The Editor’s Cut - Episode 039 - Edit Chats with Kimberlee Mctaggart, CCE &Thorben Bieger, CCE

Speaker 1:

This episode was sponsored by Filet Production Services and Annex Pro Avid.

Sarah Taylor:

Hello and welcome to The Editor's Cut. I'm your host, Sarah Taylor. We would like to point out that the
lands on which we have created this podcast and that many of you may be listening to us from part of
ancestral territory. It is important for all of us to deeply acknowledge that we are on ancestral territory
that as long served as a place where indigenous peoples have lived, met, and interacted. We honour
respect and recognize these nations that have never relinquished their rights or sovereign authority over
the lands and waters on which we stand today. We encourage you to reflect on the history of the land,
the rich culture, the many contributions, and the concerns that impact indigenous individuals and
communities. Land acknowledgements are the start to a deeper action.

Sarah Taylor:

Today's episode is the online master series that took place on May 19th, 2020. Edit chats with Kimberlee
McTaggart, CCE and Thorben Bieger, CCE. Thorben is a CSA nominee editor who has worked on several
series, and a number of feature films, including The Child Remains, Heartbeat and All the Wrong
reasons. Kimberlee is Gemini award-winning editor of TV series, docs and feature films such as Blackbird
and the upcoming Little Orphans. Kimberlee and Thorben have worked together on several series, such
as Call Me Fitz, Pure and Diggstown. They discuss their work and what it's like to carve out a successful
editing career, while working and living in Nova Scotia. This event was moderated by Amanda Mitro.

[show open]

Amanda Mitro:

Welcome everybody to the masters series from Halifax, out in Nova Scotia here. I'm joined by Kimberlee
McTaggart and Thorben Bieger. Thank you to the CCE for having us. And | guess should open up with
introductions. Who wants to go first?

Kim McTaggart:

Thorben does.

Thorben Bieger:

Well, yes, this is exciting to be here. Anyway, my name is Thorben. I'm a picture editor. | live in Hubbard,
Nova Scotia, and | have been working in the film and television business in one way or another for, |
guess, almost 20 years now and editing for, | guess, the better part of 12 or 14 years. I've stopped
counting anyway. I'm looking forward to having an interesting conversation about editing and related
topics tonight.

Kim McTaggart:



I'm Kim McTaggart. I've been editing for over 30 years now. Pretty much all those years in Halifax. The
other day | added up how much | worked on different shows in Newfoundland, about a year and a half.
So we'll throw that in there too. | was one of those kids who loved television and knew from, | think the
time | was in grade seven, that this is what | was going to do, was make TV shows. | went to film school
at York University back in the '80s when it was all film, there was no digital. I'm aging myself there. It
was just shortly before digital started to come in. It was all on Steenbeck's and Moviola's and benches,
and the first two or three of my career was all on Steenbecks and benches, actually probably the first six
years.

Kim McTaggart:

Then we moved into digital and yeah, do | miss it? No. Digital has been the best thing ever. Yeah, so I've
been working on in Halifax the whole time, did a lot with the National Film Board in the beginning, so a
lot of documentary, but then | moved into drama, a lot of comedy actually, and I still do the odd
documentary, corporate videos for the liquor store. That's the thing about the East Coast editing, you do
it all. But mostly these days | do television series and mostly with Thorben.

Thorben Bieger:

Yeah, we've worked a lot together over the years. | guess | can add a little bit to my bio in parallel to
what Kim was saying. | barely registered the existence of the film industry in Canada or film industry at
all. Even though | liked watching movies when | was young, | went to university and studied sciences and
worked in environmental sciences for six or seven years. Then somewhere along the way, it was a great
gig, but there was something else out there for me. And once, eventually | guess my sister married a film
producer and that gave me, opened my eyes to that being a possibility. My music recording was
particularly of interest to me before that.

Thorben Bieger:

That was really my way into post production in recording and mixing music, a lot of similarities. With a
couple of nepotistic breaks, | guess it was back in 1999, | took a leave of absence from my real job and
came to Halifax to work as second unit boom operator on Lexx. That has happened to a lot of people on
that show and that led to opportunities, battlefield promotions. And within a short time, | was doing
recording sound on commonly called the second main unit.

We would have five page scenes with all the stars on second unit just to [inaudible 00:04:58]. From
there, | had some chances to work in post-production on the next season and I'm still on it 20 years
later. So | guess I'm not going back.

Amanda Mitro:

Cool.

Kim McTaggart:

I'm just going to add a little to that story. In post, | don't know if other people have experienced this, but
whenever the producer has a cousin or brother or brother-in-law and they're going to put him
somewhere in a department, they stick them in posts, because they think they can do the least damage.



And we heard the brother-in-law is coming, I'm like, "Oh shit," and then it's torment. I'm like, "Oh, okay.
Sometimes it works out really well.”

Thorben Bieger:

Work out well eventually.

Amanda Mitro:

Have either of you guys worked outside of Halifax or has it just been mainly the Maritimes for both of
you?

Kim McTaggart:

For me, early in my career, | did a lot of what's called dialogue editing back when it was still on film. And
you basically, you checker boarded dialogue that people are probably ... Well, these are all editors
checker boarding on your digital screen. It was all done live with film audio. | would take all the
production sound and checker board it all on big benches that were six feet wide, and reeling and all
that sort of stuff. And nobody, Atlanta Canada did that. | would go to Newfoundland to do every film
there was, and that brought me over there about three or four times.

Kim McTaggart:

Then | did it in my very first comedy series, television series | ever got national show was called Gullages,
that it took place in Newfoundland with a local producer Bill McGillivray. That was my big break. That
was two seasons of that over there. And also in my early days doing a lot of work with the National Film
Board, one of my mentors was a sound editor from, who originally started in Montreal, Les Holman. He
would take me to Montreal to work on a lot of stuff, [inaudible 00:06:43] things and that sort of thing.
So yeah, in the early days when | was doing sound, | was traveling all over. But since then, it's pretty
much been confined to my basement.

Thorben Bieger:

Yeah. That's much the same for me. I've worked in Newfoundland a tiny bit. | worked on The Gavin
Crawford Show in Toronto, | don't know, 2003 or four or something like that for a few months, but for
the rest of it, | believe almost everything that I've done has been in Halifax. And as Kim just mentioned
also, for the last years | don't know, six, seven years or more, almost everything I've done has been from
my home office, and from my basement.

Amanda Mitro:

Did you find it different working, | guess in Toronto versus how you typically work out here?

Thorben Bieger:

Well, there's a reason, | guess why most of my work has been here. | like it here. There was a time when,
of course, most people remember that post production was done in post facilities, still commonly is, but
it was not really possible to do it anywhere else. There was a time when it was a fantasy to be able to
have the equipment at home and very suddenly that became pretty straight forward. It's always been,
that's always been the direction that | wanted to move in any way, rather than going to where the work
is. It was exciting to work in Toronto for a while.



Thorben Bieger:

It was a break to work at the time | was working with Dean [inaudible 00:08:07], who was the editor,
and he brought me along to work on the show and | lived in the edit suite. I'd gone in the Wellesley on
the fifth floor of that building that some people might recognize in St. Nicholas.

Amanda Mitro:

So the both of you, | guess, have experienced the digital revolution in post-production, and maybe you
guys can speak a bit to how things changed from working on like those big, massive machines to
computers that you can fit in your pocket almost.

Thorben Bieger:

Well, I'll let Kim take that one because | came in and | started working on Avid, so I've seen the
hardware, but I've never, never had the chance to work with it.

Kim McTaggart:

Yeah. Part of the reason | ended up staying here, not doing anything to further field is when digital did
come in, | invested in the equipment and | would rent out the equipment. It was an older system back
then called Media 100, which actually had a far superior picture, finishing picture. So we would, was
doing a lot of online, more so than off-lines. But | ended up, | think | had four systems at one point, so
they were rented out to various series and that kept me hopping. And then I'd be off cutting on other
shows, usually on an AVID, which | really wanted to own. But then eventually | did buy a used one and
then upgraded it to the top of the line model.

Kim McTaggart:

| remember that cost me $110,000. It was like, the whole system was probably about $120,000, but the
thing is you would rent it and get lots of money for it. So it all worked out in the end. In fact, it was
great. Yeah, | went right from when everything was outboard, you needed all this other stuff to make it
work. | couldn't work at home. | needed my office, and all of that, but as computers became faster and
faster, you didn't need that outboard stuff. The computer did all the work and now it's like, what we do
with a laptop is just astounding. There of course is no real rental market anymore, because everybody
can own their own.

Kim McTaggart:

I've seen it go the whole way. | don't know what else to say about that, except | love where we're at
with it now. It's just, it's the best. And | mean we're all going to be doing so much more of it now with
this COVID-19. | mean Thorben and | have been living the quarantine life for the last six or seven years,
the way we work, so nothing will change for us. But | think we're going to see more and more people
working the way | do or the way we do here in Atlanta, Canada.

Amanda Mitro:

How do you think that'll open up the possibilities for working with people further afield, like
collaborations between countries and continents and just opening that whole thing up?



Thorben Bieger:

| think it will. Some producers that I've worked with are made it part of their style to, or just experience
with working remotely and with putting together teams that are geographically distant, and others not
so much. | guess it's just what their experience is. I've worked on teams where there was an editor in
Nova Scotia and one in Toronto and one in Los Angeles. This was just, they were quite familiar with that
process and it was seamless. Other people don't, other producers who hadn't done that just might be
more familiar with just centralizing things.

Thorben Bieger:

And apart from the fact that we're going to be coming up with new guidelines and that kind of thing for
social distancing and for hygienic productions, it'll be easy to implement that in post.

Kim McTaggart:

Yeah. We've already implemented, | think and internationally, | think people work that way. Like
everybody in Toronto all works a certain way. Everybody's together in their place and all that. It's going
to be new and exciting them, and maybe it will open up their possibilities, but there's still, as we were
talking about tax credits and provincial borders, which will still make it difficult for us to get hired in
Ontario and vice versa and all of that. But still it makes it more possible, so you never know. Should we
show, clip and talk about editing?

Amanda Mitro:

Quick question before we go to video, Jeffrey Fish wants to know, do you think that software platforms
like Premier Pro, pushing for a shared project platform will create more possibilities for non-centralized
post team workflows, or is there still a great benefit to post teams being together?

Kim McTaggart:

Well, | mean, Avid already has, can already do sharing. Jeff, have you ever been in CBC? It's all network
sharing, all that sort of stuff. It's all there. | think people will get a taste of it now, because they're really
utilizing it extensively. | think those systems were more for sharing within the one building, like is how
it's really been used. And now people are taking their systems homes, because they have to, and they're
sharing it that way. So, yeah. Is there a benefit to everybody being in the same building versus that?
We'll find out. For producers or for a lot of folks, it'll be financial what works out best but creatively,
what works out best?

Kim McTaggart:

| mean we've been doing this for six or seven years, but | think back to the last project we did where we
were all under the same roof on Call Me Fitz, four of us, all crammed together doing our work. There
really is something to that too.

Thorben Bieger:

You really miss it when you're gone. | think it's a real, there is a trade-off and collaborating by notes.
Well, for one, it depends on the quality of the notes. Some people are very good at giving detailed
notes, but even in those cases, there's something that's lost when you don't have intense hours in the
same room together, which sometimes we still do. It's not uncommon for a director or producer to



come to where | live in Hubbard and spend part of a day. That's usually as far as it goes. We might sport
together for some hours on two or three consecutive days.

Thorben Bieger:

| think the driving factor; it used to be that an edit suite costs what, a couple of thousand bucks or more
a week to rent and the schedule drove this style of working long hours in the same space. | miss... there
are pros and cons to the way we work. It always was, so it's fairly solitary work, but it's become much
more so now with edit suite and at home.

Kim McTaggart:

Then of course there's a whole issue of assistant editors who used to always be around and would see
your work. | know on Call Me Fitz, we'd always make our assistant editor watch the show, because she
had fine impeccable taste and would give us feedback and notes, like first person who ran through. You
could still get that, but you tend not to, just because they're not there in the room with you and they're
off doing their thing. You just don't have the same relationship and the same reciprocal learning that
goes on there. | don't want to say the editor always passing through the assistant editor. It's really a
reciprocal thing. That's a big issue in editing is the passing on of knowledge.

Thorben Bieger:

But | do think there's room for the software to catch up with that or to create, for it to offer some
functionalities that make that more possible. We were talking Kim and | just recently in final cut, and an
earlier version had this desktop theater or functionality that allowed you to, it created a video chat in
which you could stream your output to another person, and that you were able to see that person's face
on their web cam. There was actually, you could see facial reactions of the person you're working with.
And as long as your internet connection was good, after a few minutes of working like that, you'd forget
that you're not in the same room, and that feature was completely dropped and no one has picked up
on it in the last decade, really.

Thorben Bieger:

And it's surprising to me that that's not being really developed further, because it seems there are no
constraints technically to making that collaboration.

Kim McTaggart:

Yeah. Built in into all the Annalise will be that function to share.

Amanda Mitro:
Okay. Cool. All right. Did we want to do a clip?

Thorben Bieger:

| guess the first one that | would maybe present is called the Corridor. | think this one is interesting to
me, it's during the best years | think that | can remember as an editor in Nova Scotia. One of the great
advantages of working here for me has been the variety of things that you could work on. In the really
good times there'd be a series to work on in the summer and a telephone, and like a little bit to tell its



own feature to work on, which often happened in the off season and maybe some short films or little
things and things, really get how all kinds of different work and a nice variety.

Thorben Bieger:

The Corridor was a feature that |, it was around 2010 or '11 | think, a science fiction feature shot in Nova
Scotia. Had a cast of, an ensemble cast of five guys. It's cabin in the woods, science fiction kind of movie.
They discover a bizarre phenomenon that starts affecting their minds. | thought it was interesting to
take a look at it because for one thing, it was a fairly small budget, and another thing that | found
interesting over time, it's been in some of the low budget features, people have tried to discover ways
to get more, to go further with the small budget that they have. Sometimes that involves different
shooting styles, doing a lot of oner's or not shooting regresses. You get a certain style of films from that.

Thorben Bieger:

This one was interesting to me, because with the kind of ensemble cast that they had, it wasn't really
possible to do that. They didn't really scrimp on coverage and lots of different angles, the sizes, because
with five people in the room, you had to move around, but I'll let you be the judge of that after you're
going to look at the clip.

Amanda Mitro:

Also, clip number one.

Speaker 10:

| think it's talking to me. That's signing. It's given me a sign.

Speaker 11:

It's insane.

Speaker 10:

Connect, connect, connect.

Speaker 12:
Wait. No, did this fuck up the rest of my tapes?

Speaker 13:

Oh yeah, because that is real important right now.

Speaker 14:

What's that supposed to mean?

Speaker 13:

Well, it means who gives a shit.



Speaker 12:

You want to smack in the mouth?

Speaker 14:
Something bigger is happening here.

Speaker 13:

No, no, you're right. You're right. Maybe the time has come for us to set aside all these childish things,
bobcat.

Speaker 12:

Says the guy who can't come at all.

Speaker 13:
What did you just say?

Speaker 12:

You don't know what to do with that. Why for yours, do you, hugsy? Do you need me to knock her up
for you? Your wheel spins so fast, but the rest of you is just shooting blanks.

Speaker 10:
Oh, shit.

Speaker 14:

Thanks a lot fucker.

Speaker 10:
| swear to God, | didn't say anything.

Speaker 14:
Oh, sure. Well, | guess you're [inaudible 00:19:41].

Speaker 10:
Look, | didn’t.

Speaker 12:

| don't know how | knew. | thought we all know.

Speaker 14:

This is what's happening. The corridors changing our mind.



Speaker 13:

Do you know what; you don't even deserve a kid. You are a kid. You never got past high school football,
your big bump baby.

Speaker 14:

Would you just listen to me? Look, why shouldn't that place cross our wires like | did with the
snowmobile or your cell phone? It's opening up some sort of pathway out there, right? Well, what if it's
opening up a pathway in here too. It's driving us out of our minds and into everyone else's, and the one
that | have to share is sick.

Thorben Bieger:

| was proud of this movie and who directed it, | think his words, | wasn't actually at the premier, but he
said on the first day when he started shooting movie, his plan was to make the best movie ever made.

And by lunchtime on the first day, he just wanted not to make the worst movie ever made, because of
the number of compromises that happen every day, while you're shooting and all the problems that you
just, and the things that you have to, the ideas you have to throw away because you just can't do this
and that. But there was something, they really were kind of like a group of people ...

Thorben Bieger:

The film is a cabin in the woods movie, and things very badly, but | think in a way | think they also were a
little bit off in the woods and focused on something. | don't know, | can't tell too many stories about it
because | wasn't there, but | think some of the cast may have known each other anyway. Anyway they
seem to form quite a good ensemble. And for me it was quite exciting to work on and a great team to be
part of.

Amanda Mitro:

Cool. | think Jenna had a question, Jenna, I'm going to let you talk.

Jenna:

Hello. Hey, one question, you were saying about being remote editor. Right now, you guys working as a
remote editor or you guys are working on projects that you already were working before this whole
mess?

Thorben Bieger:

Right now I'm not working on a project at all, other than sorting through things in my office and working
in my garden. There's nothing really happening to work on in Nova Scotia right now.

Kim McTaggart:

Yeah. And I'm not working on anything either. The way the production cycles go, if we're on a series
issue in the summer, we're usually done by February and then you wait for the cycle to begin. And now,
as we know, everyone's in a holding cycle, so not much going on yet.



Amanda Mitro:

Thank you. So maybe Thorben, you can speak a little more about what your process is for, when you're
approaching a scene or a project in general, but | know it's sometimes easier to take it scene by scene.

Thorben Bieger:

Yeah. I'm not that methodical. Sometimes it changes. Some mornings | am or | approach things
differently. Sometimes part way through, | realize that I'm making a mess. But if I... What I've gotten
into the habit of doing, especially when I'm working, for example in a series, and there's a lot of material
to get through is on the first pass of watching dailies and starting to cut something, | no longer worry
about leaving a complete mess on the timeline. Sometimes | used to have this fear that someone might
see what, someone might look at my work and progress, and | think, "What is that person thinking?”

Thorben Bieger:

But now, I've found that if | just go through the material, and throw anything that I like on the timeline,
maybe in a few places that are actual cuts or in a few places, it's just a few different takes of the same
line, my first pass sometimes is just ... It's not a cut at all. It's just basically some selects and a few ideas.
And what | found is that, when | do that, when | come back to that and just use that timeline with the
selects on there as a starting point, sometimes it's a much faster way for me to start putting something
together, because of course, I'm still going to go back to the other material.

Thorben Bieger:

But those clips that I've pulled are more as reminders or as markers of what | was looking at or what |
was thinking. And then looking at those will make me go back to other shots and say, "Well, okay, here's
how do | might do that." It's basically the first step is more about, becoming familiar with the material
before it's not a new cut, because | think for me, it's a mistake to start cutting too soon to get ... The
temptation is to start fine cutting very quickly. And by doing this, it really is creating a step in which the
very first so-called cut is really just, not even a, it's not even a rough cut.

Thorben Bieger:

It's just some selects. But then there are other days when |, for some reason you caught up on the
wrong side of bed, start working completely differently. I'm not strict in that routine, but if I'm under
had a lot of time pressure and | have to get through all this, then that's usually the approach that I'll
take.

Amanda Mitro:

Do you find it when you find things kind of crystallize, when you start collaborating, when you go into
the director's cut?

Thorben Bieger:

For sure. In my first cuts, in the first assemblies that | will present to directors or producers, I'll tend to
stay close to the script and there may be ... | may start getting ideas. | may see something that I'm not in
love with or | think, "Well, | don't think that part is necessarily, there's something not working." But no
matter how well | read the script or how well | think | understand the piece, there are always surprises.



And to often find myself re-interpreting what's there based on conversations with the director, for
example, who will explain why it was done a certain way, what they were looking for, and suddenly
something that may have felt like it probably isn't, because my eyes have been just a bit open to it a
different interpretation of it.

Thorben Bieger:

| try not to become too attached, | guess, to my own interpretation. | guess the other philosophy that
I've learned is that, editing doesn't really start for real until there's an assembly, until there's a cut of a
whole piece. Everything before that is legwork. And sure, it's a creative process, but really the whole
purpose of all that tedious legwork of putting together a piece is so that, you can then start tearing it
apart and seeing it and changing it. | like to make it as presentable as possible, to put music in there and
smooth it over to make it feel viewable, but all with the goal, just making it viewable so that | could start
tearing it apart.

Thorben Bieger:

And for me, that's really when the fun starts. Some of the things that you have in an early cut may stand
the test and not change much, but nothing is spared from scrutiny at that point. And because it's only
then that you really see it for what it is.

Amanda Mitro:

Yeah. What was it like cutting, | guess like The Corridor you were saying is kind of like a cabin in the
woods, so how did you find cutting like a suspenseful horror style film? What was your favorite part
about it?

Thorben Bieger:

It was actually one of the early ... | have to dig deep into my memory now, because this was, | think it
was 2010 or '11. It's been some time, but it was an early, one of the earlier projects that | actually did in
my basement. | remember, it was quite fun. There were times, my father was here for a visit and he was
just sitting there watching it. It was the first time that he was observing what | was doing, the whole
editing process. He was kind of just shaking his head at it. Yeah, | live out in the, kind of out in the woods
myself, and so certainly it didn't hurt. | wasn't frightening myself quite yet. But it was nice to work that
way.

Thorben Bieger:

At the same time, this was also an example where, because of schedules and the fact that | was working
at home, it was a challenge to work together with the other ... It was hard to schedule the time to work
with other people. And back then we all had fast internet, but uploading high resolution cuts and
sharing files, wasn't quite as easy as it is now. It was more of a hybrid version of what we were doing.
And sometimes I'd load everything into the car and drive to downtown and set up an edit suite
somewhere, just to work for two afternoons with someone, because it was the only way to get at the
time.

Amanda Mitro:



And just kind of going to throw this in there, Anthony Pete posed the question, for someone who feels
stuck in ads and commercials, what's your advice in successfully transitioning into narratives, whether
TV or features?

Kim McTaggart:

I'll go. I would say just you got to cut stuff. You got to cut for everybody and anybody who let you kind of
film, you're probably in, | don't know where you're at Anthony. I'm betting, you're not in Halifax,
because there's not a lot of ads and commercials cut here. I'm betting you're in Toronto, but | would just
try and get in with co-ops, anybody doing short films, cut everything you can probably for free but just
build a portfolio. And the other thing is assist in editing is another way in. If you're cutting already ads
and commercials, it may feel like a bit of a step down, but it's a foot in as well.

Thorben Bieger:

Well this is something that we, Kim and | have a lots of common conversations about it. Assistant editing
is really not what it used to be a lot of the time, because for me it was, and for many people, it was the
way in. It was an apprenticeship opportunity. You get to work with material. First of all, you had access
to an AVID back when there weren't, when home computers couldn't do this kind of thing. Over time,
it's become often a position that's very much technical data management. There's just not enough time
on a typical editing room staff for the assistant to have energy and time, and the creative juices at the
end of the day to start cutting scenes at night or whatever.

Thorben Bieger:

But if you can find your find opportunities to work in an editing department where there's more than
one assistant, where there's a bigger team, that's certainly a great way to get access to scenes. Even if
it's just in your spare time, even the editor doesn't even know you're doing it, you have those bins and
all that footage there, you can cut it. | don't know, don't imagine that there are many editors out there
who wouldn't take an interest in watching what you've done and giving you feedback and encouraging
that. I've had the opportunity to do it, but | don't get to return that favor that much anymore these
days, to give people that I'm working with scenes to work with.

Thorben Bieger:

If that's an option to do that kind of thing, if there are opportunities for that, | would definitely look into
it.

Kim McTaggart:

Assistants, they have a totally different job, and it doesn't always lead into editing and that's entirely
true. And not every assistant editor wants to be an editor. If you are that type that do want to be an
editor, make sure everyone knows it and that you do take those opportunities Thorben was talking
about. And then maybe you will be given opportunities to cut. | know on a couple of my shows, usually |
try and cut all my scenes right from the start, but there are times it's gone so crazy, we just hand them
off to assistants to cut a scene or two, and you don't really worry if they're good or, check your portfolio
to see if they can do it. You don't have time. You just say, "Please cut it," and you get to see what they
can do. The opportunities do exist there.



Thorben Bieger:

Yeah. In short films, Anthony, as Kim was saying before, film co-ops or any kind of opportunities like that
to work on people's short films. During the years that | worked as an assistant editor ...there were |
don't know if it's, | guess there still those kinds of things here now, right? Because film [inaudible
00:32:11] and those kinds of programs, they're really great ways, because during the time when you're
working as an assistant editor, you get to work on a scene here and a scene there, or maybe a section or
some sound effects, whatever, but then working on it on a short film, it felt like a big step. You're doing
the whole cut and it's a really good exercise | think. If you can get involved in any of those, it's very
useful too.

Amanda Mitro:

All right. Kim, do we want to look at one of your clips?

Kim McTaggart:

Sure. What | get up first is a clip from a show that is actually over 20 years old, but it's still on my demo
reel. | have reframed it for 16 by nine. | cheat, it's actually four by three, because of course it was shot
on beta cam or whatever the hell they were shooting on back then. But this is a show called Made in
Canada, which just became available again on CBC Gem. So if you like what you see, go check it out. This
was about a fictional film production company in Toronto, headed up by a bit of a buffoon, and his
underlings one played by the showrunner/creator Rick Mercer and Leah Pinsent. So this scene has Peter
Keleghan as the head of the production company, Leah Pinson and Rick Mercer.

Kim McTaggart:

What | loved about the show was, it was the first time we really got to cut comedy where the editing
really played a big role in the comedy. I'd said | worked on a series before called Gullage’s, and it was
show run and created by a feature filmmaker. It was a half-hour comedy with the heart of an art film.
Whereas this one is very much fast paced. Comedy comes into cuts. It's kinetic. Everything is shot with
two cameras at all times. AB camera both for the most part were all usable shots. Often your B camera
can be kind of karate, it's just there because it is. But this one had a great shot, so | had tons and tons of
coverage.

Kim McTaggart:

And I'm just going to show it and then I'll talk a little bit about how | approached the scenes for this
show. Anyway, so it's a second clip Made in Canada.

Peter Keleghan:

And then it occurred to me, it's only the characters in the shows that audiences are interested in.



Leah Pinson:

Not to the exclusion of story or larger themes.

Peter Keleghan:

Yes.

Leah Pinson:

What about say a good art film?

Peter Keleghan:

Come on, come on. Be serious. I'm talking about real stuff that people actually watch. It's only character.

Rick Mercer:

What about special effects?

Peter Keleghan:

Okay. Granted, but only character in special effects. We've been wasting a fortune on scripts and story
departments. It's all character.

Leah Pinson:

On what do you base this?
Peter Keleghan:
| base it on all the bio pics and the biographies that are out there now and the walk of fame. Are there

any television shows in the walk of fame? No, it's all people. It's celebrities.

Leah Pinson:

| think Lass he got a star.

Rick Mercer:

The dog, not the show

Leah Pinson:

The dog got a star.

Rick Mercer:

It's a leaf. They give you a leaf in Toronto.

Peter Keleghan:



Anyway, that's besides the point. What I'm saying is that television is essentially voyeurism. Our faces
are the glass screen and we are looking in, not out.

Leah Pinson:

Can | quote you on that?

Peter Keleghan:

No. | think | may have read that somewhere.

Rick Mercer:

It doesn't sound familiar.

Peter Keleghan:

| probably got some of it wrong, anyway.

Rick Mercer:

Well, Alan, | agree with you 100%. Anything else?

Peter Keleghan:

Yes, yes, yes, yes, yes. Beaver Creek hasn't been getting any ink this season, hasn't it?

Rick Mercer:

Well, it's been on the air for a long time. All the stories have been written.

Leah Pinson:

Most of them weren't that favorable.

Peter Keleghan:

Right, so we set up a romance between two of the characters on the show and a parallel romance
between two of the actors playing the parts, and we let the information out and people start watching.
Maybe they get married on the show, but it's for real and they have kids. And then the kids are on the
show.

Rick Mercer:

You're talking about breeding the actors.

Peter Keleghan:

Yeah. You think the Screen Actors Guild would have a problem with that?

Leah Pinson:



It's a page one rewrite on God's Script. That's probably Writer's Guild jurisdiction.

Kim McTaggart:

Julie says Made in Canada was terrific show and it was, it was really a great show. Four seasons on Gem
right now. But yeah, | loved working on that show. | was telling Thorben | was young and eager then,
and | poured over every single frame in that show. | remember my method was, I'd sit down with the
dailies and there'd be a ton of them. And | would watch every single take including all the non-circle
takes, everything. | kept copious notes. My big thing was, and the big thing on that show was every gag,
gags were important, more important than the story. If we were running heavy, if a show was a minute
heavy and you had to take seconds out of it, it was really easy just to pull out a joke here and there, but
you were not allowed to.

Kim McTaggart:

There was no joke pulling. You could take out story. We'd take out some ... | remember some episodes;
I'm amazed that people can follow the story because the jokes had to be in there. But anyway, so that
was what | treated the jokes like gold. | would build everything around all the gags and would pick the
absolute best lines | thought could work for each gag, which frame size | would use. So | knew how to
build around that. And also the whip pans that was a real hit and miss, because there was always a
camera whipping around doing things and every now and then it would just do a perfect land on the
perfect line, and those were pulled out.

Kim McTaggart:

So I'd have on my timeline, a chunk here, chunk there, chunk there usually the gags, and then I'd build
around that because that was the most important stuff. And also they liked to punch in, punch in on a
close up of the gag. So you had to have, make sure you have good wide shots for some other stuff. So
that was a really fun show to learn how to cut comedy, because, well, it was all in studio for one thing.
So it was really, you didn't have to deal with any of that location stuff, so there was no technical
problems ever. You were strictly dealing with performance of the actors.

Kim McTaggart:

The cast was amazing and gave you just great stuff. | used to always watch my ... Since that show 23
years ago, I've started watching my takes always in backwards order. So I'll watch take four first and
three then two. It was because | realized on that show, I'd always tend to gravitate to the one that made
me laugh first. And it was never, it wasn't often the best take. It took me a while to realize that. | would
just find it hilarious and that was it. That was the one. | started watching them backwards for that very
reason. Anyway, | just want to show that, because | learned so much on that show, cutting that show
and working with the showrunners on that show, which was basically Rick.

Thorben Bieger:

Was it common to find yourself at a dead end? How did you deal with that if you had the perfect whip
pan, and the perfect something else and no way to connect them? Did that problem ever happen?



Kim McTaggart:

Well, you know what, you would think it could, but because two things, it was such a great cast and
almost every director on that show, maybe it was a different time, more money, more days to shoot,
probably a five day shoot. Now it's commonly just four days, but there was so much coverage. There
was so much coverage that you could pretty much build around whatever you wanted to build around.
So yeah, it wasn't too bad. Oh, there's some notes, favorite line from Made in Canada, what's the porn
version of Beaver Creek called? Beaver Creek.

Kim McTaggart:

Yeah, that's very funny. Then somebody says, "Yes, very funny, like Newsroom. Well, Newsroom is
another great show that's now on CBC Gem. If you're a fan of Newsroom, you'll remember the two
reporters. One was Jeremy Holtz played one of them and the other reporter was played by Mark Ferrell,
and Mark Farrell was the head writer on Made in Canada. | worked with him again later on This Hour has
22 Minutes. It had a real similar sensibility, funny yet just a touch mean.

Thorben Bieger:

Yeah, and very ... Kind of just that clip, particularly is a good example, is full of inside jokes that | laughed
several times, but there were just comments on the industry that people who aren't in the industry
might not find this funny.

Kim McTaggart:

Yeah. | learned the term from Mark Farrell inside baseball. He's a big baseball fan too. I'd never heard
that term before, but that show is inside baseball lots. The other cool thing about that show was no
soundtrack or no music, none whatsoever. The only music we ever used was tragically hip. The theme
song was tragically hip. Then maybe in the entire four seasons, maybe five times | got a tragically hip
song to do a montage for. That was always just the best, the best when we got to do that. But yeah. So
no music, no laugh, track nothing, which was pretty neat to it.

Amanda Mitro:
Did they end up doing a lot of improv or did they stick to a script?

Kim McTaggart:

No, no improv on that show. No. And the actors, | think weren't comedians, they were actors. It's not
like they'd start riffing and coming up with all their own funny stuff. They pretty much stuck to the script
and they were really great scripts. That was the best thing about that show is the writing.

Thorben Bieger:

Kim, also doesn't that ... That was the fairly early days of shaky cam, right? It may not have been the
first, but | don't, know how much of that there was before.



Kim McTaggart:

Probably not a half-hour comedy format. There certainly was in drama, The Hill Street, not Hill Street
Blues, NYPD Blue or whatever it was called.

Thorben Bieger:
Yeah, homicide [inaudible 00:41:45].

Kim McTaggart:

Yeah. Were they on homicide all those shows? Yeah, they were on, but yeah, you didn't see it much in a
half hour comedy, and probably not in Canada. I'm just going to answer a question here, because they
see my name. Kim, you spoke about loving the digital world of editing. How has working with film
helped or hindered your schools in your career with the digital editing world? Well, | said | didn't miss it
and that's true, but how has it helped or hindered it? It certainly hasn't hindered. | think the thing |
carried from the film days that has stayed with me is, when I'm watching a cut, | always try to go
somewhere else and | won't watch it here. Well, a few years ago | put it on a DVD and took it home and
put it in, watch it on my TV, in my living room just somewhere else.

Kim McTaggart:

I think that comes from the days of cutting film. You couldn't watch it on your little Steenbeck that was
this big, you'd go get a theater and watch it and it would be different. You'd have people sitting with
you, and it was always a real good experience to watch it with somebody else, watch it somewhere
differently, so you could almost disconnect it from it a little bit. That's something, it can be hard to do
when you've been working on something for three weeks or three months, and it's hard to pull away
from it. So always make sure | go somewhere else, and | think that's from my film days.

Thorben Bieger:

Yeah. Well certainly, it was an early lesson for me that, working on something and feeling really great
about it, that feeling could evaporate painfully quickly when someone else was sitting next to you. You
suddenly realize, "Oh, this is not ... They're not seeing that at all." One's own perception is so affected by
being someone else watching the way an audience does, but | do the same thing, taking it upstairs,
taking it anywhere other than ... Even if it's a different screen or a different room, and later on in the
process with other people is ... Because it does disconnect you from what you’ve kind of taken for
granted. You assume that something's working, but you notice very quickly if it's not having the same
effect on someone else, so you have to, resets your expectation.

Kim McTaggart:

Or you think it's okay, "I'm not so bad. it'll be okay, it'll work." Then somebody else sits with you and you
go, "Oh God," as soon as that cut comes up, you go, "No, it doesn't work.”

Thorben Bieger:

It's much more common for that to happen then for you to realize, "Oh, it's not as bad as | thought
[inaudible 00:44:09], but they laughed.”



Kim McTaggart:

That rarely happens.
Amanda Mitro:

There's DGA [inaudible 00:44:15], what advice would you give students leaving college or university who
want to be an editor? Secondly, what do you look for in a new assistant? What traits or skills make them
attractive to experienced editors?

Kim McTaggart:

Well, | would say if you want to be an editor, two things, be an editor and cut everything that you can
anywhere, a wedding video, your sisters, | don't know the high school project, whatever, just cut stuff.
And two, tell everybody you're an editor. If that's what you want to be, introduce yourself, tell people
you're an editor and that's what you want to do. | mean that's the big picture kind of stuff to do. The
more practical stuff is yeah, to go the assistant editor route, which | see your second part is what traits
or skills make them attractive to experienced editors.

Kim McTaggart:

I'll go and then | know Thorben has stuff to say about that too. | think what makes a great assistant;
obviously, you have to know the technical inside out. If you're going to be working on the bigger shows,
it's going to be Avid. Know that Avid inside out and know everything that an assistant editor has to do
and know it inside out. And secondly, what I'd be looking for is, assistant editors that want to be editors,
| think is great. | mean I've had both assistant editors who are just assistant editors. That's all they do.

Kim McTaggart:

They have no aspirations to be an editor, and then others that do want to make that leap and want to
do anything creative that you hand them, whether it be cutting the previously ons, putting in sound,
doing your soundtrack, cutting scenes, anything like that. They just take it with great joy and do it. They
may not be that great at it right away, but that's all part of learning and they just do it. So that's what |
would be I'd be looking for. Thorben?

Thorben Bieger:

Yeah, no, | think back to my own, what did I learn from and what did it take me time to learn? Some of
those things were letting go of ideas that maybe were mine, but didn't serve the film, and also what's
another thing that took me a long time to learn was, how to feel comfortable around, when suddenly a
producer or a director was in the room. It is actually kind of , for me was unnerving, but spending a lot of
time as an assistant editor and ... It's a low pressure place to be. You can watch so much going on and
quickly, some of the aspects of the work are tedious, being there and being willing to absorb whatever
you can, someone who's willing to try anything.

Thorben Bieger:

Sometimes it might be straining out dialogue, but basically it's a combination of knowing the software so
well, that you can be helpful and make things easy and keep things really organized, and being game for
trying anything creative.



Amanda Mitro:

The one thing | would say if you happen to be in Toronto and once all of the COVID thing is over, the CCE
does have a fantastic assistant editing workshop with Paul Whitehead. He’s kind of like the godfather of
assistants.

Kim McTaggart:
Join the CCE. And if you're in Toronto, go to Edit Con and meet editors and talk editing.

Amanda Mitro:

All right. And | see that Jenna Spinola would like to pose another question. Hello, Jenna.

Jenna:

Hello again.

Thorben Bieger:
Hi.

Jenna:

Just following up this assistant editor subject, in the case how you guys see like someone that is an
editor, like | forget the name of the guy that was asking that he was working on commercial. He's
already a seasoned editor on commercials and he wants to move to features, how you guys see like an
editor that is already an editor that wants to assist to learn?

Jenna:

Is it a good thing or are you guys saying, "Oh," maybe it would be like Thorben said start to cutting small
films or something like that?

Kim McTaggart:

| think it's probably a combo of both. You know if he was a brand new assistant editor or just out of
college, like we were just speaking to the other gentlemen, you know then it’s assisting is a good way to
go. And | say cut anything, but for somebody who is already an editor and they're just going to be
working in a different medium, they're still bringing all those editing skills and sensibilities. You're
absolutely right. They should really be trying to cut some short films and get out there and cut some, not
your sister's high school project, but a young up and coming director who is doing a short film, just
anything that they can get their hands on.

Kim McTaggart:

And it might be, it'll be a little easier for them, because they are an editor and they do have some sort of
portfolio, even if it isn't in short films and people will look at it and see what you've done. And if they
see something in you and want to take a chance on you doing it, then that's great. So...



Thorben Bieger:

Well, | guess someone has to always be willing to hire you for the bigger project that you want to get. It
depends on who that is, but it might be someone that you know, so that you have some kind of a
relationship, with either they know what, you've worked with them before, maybe on a short film. But if
it's someone who's completely unknown to you, you have to have some body of work to | think, to
convince them. Or there has to be some kind of recommendation. Even when you're moving from
assistant editing to editing, sometimes in my own experience, there were times when | decided, "Okay,
now | am an editor," but | had to go back and do assistant editing jobs again.

Thorben Bieger:

There were times when | felt like, "At some point I'm going to not do that anymore," but if the only
opportunity that's out there is assistant editor, in well, that's what you do. And likewise, when you're
trying to maybe switch from one genre from commercials or from factual entertainment to drama,
sometimes it might mean that you have to take a step back and make connections with other editors or
with other, by working at a lower level in a different style, you're meeting the other editors and maybe
producers who then recognize you, and that goes all the way too.

Kim McTaggart:

Well, I'm just going to add one more thing. Just because there seems to be a lot of interest in how you
get your jobs and everything, you know one thing | always say when you're getting hired, how do you
get hired? Do they know you? They already know your work and all of that. And yeah, that's the answer,
but really what it comes down to, | always say is trust. It's what you've done your work, but it's the trust
that you built. They trust you. What | mean by they trust you is, you're the one in there playing with this
mound of material and pulling out the best takes and putting it together.

Kim McTaggart:

They have to trust your taste, your work method, that it's going to be the best. When they come in and
look at it and they like it, they go, "That's great." That's probably, "She makes great choices." So that's
probably going to be the best, something like that, but basically it's trust between two people. So when
you're looking to become, meet other editors and you want to become an assistant and move up, make
sure that that level of trust always is in everything that you do. Don't flake out on anything. | always tell
people, just work hard, just do your job and do it the hardest you can.

Kim McTaggart:

That helps build trust too. Let them know who you are. Don't be afraid to talk about the films you watch
and the television shows you like, because that helps give a sense of what your film sensibilities are and
what you like, and that helps build trust too. So | mean maybe that's a little esoteric, but | always think
that is one of the biggest things besides your talent is that you build a trust with people.

Amanda Mitro:

Excellent answer. Did we want to do another clip?



Thorben Bieger:

Great. So, well, | guess, where do we go next? Maybe something completely bizarre and different. |
worked on a very unusual show and as part of the fun of a good year in Nova Scotia, and the kind of mix
of things that | enjoy working on, sometimes it's very experimental. And a show that | worked on a
couple of years ago was called Clay's POV. It was a call itself the first ever, first person point of view
series. | think it's an interesting thing to look at because first it was very experimental. It's people trying
to come up in the world in the, in the size of budgets that we often work in here, it's not possible to
make anything that competes on the same level with shows like big cable dramas that everyone loves.

Thorben Bieger:

And so how do you do something different that doesn't feel like a bad tone than something else? Well,
this show is somebody who's attempted at that. The concept is basically, it's a travel blog type of series,
but it's fictional. It's based loosely on a Japanese novel in which a husband is spying on his wife's diary.
But he's pretty sure that she knows he's doing it and the things he's writing in it or she's sending him
messages through it. But then he constantly has to wonder if that's the case or not. Maybe that's the
novel that it's based on, and in this show there's a Canadian hitchhiker who's also a filmmaker, who's
traveling through Europe.

Thorben Bieger:

And the idea of this show is first of all, to make it through the eyes or through the camera of the main
character. So you never see him, you only hear him and to use a very, very small crew and to use
locations in Europe as sort of the production value, rather than trying to build big studios and big, you
know or cool sets. They would take a very small crew and go on train to Amalfi Coast of Italy or to
Pompei or Prague, and just kind of was very ... There were scripts, but they often went off script. It was
very documentary style of editing for a travel show, in which the travel...in which the beauty shots are
just incidental to the background.

Thorben Bieger:

But | guess, editorially the main challenge of this show was how to try to make a show work without
reverses, basically to tell a story through the eyes of the main character. Maybe we'll take a look at the
clip, and talk about how well that works or not after you've seen it. It's number four Clay's POV.

Anton:

Here, check it out.

Speaker 20:
650,000 for that. It's ridiculous. | don't understand.

Anton:

Yeah. Well, the boy, his father is a fat cat banker who stole millions from his shareholders. Money's
nothing to him.



Speaker 21:
And look who.

Speaker 20:

| know him. Isn't it-

Anton:

Yeah, Pietro Pancetta, or he used to be. Now, he's [inaudible 00:55:30] and he's in the fine art business. |
bumped into him in rehab in France. We became mates.

Speaker 21:

In rehab?

Speaker 20:

Didn't you wish you were a fish?

Anton:
No.

Speaker 21:

Not so much.

Speaker 20:

You're so beautiful. | think either other there'd be a fish.

Anton:

Yeah. | think you're around the twist now.

Speaker 21:
Peter paid Anton to make the first bid.

Anton:

Yeah. He'll get the ball rolling.

Speaker 20:

Is it allowed?



Anton:

Well, technically legally, no.

Speaker 21:

Then what if no one else bids and you win the auction?

Anton:

Well, then the painting doesn't sell. Look, if some rich wanker wants to buy the art, he just buys it, okay?
No one's forcing him. | was just facilitating the mood, adding to the excitement which I'm doing as a
one-off favor to Peter. It's not like I'm going to make a career out of it or anything. He's been showing
me the ropes in the fine art business. It's basically just an income tax from rich drunk guys, which gets
me thinking.

Speaker 20:
Thinking how?

Anton:

Well, thinking that some of these rich drunk guys need to experience the fine art of sharing some of
their good fortune with Anton Von Pinkel.

Speaker 20:
Yeah.

Anton:

Yeah. Meaning they buy some art from me.

Speaker 21:

Anton, everyone knows the art world's, but there's a difference between a genuine bullshitter and
bullshit bullshitter. They're going to smell you coming a mile away.

Anton:

Mate, that might be true, except that these drunk guys at the auctions, know fuck all about the art
they're buying, except for the name on them, which means all | need is something with the right
signature on it.

Speaker 21:

And how are you going to come up with something with the right signature on it?

Anton:

Old Pinkel has a plan mate.



Amanda Mitro:

So that was fun. So the camera is a character in that?

Thorben Bieger:

The camera is, yeah. Right in the main title sequence, the character introduces himself and says, "You
can hear me, but you can't see me." And sometimes the main characters habit of filmmaking was useful
and was there by design, because it allowed sometimes his computer or his phone or his camera to be a
device for which you would see things as well. So sometimes he lifts the camera right up to the screen.
You see it, and you use reflections or what's on the screen to add the missing element of the reverse
shot.

Kim McTaggart:

That was well shot too. It looked really cool.

Thorben Bieger:

Well, and that's another thing, one of the reasons why | chose that scene was because, it was always a
challenge to come up with something. In this scene, it wasn't planned. They found this location said,
"Okay, we'll stand around the aquarium," and that way they could shoot through the glass and use that
whole layer of fish, through which you could see the main character. It helps, at least | found it helped to
get ... When you're cutting laterally from one character to another, without having ..without being able
to go to the reverse, it's finding ways to add density often helped.

Thorben Bieger:

There were times when they would try to do things in oner's or try to do things with pens. And there
were times when they would do things very experimentally, like let the camera roam around the room
as if the person wasn't interested in the conversation and was just looking at a corner of the ceiling. A
lot of those things felt a little bit well, forced. It felt like he didn't, it felt like naturally ... It gives you that
drunk feeling of being forced to look in another direction, when it's not where your eye goes.

Thorben Bieger:

Whereas eventually after two seasons of the show, it was decided that it was better, to figure out ways
to make cuts. For a lot of reasons, it was better to figure out ways to make cuts. And although it does
take some adjusting, it starts eventually to feel quite natural, in the same way that perhaps shaky
camera watching different frame rates, watching 60 frames per second, at first it can be really off-
putting or difficult to become accustomed to. But after a while, you just accept is as a part of the show
and become accustomed to it and stop thinking about it.

Thorben Bieger:

It was a very interesting project to work on, because there were basically no rules at all. There was
nothing that you couldn't try. Often episodes were little bit parts didn't work, or they ended up being
late and you'd have to invent something. We had lots of footage, wherever they traveled they'd mount
GoPros or cameras onto cars or motorcycles, to shoot time-lapses. So we have all kinds of generic, |



guess, material. And sometimes you'd have to invent something through a fantasy or just sort of a
poetic inner moment of watching clouds or whatever it might be.

Thorben Bieger:

There really was no limit to what you could attend, and sometimes in desperation to put things
together. It's a real contrast to conventional television but one that was quite fun to work on.

Amanda Mitro:

That's very cool.

Kim McTaggart:

Hey, Thorben when | said ... | had said that it felt like it should be panning because that's the way his
eyes-

Thorben Bieger:

Mm-hmm (affirmative).

Kim McTaggart:

Did you ever think of adding blinks? Did you try that? It's basically Walter Murch come to life, the blink
of the eyes when you change your ideas and stuff, so he'd look at something else. | don't know, it just
occurred to me watching this stuff.

Thorben Bieger:

We did tamper with that a little bit, like creating sort of an aperture closing on ... | mean there was hope
of a third season. Because another thing we really wanted to do was kind of a VR version of this show.
That would be a little more going back into the territory of Warners, but it definitely a show that could
lend itself to a VR experiment.

Amanda Mitro:

Kim, do you want to do another?

Kim McTaggart:

I'll do a clip. This is a show, it's called Seed, did two seasons of it, 2013, '14 or something like that. Seed
is about a gentleman, you see him on the thumbnail there, who was a sperm donor and all his sperm
donor families are starting to ... They found out who the dad was. So they're all connected now. He and
three other families are connected because he's sperm dad. So that's the setup.

Kim McTaggart:



And the cool thing about this show was it was the first time | had ever used ScriptSync on a comedy
show, which is where it just shines. | had used it on a feature just a few months before | did here, a
feature that was half oner so it was still fun to have ScriptSync but it wasn’t...it didn't utilize it to its
fullest capacity. Whereas a comedy is just built. Script sync is just built for comedies where you're line by
lining everything just trying to find the funniest read on everything.

Kim McTaggart:

Script sync is just fabulous. So what we're going to do is I'll show you the clip and then I'm going to,
because I'm a digital hoarder, | have all my projects and footage and everything from this seven-year-old
show and my script. So we'll just do a little screen share and I'll just give you a quick little rundown of
kind of how that's set up.

Speaker 22:

Mild salsa, no, | can't celebrate Father's Day with this. Father's Day is all about Zing.

Speaker 23:
Not going to happen.

Speaker 22:
Oh, hot salsa is happening.

Speaker 23:
Harry, Father's Day is my time with Billy. It's a tradition.

Speaker 22:

Yeah, that was before | came along. Now | can take over. You're welcome.

Speaker 23:

I'm not losing this to our anonymous sperm donor. What part of Father's Day is mine do you not
understand?

Speaker 22:
The father part.

Speaker 24:
But Father's Day is like Christmas to Michelle.

Speaker 22:

Fine. Then | can have Christmas.

Speaker 24:



But Christmas is my Halloween.

Speaker 22:
Okay. If you give me this, then you can have half of St Patrick's Day and all of black history month.

Speaker 23:
No, I'm keeping Father's Day. You can have Groundhog Day.

Speaker 24:

But Groundhog Day is my New Year’s.

Speaker 22:
What am | supposed to do for Father's Day then?

Speaker 25:

This is the official agenda of our co Father's Day this Sunday honored guests, Jonathan and Harry.

Speaker 22:

Well, at least someone wants to give me a Father's Day. And | got us matching Father's Day t-shirts

Speaker 23:

I'm with my princess.

Speaker 24:
Aw, my two gay dads.

Speaker 22:

It'll work better with Anna between us.

Speaker 23:

Mm-hmm (affirmative).

Speaker 24:

I'm not wearing this.

Speaker 23:

But it's such a good example of proper apostrophe usage. Fine, you don't have to join us.

Speaker 24:



It's Father's Day.

Speaker 23:
It's not Daughter's Day.

Amanda Mitro:
Oh, that's good.

Kim McTaggart:

So yeah, this was the first time | had ever used ScriptSync, which means | did not use any bins at all, |
strictly used my script. It's a great thing to use, it just means you have to have an assistant who will lay
all this up for you. But the assistant | had on this show got so good at it. He was so fast, it was done in no
time. And the time he took to do it, | would take that time tenfold | felt.

Kim McTaggart:

Where it really paid off is when | had directors and producers in the room and | could so easily go to
every take, every line and do, for instance Father's Day is like Christmas to Michelle, there it is, | could
just go across and we could listen to every take. Because on the show, well, any show, I'll do a lot of
audio switching too. So I'll keep the picture the same and I'll swap out the audio so we just listen
through every take.

Kim McTaggart:

So yeah, so now | rarely work without this. Even on a low budget show, if | don't have an assistant | will
take the time and do it myself because | really feel like it pays off in the end.

Amanda Mitro:

That's really cool. And how how long has ScriptSync been an-

Kim McTaggart:

Been an Avid? It's been an Avid since | can remember, for like 15 years. It had been in there even before
it had voice recognition, you could still ScriptSync but you would have to kind of manually put where
things are or it would kind a guess. The beginning is here, the end is here so halfway through must be
there, and it would guess where things were, interpolate, if you will.

Kim McTaggart:

But now it has a voice recognition and it just literally recognizes the voices and creates the nodes of
where everything is. So it doesn't work on all shows. If you're on a location with really noisy background,
the voice recognition is tough to deal with, but the assistant can still manually do nodes so you can still
use it. But on a show like this where it's in studio with perfectly clean sound it works impeccably.

Kim McTaggart:



And it's also great for your documentary editors out there. | shouldn't say | just started using it. | used it
way back in documentary. Whenever you have a transcript, this is brilliant for transcripts. If you have an
hour and a half interview, you just lay that in there and you can just go to any word in your interview
easily. So that's where | really first started using it.

Kim McTaggart:

So I've been using it a lot longer than 2014, but that's when | started using it pretty much exclusively
now on dramatic shows too. Unless the assistant gets all grouchy and doesn't want to do it and says
they don't have time and all that stuff. But really once you get used to doing it, it goes pretty quickly.

Amanda Mitro:

| guess that's another tip for aspiring assistants, don't be grouchy.

Kim McTaggart:

Don't be grouchy and learn ScriptSync. Oh, somebody is asking how you cut with ScriptSync. Just like
multicam. Oh, I'm sorry, | should have had that up there. | don't cut it like a multicam show in the
multicam mode. If you know Avid, it has a multicam mode. There's no real advantage to that unless you
have more than four cameras. No, I'll just cut regularly.

Kim McTaggart:

But then even when the shot is sitting on your timeline, you can flip through and you can easily change
it. And then whenever | have my shots in the source monitor, | usually have both shots up. It always
surprises me how many people don't use ScriptSync, like shows that do have lots of assistants and the
ability to use it don't use it.

Thorben Bieger:
[inaudible 01:07:17]. It's learning a new thing.

Kim McTaggart:

And the other, just because we're talking a little geeking out now, another feature a lot of people | find
don't use which | use all the time is the blue button. Do you use the blue button all the time, Thorben?

Thorben Bieger:
No.

Kim McTaggart:

No. See, | use it all the time, the replace button. If I’m trying out.. if | actually want to cut in a line, it's
easy just to play out through all five takes or whatever, but if you want to actually test it in your show,
I'll just land on a word in the middle of the take and then find that same word and then just blue button
it in. It may not be exactly where it needs to be, but it's quick and dirty and there's no marking in and
out and all that stuff, just blue button and boom it's in.

Kim McTaggart:



So | use blue button all the time and it always astounds me that not everybody does. Although | know
there's a million different ways to do everything, and somebody probably has a much better way than
the blue button.

Amanda Mitro:

Here's a question for you guys, how does the camera choice affect your edit, whether it's a, you know
Red cam or GoPros or iPhone footage or all of that fun stuff, how do you guys like working with those?

Kim McTaggart:

It doesn't matter. The only thing it affects is if it's 4K you can punch in if you're delivering. Well, now
everybody wants 4K, so you can't even punch in anymore. But it used to be if everything was in HD and
they were shooting 4K, you could reframe so easily. And Thorben got into that more than | did. Thorben
would reframe everything.

Thorben Bieger:

Well, it was a bit of a craze. For me it may affect more of the decision of what to work with. By far | work
with Avid most of the time but there are times when I'll work with other Final Cut 10 [inaudible
01:08:53] or something like that. And if it's a show, for example, that last one that we looked at, Clay's
POV, that was a show that was full of GoPros and DSLRs, all kinds of different cameras.

Thorben Bieger:

There were probably five or six or more different formats. And all it was shot pretty haphazardly. The
sound was on the camera, sometimes sound was on a separate system. And | found actually for that
project it was quite useful to work in final cut because of the ability to just dump everything in. It didn't
even take a lot of transcoding on a fairly standard iMac to be able to play 4K in real time next to Canon
5D footage.

Thorben Bieger:

It really was useful for that kind of jumble of different formats. So, again, the camera choice might not
affect. It would only affect editing, for me, in terms of perhaps driving the choice towards a different
platform.

Kim McTaggart:

And I'm pretty much exclusively Avid unless there's a real raging reason. Like on the first year Call Me
Fitz, | don't know, Avid, wasn't playing nice with the red camera. We used Final Cut Pro. Otherwise, no,
I'll stick with Avid.

Amanda Mitro:

Any recent trends in editing that you're noticing like stylistically that you like or don't like?



Thorben Bieger:

Well, there's one that I've been noticing more and more. The first few times | loved it and now | haven't
had the chance to imitate it yet myself, but it seems like everyone else is, which is in particularly exciting
moments to cut so hard on the last word of the scene that you actually cut off part of the word. I've
seen it in comedies and in really serious movies.

Thorben Bieger:

It's usually, even in a serious drama usually has a somewhat comical effect. And the first few times | saw
it | thought it was really cool. It's getting less cool with every video.

Kim McTaggart:

| still love it every time | watch a Better Call Saul, which is a brilliant show. | love the big slow master shot
shows like that. But the opening theme music, they cut it off at the end and every time | just go, "Oh, |
love that.”

Thorben Bieger:

Yeah, and I've noticed it in Handmaid's Tale.

Kim McTaggart:
Oh yeah. Yeah.

Thorben Bieger:

And just the other night | saw it in Killing Eve. It's cool but everyone's doing it now.

Amanda Mitro:

Yeah, Brooklyn Nine-Nine does it too.

Kim McTaggart:

| still love a good jump cut. Nothing I've done really we've gotten really into jump cutting. | remember
when Call Me Fitz there was like a rule do not jump cut. It had to be very classical kind of stuff or you
could jump cut to compress time but not a totally visual jump cut. | don't know, | just love a really well
done jump cut. Probably it excites me because | rarely get to do them in shows. They just don't have
that style.

Kim McTaggart:
| just did a feature and it was full of oners and stuff and I'm like, "Well, we're going to have to

incorporate jump cuts into the show." And they're just, "l don't know." | just love them.

Amanda Mitro:



And overall, for both of you, what is the most fun you have on the job? What's the best part of being an
editor? What just makes you want to go, "Yes, this is why | became an editor?”

Thorben Bieger:
[inaudible 01:12:20]. Temp ADR

Kim McTaggart:

Yeah, it’s funny, we were talking about remote editing versus all being together, and that's part of it. We
did lose some of the fun. It's really fun to be together in one place and work. And the last time we did do
it it was on Call Me Fitz, where they wanted us to make sure we had 10 PDR for everything. And we
would just fill in crowd scenes and we'd have these loop group nights.

Kim McTaggart:

And Sarah who's on the call was in on that. We had so much fun. | just love doing that stuff. And
Thorben and I still do it but we have to email back and forth. It's still tons of fun, yeah. He jokes when he
says it, but it is. It's tons of fun.

Thorben Bieger:

For me lately one of my favorite parts has been the very, very late stage of editing. Sometimes when
you're close to the first few rounds of notes feel really constructive and you've put together a piece and
made something, you've had your chance as the editor to affect what's going to happen when you start
working with the directors and producers and writers to make changes.

Thorben Bieger:

Then it starts going to the studio or to the network and you're starting to get note fatigue and you feel
like some of the notes that you're seeing are things you may have already gone through, or there may
be completely new. Still those all really become sometimes a little trying to get through the later stages
of notes. But in my experience they still tend to be really helpful or things you shouldn't overlook.

Thorben Bieger:

But then sometimes very near the end, new ideas come up late in the game. But | find that exciting
sometimes when you don’t when late in the creative process you're still open to discovering something.
And often | find it involves taking something out of the show, taking a line out or taking even a couple of
lines out that actually make a scene better by dictating too clearly what someone is thinking or by letting
facial expressions say something rather than dialogue.

Thorben Bieger:

When that's happening later in the process | feel like you're making changes that can have a gigantic
effect on the piece and not compromising until the last minute. You're still massaging or making changes
at the very late stage. | find that quite fun to do.



Kim McTaggart:

Yeah, I'll agree with that too. And you're probably speaking to a showrunner we just worked with who
would ... He'd fly in to picture lock. You're pretty much done, it would go onto the network and he'd fly
into picture lock and he'd come in and say, "Hey, what would happen if we took that scene out and
maybe put it in the next episode," or some really big, little but big thing like that. And you're like, "Fuck."
Sorry.

Kim McTaggart:

And you do it and you go, "Wow. Well, yeah. Yeah. Okay. That's great." But | don't know why he'd save
those golden things for the bitter end. But yeah yeah you're doing those all the way along at the end.
And as Thorben says, usually it's taking out. That's what | find really fun too, is when you're at the last
stage and you're going through it, and Thorben probably does the same thing, you're looking for every
line to have meaning or need to be there. And if it doesn't, take it out.

Kim McTaggart:

And | do that right to the end, and | find that process one of the most fun processes. And another one |
worked with, oh my gosh, Rick Mercer, I'm going to tell tales, on Made in Canada, would come in and
he'd always preface his ideas with, "I know you're going to get mad. | know this is just crazy, but just,
please, please indulge me. It's really stupid." And I'd say probably at least half the time they were, and |
crankily do it and we'd go, "Okay, thanks," and go back.

Kim McTaggart:

And the other half they were freaking brilliant ideas, because all of them were like just totally out there,
nothing | would have thought of. And he'd come in and do that and half the time we'd just go back and
the other half it's like, "Holy shit, that's brilliant.”

Thorben Bieger:

Sometimes it does make you cranky because you feel like you're so close and on a series perhaps you're
tired or there's a lot of pressure to get things done. But | find more and more easy not to feel that
crankiness at all, but to to think, okay, this is where we're actually going to add you know 10% or we're
actually going to lift the show quite a bit with a few last changes.

Thorben Bieger:

And if someone has the idea and brings it up at that point, first of all, it's probably a showrunner or a
producer and you're going to listen anyway, but it's probably because they know the material really well
and because they're thinking of the series, of the whole season and the series on a bigger scale, and
they also created these characters and they're getting ideas, they're inspired.

Thorben Bieger:

And maybe it's something that's been percolating in the back of their mind or they just thought of it
right now, but either way, when those things come up, | think it's really important to listen to them and
to be optimistic about them.



Kim McTaggart:

And the other fun part for me, and it still happens is I'll cut a scene and I'll just, | don't know, something
happens. It's just like magic and my heart starts to beat fast and I'm just so excited by the scene. It’s
jlust so excited. It doesn't happen all that often. | remember once it happened on Call Me Fitz and | was
so freaking excited, | cut this. It was Josh walking through the jail.

Kim McTaggart:

It was a big follow behind why he was in jail. And | cut it to this particular song that | thought was
frigging brilliant. So | immediately export and send it off to the showrunner, and | know our showrunner
then, Sherry, no matter what she's doing, if you sent her something she would sit and watch it. And sure
enough, 15 minutes later ... | was so excited, "You got to see this, Sherry.”

Kim McTaggart:

15 minutes later sure enough comes back and she's like, "Nah. Nah." And | was crushed. So crushed that
| would not change it. It took me at least two times before | would finally change that music because |
was so certain it was brilliant. But anyway, still those moments that make your heart beat fast. They're
not always nay moments, sometimes they're really great, but | love when | feel that.

Thorben Bieger:

Music is funny like that because it is so subjective, and you may.. one person may just not feel what
you're feeling with the music. But another thing that | really enjoy is, and it happens on every show
somewhere along the way that there's just a moment that gets you every time. And it might be,
whatever, it might be something that makes you teary or makes me laugh.

Thorben Bieger:

There's usually something along the way that has the same effect on you every time you watch it. And
I'm quoting someone here who said that, as the editor it’s kind your job to fall in love with the show,
whether you like the show or not or whether it's your kind of show. It might not be the thing that you
watch on your own free time, but it's your job to fall in love with the material, to make it...just to make
it as good as it can be and to fully invest yourself in that show.

Thorben Bieger:

And usually what happens to me is that when you go into it with that approach you start to like the
characters and you start to care more about it. And when the actor has a really good scene you feel it
much more, and | think it just contributes in general to one's whole approach to the rest of the show
when you say this is going to be good as good as it can get.

Kim McTaggart:

I mouth the words. | get so invested in them when | watch those scenes you were talking about, I'll see
my lips moving and I'm saying their words because I'm so excited for them. It's funny. Somebody asked
me once, working on the show so long, do you get so sick of them like you never want to see them again
and you're glad they're out the door?

Kim McTaggart:



And | can honestly say no. At the end of every show I'm done, I'm still usually madly in love with it. |
mean | might be a little tired and be glad to be moving on to the next one, but no, | fall in love with them
all even if | didn't think | would or wasn't in the beginning. By the time I'm done | know them all so
deeply and have such a vested interest in them and | always love it.

Thorben Bieger:

And you notice it when you watch it five years later or whatever, because you spend so much time
preoccupied with things that you see as problems or things that you want to fix that the parts that are
good, the parts that don't need that tension are easy to just ... You take them for granted. They no
longer affect you. For me, the closer | come to the end, the more | need feedback and the more | need
to figure out ways to reset my own perception of it or to rely on other people's feedback to work on it.

Thorben Bieger:

And it becomes a fairly microscopic process. And it does take some time to see it with fresh eyes,
sometimes years. And there is a feeling. For me sometimes when | look at something that | worked on a
long time ago, | often feel much better about it than | did, right at the end. But then suddenly | also
remember the sandwich | ate that day. It's all bundled together.

Thorben Bieger:

| remember | had a, whatever, a meatloaf sandwich from the Italian market that they were working on
that scene and the memories are ... | don't think those associations ever completely go away. You never
get to see it for the first time again, | guess.

Kim McTaggart:
Yeah.

Amanda Mitro:

All right, it looks like we have time for one more question. Didier Kennel has one, what will the editing
and industry be like five years from now? What would you prepare for now to be viable then?

Kim McTaggart:

You know what, | don't think there's anything we can do to prepare for five years from now for one
thing. | think we can just roll with the punches and see where we land five years from now. But this
whole new remote editing is going to be something we all have to get used to and learn. And | think that
technology is really going to build, as Thorben says, these programs to help us do that.

Kim McTaggart:

They're just going to take over and we're all going to be working this way. But that's still just rolling with
the punches as they come.

Thorben Bieger:

| think the editing industry five years from now will be ... It's more of a question of what production
looks like. But | do wonder the more remote editing becomes, the harder it will be to make contacts,



and that's a really important part, especially when you're trying to establish yourself. The more
producers retire that we've worked with in the past, the harder and the less exchange there is with
people.

Thorben Bieger:

And together with remote technology | think it could make it harder to meet people that want... decide
they like something about you and they want to work with you. You're often told there's an interview
for a job on a series or on a feature, but again, that also often comes after some kind of initial contact
through a recommendation or meeting that you had somewhere.

Thorben Bieger:

So | guess what | would try to prepare for in five years is somehow still being maybe networking. And
networking not so ... Well, | don't know, maybe it's all social, maybe it's all social networking that you
do, or maybe what sets you apart is some way of contacting people or making an impression on people
in person. But yeah, | think that might be part of the picture in five years.

Amanda Mitro:

All right. Well, thank you everybody for coming and talking editing with us, and thank you, Kimberly and
Thorben, you guys-

Kim McTaggart:
Thanks Amanda.

Amanda Mitro:

... are awesome.

Kim McTaggart:
Thank you to the CCE for hosting this event.

Thorben Bieger:

Great. Thanks everyone. And if you have any burning questions that you think of later on tonight, which
| understand probably you may not have them, feel free to send an email or something.

Kim McTaggart:

And a shout out to James who said there should be temp ADR awards, because Thorben would be up for
many of them. So that's a billion idea. He says, hint, CCE, they should think about that. All right. Thanks
everyone.

Thorben Bieger:

Bye everyone. Thank you. Goodnight.
Sarah Taylor:



Thanks for joining us today, and a big thank you goes to our panelists and moderator. Special thanks
goes to Jane MacRae and Alison Dowler. This episode was edited by Dennis Leyton. The main title sound
design was created by Jane Tattersall. Additional ADR recording by Andrea Rusch. Original music
provided by Chad Blain. This episode was mixed and mastered by Tony Bao. The CCE has been
supporting Indspire - an organization that provides funding and scholarships to Indigenous post
secondary students. We have a permanent portal on our website at cceditors.ca or you can donate
directly at indspire.ca. The CCE is taking steps to build a more equitable ecosystem within our industry
and we encourage our members to participate in any way they can.

If you've enjoyed this podcast, please rate and review us on Apple Podcasts and tell your friends to tune
in. ‘Til next time I'm your host Sarah Taylor.

[Outtro]

The CCE is a non-profit organization with the goal of bettering the art and science of picture editing. If
you wish to become a CCE member please visit our website www.cceditors.ca. Join our great community
of Canadian editors for more related info.
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