
Sarah Taylor:

This episode was generously sponsored by IATSE Local 891.

Nathan Orloff:

Scripts are like a car manual for a movie. Great if they captivate you. That's wonderful. That means
they're very successful. But you're not looking into a human's eyes. You're not learning something about
them silently.

Elísabet Ronaldsdóttir, ACE:

And for me, it's a different language. A script is one language, but you have to take all of this and
translate it into a movie. It's where a monologue can become a look.

Nathan Orloff:

Totally. And that monologue might have informed the actor to do the performance that you needed in
order to get rid of the monologue.

Sarah Taylor:

Yeah, yeah.

Elísabet Ronaldsdóttir, ACE:

Exactly. So it's not the script that's bad, it's just you have to translate it into a movie.

Sarah Taylor:

Oh, I like that.

Nathan Orloff:

This might be why I'm a little bitter that there's so little behind the scenes on editing. It's a hard thing to
tell people, "No, the script wasn't bad. The assembly cut wasn't... It's not like these are problems. It's
that this is the process."

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, are part
of ancestral territory. It is important for all of us to deeply acknowledge that we are on ancestral territory
that has long served as a place where Indigenous peoples have lived, met, and interacted. We honor,
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.

Today's episode is part four of our four-part series covering EditCon 2022: Brave New World. Today's
panel is cutting for the big screen. Like it or not, the landscape of cinema is changing quickly. With more
films at our fingertips than ever before, it's becoming harder and harder to draw audiences to the
theaters, but people still flock to the tent-pole films that we all know and love. Join us behind the scenes
as we chat with the editors of Shang-Chi and the Legend of the Ten Rings, Eternals, and Ghostbusters:
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Afterlife as they take a deep dive into their workflows, share their tips on managing large teams and
visual effects, and get into the nitty-gritty of cutting for the big screen.

Speaker 4:

And action! Action. This is the Editor's Cut. A CCE podcast. Exploring, exploring, exploring the art of
picture editing.

Sarah Taylor:

Today we're talking to the editors from Shang-Chi and the Legend of the Ten Rings, Eternals, and
Ghostbusters: Afterlife. I want to give a big welcome to all of the editors here today. We'll start with the
Shang-Chi and the Legend of the Ten Rings: Elísabet Ronaldsdóttir, ACE; Harry Yoon, ACE; and Nat
Sanders, ACE. Welcome. Also a big shout-out and welcome to Dylan Tichenor, ACE, from Eternals. And
Nathan Orloff from Ghostbusters: Afterlife. Welcome to Editcon.

Nat Sanders, ACE:

Hello. Thank you.

Sarah Taylor:

My first question is, how did you become involved with the film and at what stage did you join? Dylan,
take it away.

Dylan Tichenor, ACE:

All right. I came on well before shooting. I was called by Marvel and said, "Hey, we want to talk to you
about this movie, and would you talk to our director, Chloé Zhao?" I had a great talk with Chloé and she
gave me a great pitch for the idea and I was super excited to do it.

Harry Yoon, ACE:

I came on a little bit after. Well, a lot after Elísabet and Nat came on. They started with the movie and
Elísabet's schedule, because they had had to push due to COVID, it came up against another film that she
was going to be starting, which was very fortunate for me because it gave me the opportunity to come
on as she was leaving. I was so happy that there was a little bit of overlap so I could get a chance to work
with both ER and Nat.

But it was just after their director's cut and they had done a pretty significant restructuring, and so it was
actually good for the show, I think, to also have some fresh eyes to say, "After this restructuring what's
making sense, what's not making sense, how can we enhance it?" And so I was able to help take them to
the finish line, but also to provide those fresh eyes, which was really, really fun.

Elísabet Ronaldsdóttir, ACE:

I came on, I got a call from Victoria who asked me to come and meet with Destin Daniel, the director,
and we clicked. I also met with Nat and I just knew it would be a great team to work with. So yeah, that's
how I came on, and Nat, take it away.

Nat Sanders, ACE:

This was my fourth time working with Destin, the director. When we were finishing the edit on our
previous film, this came up. He was working with me until 7:00, 8:00 PM on our edit, and then he was
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staying until midnight, 1:00 AM, 2:00 AM working on his pitch for Shang-Chi. He did his pitch for it and
didn't hear anything for a couple of weeks. He thought it hadn't worked out and we kept editing. And
then he got the call and it happened. I was very thankful that he asked me to come be a part of it. He
was telling me all these crazy things that they were working up for the script. That was probably in April
2019. And then I probably didn't actually read the script until about a week before shooting started.

Sarah Taylor:

But you were there at the beginning when the thoughts were just bubbling. That's great.

Nat Sanders, ACE:

Yeah.

Sarah Taylor:

Yeah. That's awesome. And Nathan?

Nathan Orloff:

Ghostbusters was my third film with Jason. On Front Runner, I had no idea that he was actually secretly
working on this script. I did a independent film and then I got a call from Jason saying, "Hey, can you
come to the Sony lot?" I was like, "Sure." I went. They said which building it was, but I didn't realize it
was the Ghostbusters building on the Sony lot. I was like, "That's weird." And then he sat me down and
he's like, "Hey, I want you to read something." I sat down and read something and within the second
page I'm like, "Oh boy, this is insane. What are you talking about?" And that was his official ask. It was
very exciting. I came on six months before production started, ended up doing a lot of storyboard work.
It was really cool to be in that early to figure out these sequences with Jason and the storyboard artist.

Sarah Taylor:

I love that it almost was a little mini-proposal, take you to this special location and show you. That's
great.

Nathan Orloff:

It was because my mentor, Stefan Grube, who is a phenomenal editor I adore, he was the one who
introduced me to Jason and worked with me on Tully and Front Runner. He was on the speakerphone
when I walked in and sat down. Because it was a giant practical joke for the two of them.

Sarah Taylor:

That's great. I love it. I think we should be hired like that everywhere we go. Since all of these films were
part of beloved franchises, how did you prepare working on the film? For the Marvel films, did you
rewatch the films? What was your process of preparing?

Dylan Tichenor, ACE:

Yeah, I was a Marvel fan, so I had seen all the movies. I did rewatch them all, to be fair. And I watched
them in MCU chronology order, which I thought would be a good thing to do, especially for the film I was
doing, Eternals, we have some stuff from the earliest bits of the MCU history. Technically, our movie
nestles in around after the middle Spider-Man Far From Home. I think we come after that technically, but
then stuff that happens before Captain America. I watched that. I did read the Jack Kirby Eternals comics,
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read a bunch of those. It's funny to see the difference between the tones. The Kirby comics, they're '70s,
but with a lot of fifties holdover vibe in it. It's like Eternal cocktail hour in those comics sometimes. I was
a big fan of Marvel from before and more and more as they went.

Sarah Taylor:

That's a big chunk of time that you got to spend.

Dylan Tichenor, ACE:

It is. It was a good two weeks. It was good.

Sarah Taylor:

Wow.

Harry Yoon, ACE:

Yeah. Thank God we had Disney Plus at the time, because it just made the homework so much easier. It's
so funny, Dylan. I did exactly the same thing because I had seen them all, but then rewatching them in
chronological order was really fun actually.

Dylan Tichenor, ACE:

It is fun.

Harry Yoon, ACE:

Yeah. Because it was hard to know with all the little crossover appearances, not having read the script or
anything, what was going to happen. Trying to be prepared to see where the character tracks were.
When Shang-Chi is placed in the timeline, that felt important. Also just trying to get a sense of what are
the rhythms? How are they solving certain kinds of problems, particularly ones dealing with exposition,
for example? That was really fun to revisit.

Also reading the original comic books for Shang-Chi was not ultimately that helpful. It was so funny
because I remember reading them before my interview with Destin and thinking, how is this going to
work? Because it just felt so updated in some ways because of the Fumanchu character and things like
that from the original. I think it was my being politely incredulous in a way that opened the door to say,
no, no, no, no. There's this whole reimagining that Destin has done and one that is ultimately trying to
update the story so it actually lives well within a time in which there is more of a sensitivity and also a
respect for Asian, Asian American culture that's happening. It was wonderful from the interview on just
get a sense of what Destin's vision was and how excited Marvel was to embrace that vision.

Sarah Taylor:

Yeah. That's wonderful. Now, since you came on after director's cut, did you watch previous edits that
they had worked on? Or did you just watch the director's cut?

Harry Yoon, ACE:

Ultimately, yes. From, I think, the first editor's cut that ER and Nat had done, as well as the latest
director's cut that they were leaving Australia with and coming to LA with. That gave me insight into
what is some of the material that they started with and how they restructured it. And gave me an insight
into the incredible work that the two of them had done with Destin already. I had the most
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nerve-wracking session of writing notes and suggestions ever, because here's filmmakers that I respected
so much, and also knowing that ultimately the Marvel trio was going to read these things. I was just like,
okay, how do I write it in a way where I don't get fired on the first day, either from a respect standpoint
or from a stupid idea standpoint? But thankfully, it landed okay and I didn't get fired. That was my first
task, which was very nerve wracking.

Sarah Taylor:

Oh my goodness. I can't imagine. Elísabet, how did you prepare?

Elísabet Ronaldsdóttir, ACE:

I have four children with 20 years apart so I've seen every single Marvel movie. But no, I think it was very
obvious from the beginning. I mean, it is an origin story. It's the right from Marvel. They want you to
experiment and do different things. They don't want you to copy the next movie, which I think is great.
They're not copying movies. They want to evolve and try different things and they're very good to do it.

But no, my prep was mainly meeting Nat. We sat down and talked. What people sometimes don't
understand, editing is 80% talking, just talking about the ideas. How can we do this? And then you take a
day and get it all together. But it's a lot of talking. That's what I feel I enacted really. I think we worked
really well in Australia, which was a weird period for us because we weren't supposed to be so long. We
spent a year in Australia, that was never the plan. It allowed us to dive into the movie in a different way
than if COVID wouldn't have happened. It gave us space, which we actually used very well. I think it's
benefited the movie.

Sarah Taylor:

Yeah. For sure. Yeah, that's the silver lining of all of this is that we got time away from some stuff. More
time's always better. Well, maybe not always, but it's often better.

Elísabet Ronaldsdóttir, ACE:

Sometimes.

Sarah Taylor:

Yeah.

Elísabet Ronaldsdóttir, ACE:

But we didn't get away. We were lucky. We were very well taken care of and we felt very safe in Sydney.
We worked every day.

Nat Sanders, ACE:

To what Harry and ER said, the comics really didn't apply too much here. They were very outdated and
full of stereotypes that the movie did not want to deal in. It is an origin story and a bit of a standalone
film for them so a lot of the previous material didn't really apply, which was great and gave us a lot of
freedom. For me, I did have to dive into the Marvel world in a way that I hadn't previously. I went in for a
pretty early talk with Jonathan, our producer, Chris Russell Marvel. I don't think Victoria was in that one.
I remember getting asked about the Marvel movies. I had seen Black Panther, so I could talk about that
one. I think we've done that pretty heavily. And then afterwards, okay, I've got to go watch all these.
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Sarah Taylor:

You had to do your homework. Oh, this is a little pressure. Nathan, how about you?

Nathan Orloff:

Yeah, no, I watched all the three other Ghostbusters movies and took notes on structure and timing, but
mainly watched the first one, I think, twice. Jason intentionally wanted this to be a love letter to the first
movie and to figure out what was the magic of that and what worked and why? It was interesting
because, just like ER said, that COVID was this weird... In a silver lining, like you said, having more time
was a huge, huge, huge benefit in terms of us sitting back, looking at the movie, thinking about it and
really experimenting, trying some things. And sitting back with fresh eyes because we had a full month
off when we went into lockdown. Didn't have any media at home, had nothing, and then go back in. It
felt like you were watching a movie, like you're saying to reference, it's all of a sudden you have this little
bit of separation. Now you can look at it in a completely different way.

Sarah Taylor:

It's almost like when you're in a cut and you take it and watch it on your TV or whatever, but you couldn't
even go in and do anything because you had no media. It's just a whole other level. Right?

Nathan Orloff:

Yep.

Sarah Taylor:

Yeah. That's awesome.

Dylan Tichenor, ACE:

It forced objectivity.

Sarah Taylor:

Yes. Yeah.

Nathan Orloff:

Yeah.

Sarah Taylor:

What was it like being on location while cutting?

Dylan Tichenor, ACE:

Yeah. Went to London for the shoot. I love London. I was happy to be there. We were shooting and
based in Pinewood. Great for me. I had just a great team, cut this with Craig Wood. We had a fabulous
team. We were ensconced in the Carrie Fisher building, which is a nice building. You get old parts of
Pinewood, new parts of Pinewood. And then for me, a great 40 minute commute every day that I rode a
bike and a motorcycle. I don't know. I had a great time.

Sarah Taylor:
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Going to another country and being on set, is it a way where you can just... Everything else disappears
and you can just be in that world of working on that film?

Dylan Tichenor, ACE:

That is what happens. It's like a traveling troupe of players, of actors, of performers. And then some of us
behind the scenes. In this case it's 500 people. It's a great time. It's like being with the circus.

Sarah Taylor:

That's awesome. Well, Harry, I know that you were in LA so you missed the Australia trip.

Harry Yoon, ACE:

I did.

Sarah Taylor:

You didn't get trapped.

Harry Yoon, ACE:

Yeah. Yeah. ER and Nat have some good stories to tell about Australia. Yeah.

Sarah Taylor:

Well, let's dive in. Tell us about being on location.

Elísabet Ronaldsdóttir, ACE:

Can I tell them, Nat?

Nat Sanders, ACE:

Sure.

Dylan Tichenor, ACE:

Oh my God, yes.

Sarah Taylor:

Tell us. Tell us.

Elísabet Ronaldsdóttir, ACE:

You had a child.

Dylan Tichenor, ACE:

Oh yeah.

Elísabet Ronaldsdóttir, ACE:

It was not in the charts when we arrived in Australia, but he took one with him, and his wife.
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Nat Sanders, ACE:

Yeah, my wife and I, we think, oh, this would be such a great four month life experience to go to Sydney.
And we got there, not trying to get pregnant yet, and then we ended up coming home with a two month
old baby.

Sarah Taylor:

Oh my goodness. That's amazing.

Elísabet Ronaldsdóttir, ACE:

And what did you name her?

Nat Sanders, ACE:

Georgie. Yeah.

Elísabet Ronaldsdóttir, ACE:

Georgie.

Nat Sanders, ACE:

Yeah.

Sarah Taylor:

That's amazing.

Nat Sanders, ACE:

Thank you. Yeah.

Elísabet Ronaldsdóttir, ACE:

Georgie has a special place in our hearts.

Sarah Taylor:

Yeah.

Nat Sanders, ACE:

We did have a very unique bond from all of us going through all this together. We had shot about a third
of the film before COVID happened so we had enough to where... We did a little bit of lobbying ourselves
because we wanted to say all of production was being sent back to where LA or wherever their homes
were. But we felt like we had enough to keep working. It would be a waste to not use this time to be able
to really refine what we had and see if that would lead to other things. Our third act was probably the
least developed aspect of the script so they were using that time to also really go forward with the previs
for that. ER and I also were very involved in trying to cut that down as much as we could and helping
work with them.

It just kept extending. But it was in small chunks where it was a little stressful where we got extended by
I think maybe six weeks at first, but there was still more to do. And just another month and another
month. We kept getting some messages where there's only one plane leaving and it's in three days and
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there's four seats left on it and you've got to be packed and ready to potentially get on that plane. That
happened a couple times and that was stressful.

Sarah Taylor:

And the added stress of having a baby on the way, I can't even imagine. Oh my goodness.

Nat Sanders, ACE:

That got more complicated as we went along because yeah.

Sarah Taylor:

Can't travel. Yeah.

Nat Sanders, ACE:

Yeah.We didn't know until about the 33rd week of pregnancy of whether we were going to give birth in
the US or Australia.

Sarah Taylor:

Well, what a great story for little Georgie. That's awesome.

Nat Sanders, ACE:

Yeah.

Sarah Taylor:

I love it. Nathan, you were up in Alberta. Tell us about your experience.

Nathan Orloff:

Yeah. I wasn't there the whole time. The way that we initially split everything up, Dana, my co editor and
I, and this is based on my previous experience on other films, was that I was tackling more of the effects,
horror and any action sequences. And Dana was doing some more of the comedy and drama stuff that
she had also traditionally worked with on Jason's previous films, like Chino and Up in the Air. When it
came to shooting all the stage stuff... Because the way they scheduled it is when the winter came and
started snowing they went inside to the stages in Calgary. That's when I flew up and I basically set up
shop because they built two farmhouses, one on location and one on sound stage and they were
identical. I set up shop in one of the rooms upstairs in the farmhouse. I just would go up to it. I'll be like,
grab my coffee, say hello to people, walk upstairs and it was a really great experience. I loved being in
Calgary.

Sarah Taylor:

Do you have any good stories of being on set?

Nathan Orloff:

One time they did turn off all the lights. Well, I got distracted and didn't know that everyone was going
home and all of a sudden I'm in this house and it's pitch black. I'm like, well, I got to figure out how to get
out of here. As an editor, I'm always incredibly grateful and a little bit probably awestruck in terms of the
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camaraderie of production when they're all a little grumpy and whatever and I'm like, "This is great. We
can be a team." And they're like, "Okay. Whatever, guy. Go on your computer." I really, really enjoy it. It's
one of my favorite things. Assembling on location and being on the mix stage are my two favorite times
in post.

Sarah Taylor:

Yeah, yeah. There is something special about being on set. I've only gotten to do it once in my career .
yeah, I was like that. I was like, oh my gosh, there's sandwiches. Go to the craft services. It was the best
thing ever.

Nathan Orloff:

And there's a little bit of less pressure to me because I just got back from location a month ago on my
new film. To me when you're assembling you're like, this is my first step. Let's just make sure we have
everything. Make sure I'm not throwing up any red flags. There's not the pressure of is it perfect yet? It's
just my initial take and I have to include every single line. It's not as to me as high pressure as everyone
on set that they're having to do their absolute best because this is their one shot to do it. It's the
complete opposite on our end.

Sarah Taylor:

So who was in your editorial team, like assistants and of course editors? How did you divide up the
work?

Dylan Tichenor, ACE:

Yeah, I cut this with Craig Wood. He has done a few Marvel movies. We divided it pretty half and halfie
where we got the same amount of action and dialogue. We wanted to do it that way. We both feel
comfortable with it. We sorted it out ahead of time. I'm interested in this. Oh, I'm interested in that. And
then divided it up as we're shooting in such a way that we stuck to our original plan, but made sure that
no one was without footage and no one had too much footage. That worked quite well. And then he and
I would just bounce ideas back and forth about the other person's sequence or whatever. But that's how
we did that. We each had our first, so two firsts, three seconds and two VFX editors and two PAs, that
was basically our production crew. And then in post a crew a little bit more.

Elísabet Ronaldsdóttir, ACE:

I brought my very loyal, amazing first, Matt. I'm trying to remember his last name.

Dylan Tichenor, ACE:

Apsure.

Elísabet Ronaldsdóttir, ACE:

Apsure. Thank you. Sorry, Matt. I'd rather not make a movie without him. He's amazing. And then we
had a very big Australian crew, an amazing visual effect editor. The visual effects were a huge apartment
and we had to work very closely with the visual effects. Because I've done big visual effects movies
before, but one of the things with Marvel is you better keep it right on your timeline because you can
turn around and suddenly they've just made the shot. You're like, oh.
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Sarah Taylor:

Whoopsy.

Elísabet Ronaldsdóttir, ACE:

You have to be very much on it, that timing, and not something you're going to think about later. Just do
it.

Sarah Taylor:

Yeah.

Elísabet Ronaldsdóttir, ACE:

Do it right on your timeline. That was the biggest lesson, because they were fast. We were talking
animated creatures and all kinds of stuff.

Sarah Taylor:

Wow. Yeah.

Elísabet Ronaldsdóttir, ACE:

Even though it was a previous or a stunt fish that came in, but you just had to make it right.

Nat Sanders, ACE:

Yeah. I would say for me, the biggest lesson was in delegating sound work to our assistance team. For
me, I haven't worked on something of this scale where the sound work was just on this massive of a
scope. I love working with sound and had always done it myself in the past in temping, but it became
clear very early that that was just not going to be a remote possibility on this. We found ER's assistant,
Matt, did a ton. Luca, my assistant in Australia, did a ton. They did an amazing job. I have to say that their
work carried through the entire process. The mix was fast on this. I would say a lot of what Matt and
Luca did really was the template for what ended up in the final film sound wise.

Harry Yoon, ACE:

When the team left Australia, we left behind a couple of their amazing Australian assistants. And then
we added two firsts. My first, Irene Chun, and then Leslie Webb took over as Nat's assistant. And then
we added two seconds, another VFX editor. At a certain point when our crew was largest, it was probably
11 people. And then that on top of that, there's this whole army of VFX coordinators. It's so funny
because they are such the continuity between Marvel projects. They have all the best swag, they have
great jackets and shirts and stuff like that. They're on all the Zoom meetings. One of the things that we
had to get used to, or I had to get used to, because I hadn't worked on visual effects movies as an editor,
at this scale was how long those reviews were.But it was so funny watching the VFX coordinators that
they were so unruffled no matter how crazy the changes we were suggesting were that it was almost
like, okay, well if they're not freaking out then we don't have to freak out necessarily because they've
been here five or six times before.

But yeah, the crews are huge. What's nice is that Marvel takes care of... Especially on their larger teams,
they take such good care of their people that you have that continuity. You can sometimes get the inside
track to say, how does this compare? Or how does this moment in our post process compare to what you
guys have gone through before? If you're new to that family, then I think you can get some good level
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setting and some good advice as far as how much should we worry about this at this point and things like
that. That was fun.

Elísabet Ronaldsdóttir, ACE:

And we worked really closely with the visual effects, which was a grateful thing. All the design of the
visual effects, Chris Townsend, was the mastermind behind visual effects. There was a really
close-knitted cooperation, getting the visual effects right and the edit and the story and the characters. A
lot of meetings. This is one of the things that has changed during the pandemic, because you used to
have maybe one a week where you would meet with visual effects and stuff. Now it's every day because
everyone can just hop on whatever software you're using. Was it Evercast we used?

Nat Sanders, ACE:

Clearview, I think, right?

Elísabet Ronaldsdóttir, ACE:

Clearview, yeah. Yeah. It's becoming a lot of meetings.

Nat Sanders, ACE:

But rather than doing those VFX reviews in the theater next to our edit suites the way I guess it normally
would've been done, we were doing them all over Clearview. To Harry's point, towards the end of the
process when it was Harry and I, we were already staying until 11:00 PM every night, at least as it was.
During those VFX reviews, which were happening every day towards the end at least three hours, you
just had to work on your own things. If they were in Harry's scenes that he was working on, I had to be
just putting the VFX review off to the side and just loosely keeping an eye on it, but working on your own
things. So I can't even imagine if we'd gone to the theater every day and you didn't have that luxury of
being able to work on the side. You'd be there until 1:00 AM every single... yeah.

Sarah Taylor:

So another silver lining. Nathan, I know that you worked with Dana Gloverman, ACE.

Nathan Orloff:

Yes.

Sarah Taylor:

Tell us how it worked.

Nathan Orloff:

It's similar to what Dylan mentioned. Once we got to shooting, neither of us were ever without
something to cut, so there's plenty of drama scenes that I worked on. We would talk about everything.
We became very, very close very, very fast. I think of her as a sister now. We would show each other
everything, talk about everything. There's not one cut in this movie that we haven't talked about
together. I learned so much from her, especially on some of these things that you pick up over because
she says a lot more experience than I am, especially on specific rhythms, on comedy beats and dramatic
beats and dialogue. It's two, three frames, and one frame here. Just all that stuff. Really just kept my eyes
open and the ears open. I learned a lot from her. It was a really good process. I have to say, compared to
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what Harry described about Marvel in terms of they're not phased about changes. I'm like, that sounds
great. Can I get a number for some of those? It's not always like that.

There was one time very late in the process on the monster which is the thing that is closest to the
boards of any of our sequences, but it was very late in the process and I was just wracking my brain.
What's bothering me about the ending? Because we had that time away on COVID and we had the time
to come back. I was like, well, we need a wide shot. We need a wide shot right at the end, really
establish the stakes, establish the geography. Right before the climax we need to see the ghosts and the
trap and the car and then Phoebe with the gun. We need to see it all in one thing. I was like, that's
expensive. I first talked to Dana. I was like, "What do you think?" And she's like, "Oh, you're right." And
then we talked to Jason. Jason's like, "All right. Let me talk to the VFX team." It a whole big thing and it's
in the movie. It worked out well.

Sarah Taylor:

That's awesome. You're like, oh, that's expensive. I love it. Well, we talked a lot about visual effects
already, and I want to ask, specifically, what did your dailies look like? Were you getting just the green
screen stuff or were you getting some previs already put in that your assistants put in for you? What
were you actually working with when you first started assembling the film?

Dylan Tichenor, ACE:

Yeah, we had previs to start. I came early to cut previs and help with that, trying to concentrate on the
bigger sequences where we needed to narrow it down and get the scope of it sorted out. I had been
through the previs. When we start getting dailies, I think Chloe Chow, the director writer on this one,
probably shot a little more locationing naturalistically than a typical Marvel movie. That said, every shot
has effects in it so it's just about how much green really is on the set because stuff's going in the shot
whether there's green or not. I think we probably had less green screen from dailies because she just
didn't want to have that. It all gets wrote out anyway essentially. It's becoming less and less of a thing.

We had viz early on and then stunt-viz when they started working on the sequences. Some of the more
choreographed fights were stunted out. I would just slot stuff in as I would get it. So start with viz and
then put the stunt-viz in. And then when we had a test shoot or the beginnings of second unit or
whatever, start slotting plates in and you just build on the latest material you have. We have a lot of
characters in this movie, so there were frankly a lot of people talking and doing stuff in the frame. We
also had a lot of creatures, so there are lots of empty frames, or guys in gray suits. You just work with
whatever you have and beat it out and start building.

Elísabet Ronaldsdóttir, ACE:

We did have a lot of previs. We also had how many visual? 1,750 I think visual effect shots.

Nat Sanders, ACE:

Yeah, I can't remember now, but it's way up in there, like 1,000.

Elísabet Ronaldsdóttir, ACE:

We had a lot of previs. We do have also imagination, so I think it worked out. But yeah, it can be weird,
especially if you have to show it to someone else. I've been on movies where you had to test them
before there are any visual effects done, but they didn't want to have blue screens or green screens in
anything we screened so it all had to be filled out.

Page 13 of 33



Nat Sanders, ACE:

I think it was even the director's, wasn't it? The director's cut for [inaudible 00:33:21]-

Elísabet Ronaldsdóttir, ACE:

Yeah, we had to fill it all out.

Nat Sanders, ACE:

No blue, so we had to do a whole pass. Either we would get the first early visual effects on shots, or our
team would have to even gray things out just to remove all the blue. The first half of our film is very
grounded in the real world and it's not so much with blue screens and things. And then the back half,
especially towards the end, it got more and more and that was the end of the shoot. We kind had built
up to that. It just required a lot of communication with the VFX team of what's happening here? We
would work together on figuring out how to nail down the timing of it.

Harry Yoon, ACE:

One of the interesting things that I noticed was that you're almost never out of dailies on this type of
film, just because I think there's so much experimentation that goes on through the post process. I think
that's one of the hallmarks that I noticed in the Marvel process, especially the trio that I mentioned,
who's Kevin Fiege, Louis D'Esposito and Victoria Alonso, they are never afraid to try things. They're never
afraid to improve or enhance a particular character arc or the understanding of a key point of exposition.
We were constantly returning to previs for certain sequences to simplify things, to clarify things. You're
recutting previs again into normal dailies.

One of the benefits of shooting a lot of the action against blue, for example, is that you might be able to
steal a move to shorten things, to connect things. You're experimenting going back to those things and
maybe reusing them for a different purpose. There's always this constant inflow of trying new stuff and
going back to raw material. It was fascinating to keep up with that churn, the slowly receding waves of
previs and blue screen and things like that. That made it really fun.

Sarah Taylor:

I watched the Disney Plus behind the scenes of Shang-Chi. Even watching some of that, I was like, I didn't
realize how much green screen and blue screen was there. It made this question more interesting
because there's so much more that you're like, oh yeah, I guess that's what they do. I guess that's how it
works.

Harry Yoon, ACE:

It's a real testament to the quality of the visual effects. As ER said, Chris and his team, what they were
able to put together to make it feel so grounded and so real. Yeah.

Elísabet Ronaldsdóttir, ACE:

Also I agree. Also, as Nat pointed out, the whole first part is really grounded. Backgrounds don't really
change the story necessarily. The first part was easier that way. And then you go into dragons and weird
creatures and magical animals and you have nothing.

Sarah Taylor:

Yeah.
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Nat Sanders, ACE:

Our early action scenes, to her point, say the scaffolding scene that ER cut, all the action is there and it
ends so it's really just the backgrounds that are getting filled in. Yeah, like she said, that's not really
affecting your pacing or anything else.

Elísabet Ronaldsdóttir, ACE:

But then again, you still have to know certain things because it can absolutely affect the edit. Dialogue,
more and more dialogue. Talk to the visual effect team. Talk to your director. Talk to everyone.

Sarah Taylor:

Like you said earlier, it's all about talking.

Nathan Orloff:

Our dailies, it was pretty complicated sometimes in terms of here's just an empty plate and there's
nothing there. Initially, I just took the ghost from the storyboard and I just took it in Photoshop and cut
out the ghost. I was cutting with a Mario ghost where it was those... You do key framing in avid, here is a
fly on this and you have to take it.

Sarah Taylor:

Spooky

Nathan Orloff:

... very seriously. And it was very funny. This actually transitions a little bit to a question I missed
previously, is that very early on our brilliant VFX editor was able to use 3D models provided by VFX to at
least get... He had a turntable so he could get the right angles. It was all of a sudden now in color, which
was new. We had one VFX editor, eventually we had a VFX assistant. Dana and I shared a first, we had a
second and then an apprentice. Everyone was just completely top-notch and wanted to make everything
the best they could and stayed with us the entire process, and through COVID, too. We were a family. We
really were.

Sarah Taylor:

You all touched on this a bit about having a blank plate and how long do I leave it on for? How do you
determine pacing when you have these big visual elements that are missing? You have all these fight
scenes and these beautiful scenery. How do you make sure that you develop your character still?

Dylan Tichenor, ACE:

Some sequences start from nothing. It's never been boarded. Maybe it's a new idea. This happens
certainly at Marvel quite a bit where you go, well, what if there's a beat where this happens? Or what if
we add to the head of this scene and these things happen? You do cards, medium shot, she comes out of
the door, and then close up monster jumps, things like that so that you beat it out to show people this is
the basic idea. Then previs can go in and do shots for you. And then that's the next level of that.

I think it depends on what you're starting with. If you have stunt people, stunt players in gray suits, you
have those movements and choreography to work with. If you don't, you're often doing the acting
yourself. As Elísabet noted earlier, when you have 3D from scratch creatures that it's not a human mocap
or a performance capture or anything like that, it's from scratch a creature, you're acting it out in your
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head when you're designing the shot, you're going, okay, rawr. And let's cut. You do all of that.And then
you build the sound effects in to support your idea of the pacing. And certainly the music can help you.
But usually you're tailoring the music to what you want the sequence to do, but that also helps the flow
through. It's sculpting. You use huge chunky lumps of clay in the beginning, like rah, rah, rah. And then it
gets more and more refined. You're just constantly upgrading the quality and detail and granularity of
the performance and the idea. I think that. And then what was the second part of the question?

Sarah Taylor:

Well, developing your character still when you have all these giant elements that are breathtaking that
we all want to see but-

Dylan Tichenor, ACE:

Honestly, it's a big balance in all these movies. A big challenge in Eternals was how much information do
we need to keep people in the boat wanting this story, but no more and no less? And the fine tuning of
that, turning that dial was a big part of the process because Chloe is an intellectual filmmaker and the
script had a lot of talking in it, to be fair, the balance of that. Craig and I were always going back and forth
to each other, "Do we need this line? What about that? Do you still have this beat in your scene because
maybe I don't need that same thing in my scene." Because it was just a real focus of the storytelling.

I think that's always a thing in movies, whether you have 2000 VFX shots or four. The balance of how
much information you need to give the audience so they are emotionally tracking with you is one of the
biggest jobs that we do. I think it just becomes a little bit more pointed with a VFX thing because you
know there's 25 minutes of act three that's given over to boom, boom, bang, bang. When you do it right
there's story in the action and there's momentum in the dialogue. You need that cross and scenes have
to do multiple things. That is often down to the writing. When we would rewrite and rework things, you
go, can't we do both these things in this sequence rather than do one and then the other and the next
sequence? It's just this ongoing focus on efficient and captivating storytelling.

Sarah Taylor:

Yeah. Well, that was really good.

Elísabet Ronaldsdóttir, ACE:

I think that was very well said.

Sarah Taylor:

Yes.

Elísabet Ronaldsdóttir, ACE:

Let's face it, you just described editing. It doesn't matter what you are doing, if it's a Marvel movie or
something else, it's all about story and characters. With a big movie, with a big budget, you might have a
lot of visual effects, but your focus should still be story and characters.

Dylan Tichenor, ACE:

And it's like music where you can put music on too early or too much of it, and that solves problems, like
wallpaper. Papers over, bad transitions or unmotivated actions and stuff. You just go, no, no, the music
will take care of that. Effects can do that, too, where you just distract people and go, well, this is fine. But
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whether they know it intellectually in their forebrain or not, they feel it in their stomach. Wait, I don't
understand the actions of this character, therefore I'm not behind them. And then you've lost.

Sarah Taylor:

So important.

Elísabet Ronaldsdóttir, ACE:

Right.

Harry Yoon, ACE:

Yeah, I think that tension that Dylan talked about where you need to know enough to not be distracted
by the logic of what you don't know and you need to know enough to invest in these characters. That's
one of the hallmarks that I found of the process that we went through was that there's so much testing
that Marvel does with its audiences that they test the film much more often than other larger features
that I've worked on. So much of what they're listening for with their audiences is, when are you invested
in these characters? What is it that's distracting you? Because you don't know either a piece of
exposition or how the world works? Because there's so much world creation going on. You're often
entering a world for the first time and saying, okay, what does this tribe do? What powers do they have?
How does that impact the story? And how much of that do you need to know to not throw up your
hands and just tune out for a while because you don't understand what's happening?

If you set us an action sequence in New York, you know the gravitational properties. The hotdog vendor
doesn't necessarily can't shoot laser beams out of his eyes or something. You don't have to explain those
things in order for somebody to be invested in the stakes. Whereas I think in this film you're constantly
living in the tension of just enough. How much do they need to know in order to invest in what's going
on? And how do we keep economizing on that and experimenting with that so that they're engaged but
not overly explained so that they're bored?

Nat Sanders, ACE:

And to what Dylan and Harry have pointed out, in our case, we had this long prologue at the beginning
of the film that on page was great and it really worked and it was basically the parents' backstory.
Everything that happened with the parents and young Shang-Chi all was in this first 20 pages of the
script. And then we land on adult Shang-Chi in San Francisco and then we're off from there and
everything was linear. ER from the very beginning during all those talks she talked about would come in
my office in the middle of the day and be like, "We got to do something about this effing prologue. It's
not going to work."

Harry Yoon, ACE:

[inaudible 00:45:24]. This effing prologue.

Nat Sanders, ACE:

We were talking about it. We obviously tried to make it work linearly the way it was up. If it had been 10
or 12 minutes and maybe 15 minutes at the absolute most, then maybe there was a way to make it
work. It was never going to get down to that length. You were finding out things that you just didn't
really as an audience member want to find out yet. ER really led the charge on it and it led to discussions
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between me and her and then eventually with Destin about how do we tell this story in the most
satisfying way?

When we first showed our assembly cut to Destin, I think it was still mostly linear. Maybe with the
prologue maybe you had messed around some, but it was for the most part still plain linear. And there
were great elements all throughout the watch, but there was something not unsatisfying about the
watch and something wasn't right. Pretty much the next day the three of us got together and said,
"What about if we restructure and just use this prologue as flashbacks throughout the film and you find
out those things when you emotionally want to find out about them?" We would create a lot more
mystery than we had had when it was all playing in linear fashion. There was no doubt about it. As soon
as the idea got broached, all three of us were on board. We just started-

Elísabet Ronaldsdóttir, ACE:

And we did our first pass on the wall, because what's so good when you have to do such a huge
reconstructions, what's good is just print out your sim cards. And then we were just moving them around
on the wall. What if this is there? Then we're talking again, talking our way through it. What if this
happens here? I feel that's a really good tool to have, sim cards and a good wall.

Nathan Orloff:

I agree with everything you guys have said. It's fascinating. It's hard to convey on a page is that if you
trust your characters, if you trust the performance, you don't need this line. You don't need that beat
even though it was written. If you lean in, if you make the audience lean in, if you make them care, that's
more important than anything else. You can explain stuff later on, you can explain the backstory. Maybe
in the weird way it was good that it was written linearly as a prologue so you could chop it up and do
whatever you want with it in post. But if it was written that way, you'd be trapped into certain versions.

It's fascinating to me, because to me scripts are like a car manual for a movie. Great if they captivate you,
that's wonderful. That means they're very successful, but you're not looking into a human's eyes, you're
not learning something about them silently. Ghostbusters went through more reconstructions in the
third act figuring out what people need to know when and that was fascinating. But yeah, in terms of
when to lean on characters and how to cut around empty plates, music is very, very useful. I ended up
memorizing the Ghostbusters soundtrack and the music stems from the original because it's different
than the soundtrack in terms of, all right, what kind of beat here? What kind of rise do I want? I would
make a silent beat where reverb a sound out and then do a slow old martino rise. I'm like, all right. That's
how I'm finding my taste with these empty slots. But as Dylan said, all these cuts need to work without
music. You can lean on music, you can lean on sound too much, but I find it very useful, especially with
empty plates, how to time them out.

My issue initially, especially since this is my first time in the editor's chair on this level of visual effects
film, was I left everything very long initially because a lot of this stuff was title cards and you needed
time to read them. This to me would be the benefit to having actual previs of actual 3D models doing a
turn, doing a thing, was that you'd be able to time the movements, but in order to understand
everything at all my plates were all initially long and everything just got faster. But that's a normal movie
anyway. The mother character, Callie, in our movie, we ended up losing a lot of exposition, a lot of
exposition, especially with the relationship with her father because we ended up, if you care, you don't
need to know. More ambiguity. Ambiguity in that regard was better. There was a great saying that both
Dana and I learned on this movie and it was, it's better to have your audience confused for 10 minutes
than bored for 10 seconds.
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Dylan Tichenor, ACE:

Oh my, yeah.

Elísabet Ronaldsdóttir, ACE:

Can I add to this? Because I love this, Nathan. I absolutely love the whole discussion about script versus
film. For me it's a different language. A script is one language. Well, you have a costume designer
translating it into costumes and et cetera, et cetera, but you have to take all of this and translate it into a
movie and it's not the same language. It's where a monologue can become a look. I find it so fascinating.
It's a different language. The script isn't bad. Even if you have to reconstruct the whole movie, it's not
because the script is bad, it's because it's a different language. It just takes different letters to make it
work.

Nathan Orloff:

Totally. And that monologue might have informed the actor to do the performance that you needed so in
order to get rid of the monologue,

Elísabet Ronaldsdóttir, ACE:

Exactly. It's not the script that's bad, it's just you have to translate it into a movie.

Sarah Taylor:

Yeah.

Nathan Orloff:

This might be why I'm a little bitter that there's so little behind the scenes on editing. It's a hard thing to
tell people, "No, the script wasn't bad. The assembly cut wasn't... It's not like these are problems. It's
that this is the process."

Sarah Taylor:

I wanted to quickly touch on sound because you've all talked about it in different moments. Are there
any specific sound effects that travel the Marvel universe that you used in your edits? And then same
with Ghostbusters, did you get to get sounds that were from the original movies that you threw in? I'm
just curious how that comes within the edit suite before it gets sent off to the magic sound world.

Dylan Tichenor, ACE:

If you're working on an Avengers movie, yeah, there's going to be sound effects that were established
and sounds of things, Thor stuff and all of that. For Eternals, all new characters, all new people, related,
but really no crossover characters in there. We did use as temp a lot of stuff. Ego ship, I used
backgrounds for that. Thor's hammer and swords and Valkyrie's this and that. Yeah, used a bunch from
the Marvel toolbox. Craig brought his stuff, I brought my stuff. We just used whatever we had to hand to
build the idea out. And then as we went forward, we got a specific toolbox from Skywalker. Addison was
our sound supervisor. As we started to talk about sound and we did a bunch of meetings where he would
present some stuff, then we would give him notes with Chloe and just talk about the sound design of the
movie in general, the creatures, the powers. Mainly how to differentiate those because we had so many
of each and trying to keep things helping with the storytelling through sound.
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I think we used what we had until we could replace it with our movie specific stuff as Addison got farther
and farther along. Craig and I both love sound a lot and we did a lot of work and built it pretty full tracks
as we were building the sequences. A lot of that informed the discussion and became the template for
what ended up being. But it's a very iterative process where you go back and forth and go, do we use
Thena's new sword sound for this? Or is this more like the version C? That kind of thing where it's just so
granular.

Sarah Taylor:

Amazing.

Dylan Tichenor, ACE:

Yeah.

Elísabet Ronaldsdóttir, ACE:

We had no sound library because we didn't know, right? We didn't know how his rings would sound or
all those magical animals. We didn't have a roadmap. Katie Woods helped us. She did some
pre-designing while we were still in Australia.

Harry Yoon, ACE:

That library did start to grow as we continued to work with the team at Skywalker. We had the benefit
that they'd worked on a lot of shows before. A huge benefit that there was continuity in terms of our
mixers that had continued to work before. Both the sound design team. Since they have those libraries
available, they could start winnowing those sounds into our cut. I just have a funny story where early on,
spoiler alert, when there were some Dr. Strange sounds entering into our cut, for some reason we didn't
have the sound of the portal opening and staying open for a very long time so we literally had to rip it
from a Dr. Strange movie. Anytime we did a trim, we would roll the trim and then you'd start hearing Dr.
Strange dialogue underneath our cut. I'd be like, who's talking during this time?

Sarah Taylor:

I love it.

Harry Yoon, ACE:

So there's a little bit of challenges in terms of temping from existing Marvel movies. But yeah.

Sarah Taylor:

That's great.

Nat Sanders, ACE:

Another interesting aspect of it too is when we would do our previews, often when you go do a preview
you'll stop at a certain point before the preview and you go into a temp mix for a couple days with the
sound mixers. Marvel is just so much about story and about the edit that I think, maybe I'm guessing, but
I don't think they want to give up that time to continue working the cut. We were always using our Avid
mixes during those previews, which just put an extra, not pressure, but I guess responsibility to make
sure that you were representing all of your creatures well. Everything had to be on point because we
were screening these for audiences and they had to play real.
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Dylan Tichenor, ACE:

And that mixes with Marvel.

Nathan Orloff:

That's great to know because I'm a huge fan of not doing temp mixes and just doing it on the Avid. We
did that on Star Trek Into Darkness when Avid first introduced 5.1 audio. And then we were like, what if
we just didn't do a temp mix? It was grand experiment, but I'm glad that's... We did 10 mixes on
Ghostbusters and they were very intense and stressful.

Dylan Tichenor, ACE:

I mean, it's great for the mixers to be able to go through it.

Elísabet Ronaldsdóttir, ACE:

I want temp mixes.

Sarah Taylor:

You want them?

Nathan Orloff:

I'd rather save the days for later. Take the same amount of money, just put it for final.

Elísabet Ronaldsdóttir, ACE:

Well, I don't think that's a money problem with Marvel.

Nathan Orloff:

That's true. That's true.

Elísabet Ronaldsdóttir, ACE:

Or anyone. I just feel, especially dialogue, is so important and dialogue is sometimes recorded under very
difficult circumstances, whereas pre-sound mix really can save your ass for clarity so people understand
what's being said. That's why I feel very strongly about getting a temp mix. Also, because I am not a
sound person. I do appreciate sound and it's extremely important to my edit, but I'm not going to do it. I
could just as well go and do a heart surgery or something. It's not my talent.

Sarah Taylor:

I love it.

Elísabet Ronaldsdóttir, ACE:

I edit movies. I don't do sound. I feel it's important that people have their expertise. The same way I
wouldn't do graphics. I'm not doing it. Hire a person, a graphic designer.

Sarah Taylor:

For sure.
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Nathan Orloff:

That's how Dana worked as well. I don't know. Sound and music for me is a place I'll go to if I'm stuck on
an edit and I need to refresh. I like doing sound. And then like I mentioned for the storyboards, we're
very lucky, especially Jason has such a specific vision for this movie to be a lot like the original [inaudible
00:57:34] movies. Having the stems from the original was a huge, huge help. And having what he
described as almost steampunk. Yes, someone just created this device, but they made it with duct tape
and glue. It barely works. It's not like a Star Trek shiny thing. It's supposed to rattle when it turns on.
There's a specific vibe that was very useful to get. Having all the stems, especially for the boards sold you
on the world and the tone.

Dylan Tichenor, ACE:

Totally.

Nathan Orloff:

And that stayed on. The most difficult sound, like the story of the Dr. Strange, the trap sounds
specifically, when the trap opens, there was no archive of what their original one was. So Will Files, one
of the sound supervisors, he had to take the stem and subtract Slimer from the frequency spectrum in
order to... It was like sound archeology-

Sarah Taylor:

That's amazing.

Nathan Orloff:

... in order to get that trap sound.

Dylan Tichenor, ACE:

That's just the Slimer notch. It's in the [inaudible 00:58:37].

Nathan Orloff:

Yeah, exactly.

Elísabet Ronaldsdóttir, ACE:

There is a funny Marvel music story from Shang-Chi. Someone pulled a number on me and Nat because
we were both first timers. We were doing the third act and we needed to temp it with music. It was
more or less all postvis. Someone said, "Oh, they want you to take from the other Marvel movies." I
remember we went through the whole music library and temp them to pieces. And then they hated it.
We can't concentrate on this, getting music from another movie.

Dylan Tichenor, ACE:

Kevin saw it and said, "All I can think of is Spider-Man.

Elísabet Ronaldsdóttir, ACE:

So we had to clear it all out and get something else in, but it was funny.
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Sarah Taylor:

Oh my goodness.

Dylan Tichenor, ACE:

Oh, lots of stories.

Elísabet Ronaldsdóttir, ACE:

Someone wanted us to sweat.

Sarah Taylor:

Yeah, I'll get you to sweat. My next question is, how did you all approach representation in your edit?
Because in Shang-Chi we have an almost entirely Asian cast. Ghostbusters, we have a neurodivergent
main character. In Eternals were introduced to one of the first South Asian superheroes and a deaf
superhero. What were your thoughts and approaches to making sure this was tackled in the best way
possible?

Dylan Tichenor, ACE:

It's certainly something that Marvel has been concentrating on more and more. I really applaud and
appreciate their efforts and the earnestness and genuineness with which they have approached
inclusivity and representation in their movies because it has typically been a English speaking white guy
kind of thing. I think they've done fantastic work. Eternals from the get-go, from its conception, was
meant to be representative of other less-represented peoples. Chloe cast a, not American, but Asian
English person as the lead. We have a gay black character and we have a deaf character, all of that.

I got to say, Craig and I both and Chloe came at this from the point of view of, we're very proud and are
behind all the representation, but that is not the point of the movie. We never wanted to bang that
drum or put a spotlight on it. These are just the characters. Marvel went to great lengths to check things
with people to show Lauren Ridloff, our deaf performer, the cuts and the ideas. Does this work? Is it okay
if we change this one word to make it seem better? Because we don't want anyone to feel like they've
been duped or anything like that. Brian Tyre Henry, who plays Phastos, he had an onscreen gay kiss that
was a big deal.

Craig cut that sequence, the Phastos house. I said, "I think the kiss in the dailies is fantastic, just as long
as we don't highlight it and push in on it and do music on it as if, look at this, guys." And he said, "Oh no,
we're not going to do that." I think we all had the same opinion. This is who the characters are. We
support them and we are proud of it, but it's not what the story's about. So it gets its place. I think we're
proud of how we did it. In fact, when we would do the early screenings and we would ask, "What do you
like about the movie?" And the audience would go. "Love the representation." We'd all just look at each
other and go, great, whatever. Yeah, we love it, too. What about the story? What about the characters?
So yeah, I'm proud of how we did that. I'm proud of Marvel in general. I'm pleased to have been part of
it. It'll be great when humanity has passed this bump.

Harry Yoon, ACE:

Yeah, I think that was really well put, Dylan. I'm very proud that Marvel makes this a priority. I think it's in
having all the filmmakers involved care about the details and to know what questions to ask so that
those details feel correct. Because it's all about nuances. I think people who are watching for this kind of
thing know when it's surface versus authentic or feels grounded. Everything from what kind of TV
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program is Katie's family watching in the background as they're eating breakfast? How do you pronounce
in their dialect the rice porridge that they're eating in the morning?

Or just being concerned about, there's been this whole history of a lack of Asian males as desirable
characters, as romantic leads in the history of Hollywood. How do we take that into consideration when
thinking, should Shang-Chi have a love interest? What is his relationship with Katie like? How do we
maintain what their chemistry is like, but still acknowledge that he is potentially a desirable person?
There was all of this talk, to ER's point, a lot of this discussion and it informed the small choices that we
made. But those small changes, those small details, I think are the things that audiences really loved and
appreciated. When they saw Shang-Chi taking off his shoes before he went into the apartment, there
were these little explosions of meaningful details that allowed people to feel seen, that allowed people
to say, "Oh, this feels very real. It doesn't feel like just a surface nod to something. It feels like somebody
that I know."

Nat Sanders, ACE:

I have to say, with that scene the Harry's alluding to with Katie's family, that was one from the very
beginning that there was always a discussion, is this scene going to stay or not? Because we'd had a
scene with their friends at the bar, and then we have another expositional scene with Katie's family. We
come back at the end of the film to the friends at the bar, but we don't see Katie's family again. There
was always a discussion, is this going to stay? I have to say, Harry really advocated for it. We did a couple
previews with it in and we still were on the fence. I think for the third preview, we were going to try it. I
think we were leaning towards trying it without it. I think Harry, to his point, I said, "If we take it out, it's
probably not coming back in because it doesn't move the plot forward. We're not going to probably in
that way we won't miss it."

I think at those first couple previews we'd requested that they try to recruit a certain percentage at least
of Asian American audience members and I think it hadn't quite happened. This third one, we were
going to have a little bit more of an Asian American audience so we tried it one more time and it was just
exactly what Harry said in the talk back afterwards. We just kept hearing, "I felt seen in that scene in
Katie's family," and pointing out all the details. It was just so obvious how Harry had been to advocate for
it. Yeah.

Elísabet Ronaldsdóttir, ACE:

I think it's to a big credit, both to Marvel but also Destin, who was extremely keen on bringing forth a
contemporary feel of the Asian community and not just the magical one.

Nat Sanders, ACE:

On a more smaller scale, too. Both ER and myself and then Harry when we were back in LA, we always
made it a priority that bare minimum have one Mandarin speaker on our edit team. We would always
have, I guess, it ended up being a second in each case. It was Lisa in Australia and Ujang back in LA.
Especially towards the end with Ujang, she was incredibly informative about the details of phrasing,
especially we were rewriting a lot of voiceover that was in Mandarin and she was a really integral part of
a lot of creative decisions.

Harry Yoon, ACE:

Just real quickly. There was a joke towards the end that played so well with English speaking audiences.
The thing that Tony Lang's character was saying was so funny when it was in subtitle, but one of the
things that Ujang and Novar, our other onset Mandarin speaker, said was that, "It's funny, but it's totally
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absurd. It's too childish a thing for him to say, and therefore it doesn't fit his character." But those were
the determiners for Destin. He would make the decision, even though it might play for the vast majority
of people who don't speak Chinese, for the people that speak Mandarin it will feel fake. It will feel
untrue, and therefore we're going to take it out even though it's a huge laugh. I think it's that adherence
to making sure we get those kinds of nuances right that I think really came through and it's because
Destin had that dedication to it.

Sarah Taylor:

Yeah That's wonderful.

Elísabet Ronaldsdóttir, ACE:

At the same time, I agree with what you are saying, especially regarding strong Asian lead male, but let's
not forget we had extremely strong Asian women support. I think they're all so amazing.

Harry Yoon, ACE:

Yeah.

Elísabet Ronaldsdóttir, ACE:

I just think it's just as much of a showcase of Asian females as the male because there are some really
strong women in there.

Sarah Taylor:

Mm-hmm.

Nathan Orloff:

I don't have a ton to add to what you guys said. All incredible. I completely agree. To echo also with what
Dylan said is that, once you get into the edit and it's there, our approach was a little bit just neutral. Just
everything else, just like a VFX shot, you have to earn it. You can't just wallow and highlight it. You just
have to just let it breathe and have to let the character exist authentically. There's cultural biases that I
want to make sure I'm self aware of, that I'm not bulldozing a beat because of my prejudices
unknowingly or something like that. But that's mainly the only thing that I changed about my approach,
just making sure every character has what they care about and their stakes and what they want clear. It's
just as important in making these people pop off the screen as real people so that people can identify
with them and make them not caricatures of cinema past.

The only interesting example is that, in the storyboard sequence there's the cut to of Callie and
Grooberson in the Chinese restaurant. In the storyboard and the script, a Chinese restaurant. So what
did I do? The first thing I did when I did the storyboard, I downloaded Chinese restaurant music and I cut
it in. Great. It's a gag. Wonderful. Blah, blah, blah. You get into the edit and there's a whole scene before
that of Callie on a date with Paul Rudd's character. I kept trying to put Chinese music in and it's just like,
this is weird, so off. This just feels like-

Dylan Tichenor, ACE:

How vaguely racist.

Nathan Orloff:
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Exactly. We were like, what are we doing?

Dylan Tichenor, ACE:

How did I get there?

Nathan Orloff:

[inaudible 01:09:48]. It was just make sure we check that we're not doing something that's super
stereotypical and not realistic because this is a restaurant that's in the middle of Oklahoma they'd listen
to.

Dylan Tichenor, ACE:

Some modern country.

Sarah Taylor:

There's a lot of comedy in these films. I just want to know, what's one joke or one bit that kept you
through, that was something that you took away from the film? I have a few of my own, but I want to
know yours.

Dylan Tichenor, ACE:

Oh, goodness. Well, I can say we tried hard to keep all the comedy in Eternals, because it's actually for a
Marvel movie pretty heavy drama. Chloe's bent is, she's dramatic. She likes funny, but she's more
dramatic. Craig and I are both into funny, so we tried a lot. It's got to be something with Kumail because
he does the lion share of the comedy lifting and he's really great in the movie. I don't know. The spit
takes of the beer that Gilgamesh ferments in his mouth from corn always got to laugh.

Sarah Taylor:

That was good.

Dylan Tichenor, ACE:

That's probably one.

Sarah Taylor:

I love it. Harry, do you have a favorite?

Harry Yoon, ACE:

I think Unfailingly was the story that Ben Kingsley tells before entering the bamboo forest about Planet
of the Apes and how the apes are the thing... Convinced him that acting was important. I have a funny
story to tell. One of our test screenings during the talk back, there was a huge Marvel fan that was like,
"That was the best joke ever told in the Marvel universe." You're able to relate that to our writers and
[inaudible 01:11:30].

Sarah Taylor:

Oh my gosh.

Page 26 of 33



Dylan Tichenor, ACE:

It really landed.

Harry Yoon, ACE:

Yeah.

Elísabet Ronaldsdóttir, ACE:

Aquafina, every single scene. She's my girl.

Sarah Taylor:

Hotel California, that was my favorite.

Elísabet Ronaldsdóttir, ACE:

So good.

Dylan Tichenor, ACE:

This is an example of a perfect joke for me, which was, if I remember correctly, once Aquafina finds out
the truth about Shang, she goes, "Wait, so you've been hiding and you changed your name to Sean?" I
think that's a trailer moment, too. The reason it's so good is because it's exactly what the audience is
thinking. It's going, wait, I hardly hear a difference. And then our character says exactly that, and you go,
okay, perfect.

Elísabet Ronaldsdóttir, ACE:

Yeah. When I cut that scene I just laughed so much every single time he said that to me.

Sarah Taylor:

It was such a good scene.

Elísabet Ronaldsdóttir, ACE:

It was so hilarious.

Nat Sanders, ACE:

That one was fun. That was mostly improvised, probably the most improvised in the movie.

Elísabet Ronaldsdóttir, ACE:

Yeah.

Nat Sanders, ACE:

It just happens. I came up working with directors like Len Shelton and the Duplass Brothers who would
shoot mostly improvised movies really based on an outline, so that was my background. That scene was
really fun to backpack in for that.

Sarah Taylor:
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Yeah. I love it.

Elísabet Ronaldsdóttir, ACE:

But I mean, let's face it, she says magina in the Marvel movie.

Sarah Taylor:

Winning.

Dylan Tichenor, ACE:

Milestone.

Elísabet Ronaldsdóttir, ACE:

Winning.

Nathan Orloff:

I really love when Podcast... After the serious discovery of what Egon has been doing out there and says
he sacrificed everything, et cetera, et cetera, and there's his long beat and then podcast just goes,
"Bummer." That was my favorite. It kills me every time.

Sarah Taylor:

What was something that you learned from this film you're going to take with you to other films?

Dylan Tichenor, ACE:

This is my first time working at Marvel and I really fell in love with the way the trio works, Kevin, Lou,
Victoria. The review process, I really just got into that. Elísabet said it before, there's a lot of talking. I
love talking and exchanging ideas. When you do it with Marvel, there are three really smart people who
love movies. I've made a million, not a million, a lot of movies where the execs are not as involved at all,
A. Also, when they are, they don't have much really substantive to contribute. I don't know if this is a
lesson, but it's a feeling that I'm taking forward from working with them that I just appreciate. Kevin is all
about plusing. How can we make this better? No stone is left unturned. You keep working to the last
minute. It's tiring, but it makes the best movie. Great ideas can come from anywhere, which is
something that I know and that I've practiced forever, but it was just a really great experience. I take that
forward. I guess what I'm saying is, I'll try to push to integrate that style into other places I work.

Sarah Taylor:

Amazing. I love it.

Harry Yoon, ACE:

Yeah, I totally concur with what Dylan's saying. That's really something that really stood out, was having
the attitude that always be 5% better, like a character arc or identification or clarity or something like
that. Not giving up just because of whatever stage in the process that you're at. Marvel really had that
attitude. It was wonderful to see all of those resources being put to bear for story. Story, story, story. And
making it make slightly better. On a more technical note, I loved digging into ER's action edits and seeing
the importance of micro speed changes. So really seeing how even a 12% speed up could really make the
difference.
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Dylan Tichenor, ACE:

Don't need that frame. Don't need that frame.

Harry Yoon, ACE:

Yeah. And just these tiny little frame differences and stuff like that. Just worrying everything. Because I
guess that's part of the it can be 5% better. In that case, a kick can be 12% better if you speed it up by
12%. So yeah, those micro speed changes were something that I'll definitely be playing with.

Sarah Taylor:

Those are the little tricks we want to hear about.

Harry Yoon, ACE:

Yeah.

Sarah Taylor:

Yeah.

Elísabet Ronaldsdóttir, ACE:

Yeah. I think we learned a lot. I also learned one thing that I feel is very important, especially when you
start working with people you don't know very well. The importance of going it together. You can't just
go off in one direction. You all have to go together the same direction. There was something beautiful
about that and very rewarding I find to have gone that with this group of people. It was actually quite
amazing because everything else was happening. I mean, we were being in a country we didn't know. So
yeah, you got a family way from the people that were stuck there with you.

Sarah Taylor:

Yeah, no kidding.

Elísabet Ronaldsdóttir, ACE:

But I'm not talking about that. I'm also just talking about the process of making the movie. Bill Pope shot
it, amazing cinema photographer. The thing is, we can't edit what we don't get, except if it's previs and
you can have them changed, but you know what I mean. You are governed by what they shoot and what
they give you. I just think it was an amazing team.

Nat Sanders, ACE:

I probably learned more on this movie than I had in the previous five movies before. To what Dylan said,
you always learn something on every project, but this one for me personally, was just at different levels.
I'd never done fight scenes before, hadn't worked with VFX on this scale and all those things. Actually I
really early on leaned on ER and really just tried to soak in everything I could. To what Harry said, yeah, I
would go in and look, especially really early in the process, would go and look at her fight scenes, look at
her timelines and be like, okay, she sped this up in this moment. And then how did she do the ramp? And
then I would just go and analyze all that.

It reminded me of when I was coming up as an assistant editor 15 years ago. When I would stay late at
night and work on scenes on myself, I would look at what the editors had done and break down the
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timelines and analyze how they cut music, analyze how they did this, how they did that, and learn to cut
that way. I hadn't done that in a while, but on this I was doing some things that I had never done before.
I really leaned on ER's experience with all that, asked her questions, was soaking all that in. it was hugely
helpful.

Elísabet Ronaldsdóttir, ACE:

He doesn't know, I don't know anything. Every project, you're just amicably going in because that's the
beauty of it. Every project is different. It has different challenges and different...

Nat Sanders, ACE:

Yeah, so much that we learned. By the end, I guess you become a Marvel... Especially in this case, it was
18 months for me from start to end. You know the lay of the land by the end, but early on you are
getting thrown into the deep end.

Nathan Orloff:

Always feels a little unfair because you're the best editor to cut the project when you're done with it. On
this one, the scale of things, something the third act, was something that... Like I said, it scaled up a
lesson and it's sometimes hard to learn is that just because you put a puzzle together doesn't mean it's
the right picture. I got it from Calgary, the third act, I think it was 20 minutes long, and I was just
exhausted and I'm just so happy that it existed, that it worked, that it tracked, that you followed it. And
Dana, to her credit, she's like, "Eventually this will be like 12 minutes, 15 minutes." And I was like,
"What? No way." I just couldn't conceive of it. What I've been trying, especially recently since I got back
from location a month ago, was that I've been like, all right, the editor that was on location that cut the
assembly did a great job. Great.

Dylan Tichenor, ACE:

Whoever that was.

Nathan Orloff:

Different person.

Sarah Taylor:

Yeah.

Nathan Orloff:

This much is totally fine and let's just rip it apart. Let's figure it out. Let's find a better picture to make
with these puzzle pieces and figure out what we don't need. And to really let go, which is an easy thing
to say, but it's really more about opening your heart and letting go of your ego and really just trying to
focus on telling the best story possible. I'm also glad I had Dana as a partner on this. We were really in it
together. I learned also a lot of little tricks from here, like I mentioned earlier. You can cut to a shot when
someone's opening their eye halfway if you need that extra frame. You won't notice that they were
blinking. Stuff like that.

Sarah Taylor:

Love it.
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Dylan Tichenor, ACE:

It makes them seem like they're really paying attention.

Nathan Orloff:

Exactly.

Dylan Tichenor, ACE:

I mean, it's one of the great things about having multiple editors is that level of objectivity that your
editing partner can give to you, to your sequences, back and forth. You can be brutal and have a
screening and come out of it, as you were saying, and they go, "Yeah, that's still four minutes too long."
And your stomach clenches up. What? But you feel the same way about their work. And it's because
you're in the trenches dealing with all the minutiae and someone standing 20 feet behind you is going,
"I'm done with that shot. Actually, I don't need that beat because I already guessed that was going to
happen." You've been just trying to solve the problem so your perspective is totally different. It's really
helpful. Likewise, that's what directors can be for, but I think having multiple editors, it can be a great
collaboration. I had a great time with Craig.

Nathan Orloff:

And Ivan on Arm Project was a huge help on pushing for pace. Jason was in the same boat. He is never
done a movie of this scale, but by the end he was totally singing what Ivan was going for and on just
really... Just because it's fast doesn't make it... Just sing with the script. It's not like you screwed up. It's
not like something's bad, you need to speed through it. It just makes it more exciting. It just makes it
more engaging if it's appropriate.

Sarah Taylor:

What's coming up next? Is there any shows or films that you want to share with us that you're proud of
or excited about?

Dylan Tichenor, ACE:

I'm doing a movie with Scott Cooper now starring Christian Bale.

Sarah Taylor:

Oh.

Dylan Tichenor, ACE:

We're filming.

Sarah Taylor:

Excellent.

Harry Yoon, ACE:

I'm doing a dark comedy series for Netflix called Beef starring Stephen Young and Allie Wong, which is
going to be a lot of fun.
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Sarah Taylor:

That'll be fun.

Elísabet Ronaldsdóttir, ACE:

I'm locking edit on Bullet Train for Sony.

Nat Sanders, ACE:

I've come on to help on a project. It's a comedy that Taika Waititi shot before the pandemic, and then
he's in with Thor as well called Next Goal Wins. It's going to be coming out later this year. I have to say,
working on the comedy in Shang-Chi reminded me how much I love working with comedy and I hadn't
had a chance to do it in a while so I was seeking that out a little bit for what I...

Nathan Orloff:

I'm cutting John Wick 4 right now.

Sarah Taylor:

Oh.

Nathan Orloff:

I was on location before, so we got back and I'll be on this until about August. It's a very exciting project. I
am looking forward to hopefully doing a comedy next because the last time I did Plan B was a comedy,
and I don't think I've ever been professionally just laughing all day long in my Avid. It's a very pleasurable
experience to cut comedy.

Sarah Taylor:

I'm cutting a comedy right now. Yeah, my cheeks always hurt at the end of my edit, which is great.

Elísabet Ronaldsdóttir, ACE:

I just want to let you know, Bullet Train is comedy. Just wanted to let you know.

Sarah Taylor:

Okay. Good.

Dylan Tichenor, ACE:

My movie has no comedy whatsoever. Cat Cooper, not super comedic cat.

Sarah Taylor:

Awesome. Well, thank you all for joining us today. This was a great conversation. I'm so glad to hear the
inner workings of how these giant films get made. Thank you for spending the time with us today.

Dylan Tichenor, ACE:

Thank you, Sarah.

Nathan Orloff:
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Thanks for having us. Yeah.

Elísabet Ronaldsdóttir, ACE:

So nice meeting you all.

Sarah Taylor:

Thanks so much for joining us today, and a big thanks goes out to our panelists. A special thanks goes to
the 2022 EditCon planning committee, Alison Dowler and Kim McTaggart, CCE. The main title sound
design was created by Jane Tattersall. Additional ADR recording by Andrea Rush. Original music created
by Chad Blain and Soundstripe. This episode was mixed and mastered by Tony Bao. The CCE is proud to
support Hire BIPOC. Hire BIPOC is the definitive and ubiquitous industry-wide roster of Canadian BIPOC
creatives and crew working in screen-based industries. Check out hirebipoc.ca to hire your next group or
create a profile and get hired.

Speaker 8:

The CCE is a nonprofit 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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