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A new report: News from the Editing World
Today: Three head editors, Marguerite Renoir, Suzanne de Troye and
Marinette Cadix, talk to us about their jobs.

To start the series of reports on the professiorttwg editor in French film, th&echnicien du
Filmhas scored a trifectaAt the restaurant of the Billancourt studiosyiojournalist Jean
Fléchethasmet three of the most representative head editors of French cinedarguerite
Renoir, Suzanne de Troyand Marinette Cadix.

SuzannedeTroye:We ' ve been friends for a long time, WwWEe
started working.

Jean Fléchet: How did the three of you come to work in film?

Marguerite Renoir:By chance, as far as | 'm concerned, or
| worked at Pthé as a colorist trainee. At the time, we were doing color films by applying

garishly colored dyéstraight onto the negativesn fact, one day | was coloring a Passion of

Christ when a storm broke out, and the resulting humidity made my dyes bleed/ditnmstrip.

My department head came along and gave me a nasty tatkingM a ’ & Imnswered; instead

of yelling at me, you’' ' d better”Thixaptlofai n why t h
impertinence was not well received, and | was fired on the spot. | went to speak with the

director. He agreed that | was innocent but did not want to contradict my department head, so |

was transferred to editing. That was in 1921.

JeanFléchet: And you subsequently had a great career.
the films of Jean Renoir up to the war, then all of those of Jacques Becker. And you, Suzanne de
Troye, how did you come to editing?

Suzanne de Troye: Through Marguerite Rwir, in fact. | started as a photographémwas doing

prints and touchups for a company employed by the studios. | met Marguerite, who took me

on as an assistant on one *dfQhl@adBhadadviwhe Bar on
also aseta@stant’t hen Jean Renoir’s second assistant d
Pagnol ' s f il ms atken anthe edios ihen orathe tfilmsof Maec Altégrat and

Louis Daquin.

IN.b. Her last name is also sometimes spelled Troeye

26 Yl dz@ | AelB @ waylto@escribeing a grumpyr irascibleperson

3¢ 2dztf SdzZNE RS £3 MIeldrénddcitRcd Bnhdles/made for Boolbooks and other purposés the
mid-19" to early 20th centuries.
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Marinette Cadix: | also got into editing through Marguerite.i r st | was Jean Renc
became an assistant editor in 1933. Before that, | wamther©...

JeanFléchet: Act ual ly, isn’t the rol e ilmtbittikethatofhi ef e d
mother?

The Editor is the Mother of the Film

Marguerite Renoir: Yes, | am convinced that out of all the technicians that work on a film, the
editor has the greatest attachment to the filmindeed, a physical, an emotional attachment.

Suzanne de Troye:Pa g n o | used to always say to me on t he
Suzanne, we rltevasqustasipairdgul, ib fagt.t h

Marguerite Renoir: We spend such a long time on the filaflour or five months, sometimes
more —that we get really attahed to it, and then when is everything is done and you have to
put away altthe bits offimthat, a s wanded spanythe ‘tutting room floof, one by one
it’s often emotionally painful

Suzanne de Troye: The editor is the one who stays the longestiwthe flm—-t hat ' s very
important.

Marguerite Renoir: We have the most intense contact with the filmot that we get anything
out of it.

JeanFléchet:1 sn’t that precisely the manifestation o
you in fact the motherghe birth-gi ver s of the film? I sn’”t it dif
This i s a poitomduringitee rdstlof ourcemes. fvag ¢ Kk you’ re al |l t he
defene |l ess because you’ r énfrentobtimealirector and theeprogcer,i t i ng
while there are between fifteen and twenty crew membeéos the set.

Marinette Cadix: You have to defend yourself against the fatiguéhat end of a film which
makes you follow anyone’s advice.

JeanFléchet: You’' re fiercely protecting the integrity
touches. But do you have a say at the beginning of the film? Are you consulted, for instance,
whenthe story-boardis drawn up?

Mbd h 6 éne mbhutadso*"mot her ”
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Without us, they would shoot 4,000-meters of film

Suzanne de Troye: | was the first one to raise this question to the Commission Supérieure
Technigue (Higher Technical Committee), the committee in charge of the etliftilggsent a
report to the directors and producers setting out why it would be important for the editor to be
involved in the planning stages edlitingthe film, notably as regards the timing of the scenes.
(This report had no effect.)

Most of the time, in@ed, arough cut® is made out of 4,000 metsrof film1°What a waste of

time and quality when, in the final edit$ you have to cut and recut this material to get the

film backto a normal length.

Marguerite Renoir: It used to be that the editor was often involved in the initial stages of a film,

which made the editing all the quicker. Today
worksont he editing during t he ingibavethatthe grobleingin s onl
the edit are noticed, and by then it’s too | a

Marinette Cadix: The presence of the editor on the set during the shooting should be
mandatory.

Marguerite Renoir That ' s how it used to be. It s true t

Marinette Cadix: Can a good assistant director and a good script girl make up for the absence of
an editor on the set?

Marguerite Renoir: Very few script girls know about edig.
Young directors are coming back to working with a regular film crew??

Suzanne de Troye: In any case, Marc Allégret usually asks me to time all his films before the
shooting. Recently, a young director, Charles Gérard, asked me the same thing.

Marguerite Renoir: It is interesting to note that the more important and the better a director is,
the more he requires assistance, whereas ot he
nothing one can do about it.

81t wasactuallya kind of board-createdin 1944-i n charge of ‘quality comtdrol ' of
TV, not just editing.

9+décadzLJ 3 &né of the terms used to refer to cutting, the other beimpntage— used usually as synonyms

104,000 meters is 13,123 feet. When shooting 35mm film at 24fps, that represents 2 hours and 25 minutes of

footage.

1 “montaget — see footnote9

12«gquipes permanentés- perhaps‘repertory fimcrewb ut t hat i sn’t a stamodard term
simply mean working with the same crew on multiple films.



Jean Fléchet: Some people are soluckyhey ask n*% questions ..

Marguerite RenoirrBut t he results are |l ess fortunate..

Suzanne de Troye: In any case one has to give credit to the young directorsifice again
working with permanentechnicalcrews That ' s a very iGlapde]rt ant
Chabrol made four filmwith the same crew. People hafagotten that.

Marguerite RenoirrOne can’'t help people i f one doesn’

spends the entire film trying to understand eachothr®@n c e t hat ' s athdfilmal |

is over and then people don’t work together

Marinette Cadix: Bu the work is so much easier when people know each other. For instance,
right now |Benad&w osrlddndmgml sea the difference between the first scenes

asp

t
h a
a

|leditedwh en | di ddni’'rte cktnoorw amyd what | ' m doing now.

It takes one month to edit 2,000 meters

Suzanne de Troye: The same applies to the productioRlitors should also be consulted more
often. Again, in dealing with the High€echnical Committed argued that a plan for thgost-
productionshould be worked out® Once the shooting is over, the director, the producer, the
sound engineer and the editor should all meet and work out a precise plan.

Marinette Cadix: There, once aga, you can see how much time would have been savtubif
editor had been broughsooner into the process.

Suzanne de Troye: Indeed, because after the initial edit come the corrections. And to remove

2000metes from a f il m t ak sanabsoluraoutednd needs ae mbnéhs s .

to ponder the surgical removal of a third of a film that was shot with so much care.

Marinette Cadix: Moreover, you have thhave a consistent approach iagardto the sound. For
instance, you have to impose that all the sounds are recorded in the same studio.

Suzannede TroyeeWhen you plan ahead, it’s easy.

Marinette Cadix: But the postproduction is done on a dap-day basis, so we are at the mercy
ofthestud o’ s schedul e.

Marguerite Renoir: The same applies to the sound engineers. Very often, the ones who were
part of the filming are no longer available during the mixing.

BMeant to be ironic, apeopléareosdumbdo wortyaboyt suththmgs “ | ucky”
4 Recours en gracer Recourse in Grad®y Laslo Benedek]960)
N.B. this is what today ishad | e d u npdreord u cptoisotn ' .
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Sound has too many complications

Suzanne de Troye: Truly, in the current state asrganization othe profession and the technical
equipmentt hat ' s avail able, sound brings in a | ot c

Marguerite Renoir: And what a drop in qualitpompared to what we used to do.

Marinette Cadix: We have been asking for years for magnetic prints to be numbered according
to their date in order to keep track of their origin and production date.

SuzannedeTroye:1 t °' s true, we mi x uAdirectorefphotegraplyy and t he
d o e s n’ tfimemusiorg ehroughout a filrmearwhile, we record our sounds on
uncontrolled, random prints that come from anywhere.

Marinette Cadix:Ov er al | , directors aren’'t interested e

Marguerite Renoir:rFor i nst ance, we pracéice of liva tdkesar favgr ofl osi ng
post-synchronization. In the old days, everything was recorded live, even exterior scenes.

Suzanne de Troye: | recentlywatchedLa Femme du Boulang@ KS . | { 998Bagai? A FS =
As | recall, Pagnol had purchased BHdllips equipment and we recorded the film without

further ado. Well, in the end | was surprised by the quality of therecordimgy  don’ t mi s s
single syllable of what they are saying.

Old films unplug our ears

Marguerite Renoir: | recently had theame surprise when | watchedoupiMain Rouges(It
Happened at the In,943)a g ai n. It s as if our ears were su
no longer familiar to us nowadays.

JeanFléchet:But | adies, don’t you think that the car
that are like your children may be affecting your hearifg?s f ar as | ' m concern
these days people sometimes let themselves go in the recordings, andisggrost

synchronization, but if we make the most of what modern equipmentd@nve can get

amazing results.

Suzanne de Troye: In any case, it seems like young directors today are coming back to live
sound recording.

16 (N.B. e originaltranscription was careles$he first sentence is not a sentence. Frietendressé on

something is missing. "que vous" should be followed by a whole phrase. The tenderness that you what? And then
the next phrase also makes no sense by itself: that these days there is a bit?? Of what? So, two incomplete and
disconnected phrases: error franscription.Trans.)



Marinette Cadix: The quality of te sound depends above all on the sound engireas long as
he's | eft alone to do his work, of course.

Rudimentary material
Jean Fléchet: What about the technical equipment you use?

Marinette Cadix: Our working conditions are quite primitive. For instance, none of the om
are equippel with electricpowered rewindg.

Marguerite Renoir: Yes, and all those flying film strips running through your fingers

Suzanne de Troye: For ten years now, & ' veen abking for the standardization of thee e | ' s
corest’ t' s now standard practice, since | ast yea
Natteau, had to personally invent and build a numbering machine, which is an indispensable

tool for our profes i o n ...

Marguerite Renoir: The use of Mritones!® with two sound heads should become standard. We
also need projections with double or triple soundtracks.

Marinette Cadix: We also need a double viewer. Frangoise Javet has just brought back from
England an extra weer that can be adapted to the dfitone. This should become standaxd
we'd save a |l ot of ti me.

Magnetic film stock: Don’t present us with a done deal!
Jean Fléchet: What about magnetidilm stock?®

Suzanne de Troye: We asked thalirectors of photographyo bring us together and explain how
it works and how to handle it. But it’s stildl

Marinette Cadix:But i n any case, we're willing to try

17“Noyaux ¢ Hard to find information about this. Cores have tended to be a standard size so that they would fit
easily on the editing equipment, so it seems they didn’
reel of film to run properly

18 TheMoritone was one of the Frendbrandsof an editing machine, similar ta Moviola

et QA Y| JéBqueyd Adnystery. As thegnention, there was film stock which had a magnetic strip on the side

for recording simultaneousound (also in 16mm and sup&mm). Andwhen sound was recorded separately, it

woul d be tr ansf efilmstodk caated withmearmagnstit layerkvhich had the sound embedttes

image track and the sound mag track would be synched up for edltimeyve never heard of film stock like what

they' ' re suggesting and online searching didn’t uncover



SuzannedeTroye:J ust don’'t pr es e likethegdidwhen magretic'salirmdn e d e
recordings were introduced.

Marguerite Renoir: | think the magnetic image witbme inwhen we do the final cut. For the
actual editingproces¢ t hink we’'l |l continue to work with

Marinette Cadix:1| don’ tl tt’hliln kh aspop.en | i kNeo wwiatnhd ntahgenne twec
transfer the material sooncéllcoimei obvi omsst bak
cheaper to work directly on magnetic film stock.

SuzannedeTroye:1 n t he U. S. , atdilkiyn steck fors@undethabigpoptidal on

one side and magnetic on t hoework.Butthacostdfthis s a r e
kind of filmcan be prohibitive.

A parallel editing team is a bad idea

Jean Fléchet: Dear chief editors, can | ask you how your relationships are to your collaborators,
your immediate assistants?

Marinette Cadix: An assistant is a collaborator, aworker. When you can trust your
collaborators, everything works fine.

Suzanne de Troye: Generally, we almost always work with the sateam. We know each other.
MarinetteCadix:1 t ' S necessary wihaurasssseantsget al ong wel |

JeanFléchet: Mar guer i te Renoir and S ureparaleteon theques r oy e,
B e ¢ k e rLe Brou¥Would gou recommend that way of doing things?

SuzannedeTroye:No, it’s not a good way of doing thing
Marguerite RenoirrWe s ometi mes agree to it because we ¢
are constraintsike the need for the flmtocomeoutsoerb ut it s not somet hi

be generalized.

MarinetteCadix: 1 t * s bett er t o hayv ehoarewery skiled, totwhommmwa | as s
delegate some of the work, than two paraliglews.

Marguerite Renoir: In any case, two paralletews do not do two times the work.

4FFAG FO0O2YLX A€
21 Two separatebut-equaleditingteams working simultaneously on different sections ofafimpt | i ke ‘ secon
t e am’ thefifstt e r



Editing is the solitary job of the film
Jean Fléchet: Are you considering, or have you consider@oing something other than editing?

Marguerite Renoir: Woman editors think of editing asvecationin itself, whichis its own
reward. That is not always true of male editors, who sometimes seek to becometalis.

Marinette Cadix: An editoP? can sometimes be an assistant director, but this is just an
extension of her job as an editor.

Marguerite Renoir: If | quit editing, | might work somewhere else, but not in film. After having
been an editor, i1it’s quite hard to adapt to o

SuzannedeTroye: That ' s qluhdree’'rd gshamet hi ng about editin
other part of the craft ofcinema The editor is somehow alone with the film. While everyone

else works as a team, the editor is alone for hours, which leads to a very different state of mind.

Jean Fléchet: Thank you, ladies, for having kindly agreeditk df our series of interviews. |

feel like the series will really bring out, issue after issue, just how much cinema owes to the

editors,to whom cinema owes more than has been said until now

Interview conducted by Jean Fléche

Translatedoy Fabrice Strouand Charles T. Wolfe
for the "Edited by” website at www. womenfil me

PLEASE SEE THE FOLLOWING PAGES FOR SOME MOVIE POSTERS......

Le Technicien du Fils7/6, 15 Januarl5 February 1960

http://womenfilmeditors.princeton.edu

2NB She uses the feminine form for “editor”


http://womenfilmeditors.princeton.edu/

Thesewere not inthe original Frencljournal, but here arehree posters of filmghey edited
which they mention in the interview:

la femme
du boulanger
oo catllbgnaf

La Femme du Boulang@r K S . | | S98B)édited by Bi&anne de Troye
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