughter of a bull in a stockyard. The scenarist,
as it were, desires to say: just as a butcher fells a bull with the swing of a pole-axe,
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so, cruelly and in cold blood, were shot dowp the workers. This method is especially
interesting because, by means of editing, it introduces an abstract concept into the
consciousness of the spectator without use of a title.

Simultaneity.—In American filmis the final section is constructed from the
simultaneous Hmﬁa development of two actions, in which the outcome of one
depends on thé outcome of the other. The end of the present-day section of Intol-
erance . . . is thus constructed. The whole aim of this method is to create in the
spectator a maximumi tension of excitement by the constant forcing of a question,
such as, in this case: Will they be in time?—will they be in time?

The method is a purely emotional one, and nowadays overdone almost to the
point of boredom, bit it cannot be denied that of all the methods of constructing
the end hitherto devised it is the most effective.

Leit-motif (reiteration of theme).—Ofien it is interesting for the scenarist espe-
cially to emphasise the basic theme of the sgenario. For this purpose exists the
method of reiteration. Its nature can easily be demonstrated by an example. In an
anti-religious stenario that aimed at exposing the cruelty and hypocrisy of the
Church in employ of the Tsarist régime the saine shot was several times repeated:
a church-bell slowly ringing and, superimposed on it, the title: “The sound of bells
sends into the world a message of patience and love.” This piece appeared whenever
the scenarist desired to n%urmmmmo the stupidity of patience, or the hypocrisy of the
love thus preached.

The little that has been said above of relational editing naturally by no means
exhausts the whole abundance of its methods. It has merely been important to show
that constructional editing, a method specifically and peculiarly filmic, is, in the
hands of the scenarist, an important instrument of impression. Careful study of its

'use in pictures, combined with talent, will undoubtedly lead to the discovery of new

possibilities and, in conjunction with them, to the creation of new forms.
1926




