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What first piqued your interest in film?

I’ve always had an interest. As early as elementary 
school, I was the kid who wanted to help set up the 16mm 
projector. When I was old enough, I took a job at a theater, 
eventually becoming a projectionist. So I quickly started to 
understand the physical elements of film.

Did understanding of the physicality of the medium 
play into your eventual specialization as a film editor?

Yeah, I think so. I loved being in the booth, having a 
bench, winding reels, cutting frames, and taping them—
the physical aspect of it, which you don’t get so much 
anymore. I would change things all the time just so I could 
get my hands on the film.

You grew up in Atlanta and studied film at Southern 
Illinois University.  What led you to Portland? 

My wife and I were looking to move to a city that neither 
one of us had lived in before. We never had an interest in 
going to the industry in L.A., and, as we looked into it, we 
realized that the Film Center and Will Vinton Studios were 
in Portland. We also saw that filmmakers like Chel White, 
Joan Gratz, and Gus Van Sant lived here. So we thought 
we’d give it a try.

You were hired by the Film Center as the Equipment 
Room Manager back around 1996. What was the Film 
Center like back then?

PNCA was still across the courtyard, and the Film Center 
was in the basement of the Masonic Temple [now the 
Portland Art Museum’s Mark Building]. It was still rough 
around the edges. We would set up tables and chairs and 
say, “There’s the classroom!” There were all kinds of art 
students around, folks who wanted to do experimental 
stuff and others who wanted to make the next Hollywood 
blockbuster. It was a great collection of eclectic people.

Following your time at the Film Center, you worked 
with a lot of experimental filmmakers like Enie 
Vaisburd and Miranda July and with animators like 
Mike Johnson, Will Vinton, and Chel White.  What did 
you take away from those experiences?

The great thing about working with those people, as well 
as folks like Mark Gustafson at LAIKA and others, is being 
in the room and collaborating with them. The thing I like 
about editing is being given an idea and then being left to 
form it into a blend of their ideas and yours. Then you sit in 
the editing room together and figure out what’s working 
and not working for both of you.  It’s the give-and-take 
that I like.

You found yourself working as an editor.  What influences 
drew you to embrace editing?

I never once said, even as an undergraduate and graduate 
film student, “I’m going to be an editor.” The opportunity came, 
and I took it.  I’m good at seeing how things go together. A lot 
of editors mention Walter Murch’s “In the Blink of an Eye” as an 
influential text, and I couldn’t agree more. Ralph Rosenblum’s 
“When the Shooting Stops…” is also a great book.

You’ll be teaching digital editing in January at the 
Film Center. What do beginning editors need to 
know? 

At first, they just need to learn which buttons to press.  
From there, it’s a matter of finding meaning in the 
material and rhythm in the editing.  The button part 
is easy.  Learning to “feel” material takes longer.  In 
an introductory class, you need to know the rules 
before breaking the rules.  When Godard did jump 
cut editing in BREATHLESS, he knew the conventions 
that preceded him.  That’s why he was able to do 
it. My philosophy has always been to make it so 
students can work independently.  A lot of people 
have technology blocks.  I want them to get to the 
point where they’re thinking about how one image 
goes with another.  That’s the main thing—I want to 
empower students to feel comfortable and get down 
to the specifics of how to edit.

The Film Center is transitioning to the use of Avid 
Media Composer as its primary editing software.  Can 
you talk about this industry shift?

It really is the industry standard, and it was built with 
filmmakers in mind.  Recently, Avid has become a more 
affordable option, so it seems like the right time to be using 
it.  Also, Final Cut Pro 7, which the Film Center and many 
other film schools had been teaching, is no longer available.  
Students who sign up to take the course will find that, when 
you get right down to it, they aren’t that different.

What’s your advice for aspiring filmmakers?

Read a lot.  Watch all kinds of films.  Having worked in the 
industry, I can tell you that a lot of how you speak with one 
another is based in films.  Someone will say, “Remember 
the step printing when Grace Kelly came in to kiss James 
Stewart’s forehead in REAR WINDOW?  Let’s figure out 
how to do that.”  The more you bring from outside of your 
little film world, the better. 
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