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      WIE BEN IK ?
POST PRODUCTION 

Er komt zo veel meer bij kijken dan we 
eigenlijk beseffen...

Ik ben Chaline Matthyssens. 20 jaar en 
studente Media & Entertainment. 
Met dit magazine wil ik mensen 
informatie brengen rond het thema post 
production. Wat komt er allemaal bij dit 
vak kijken? Met vele interssante artikels, 
interviews, weetjes en tips & trics wordt je 
volledig ondergedompelt in de wereld van 
post production. 

Ik hoop dan ook mensen te inspireren, 
probeer uit  en experimenteer op pro-
gramma’s van Adobe CC. 

Veel leesplezier! 
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Understanding 
Color is fundamental in design and visual storytelling, as it conveys meaning beyond what 
we see on screen. We use it to describe objects, express emotion, and evoke responses among 
audiences. In the post production process of a video production, perfection of color is done 
through color grading or color correction. Once a job only for color professionals, color 
grading and color correction tools today are found in most video editing programs and 
is accessible to anyone. Often used interchangeably and mistaken for one another, color 
correction and color grading are in fact different. Here’s what you need to know about each 
of them.

Color correction is used in many 
Hollywood blockbusters, from action 
movies like Transformers and Black 
Hawk Down, to horror movies like 
The Ring and Saw; to make scenes 
from a movie look as natural and 
as close to the way the human eye 
views something. 

Primary and secondary color 
correction
Primary color correction is done 
across the entire image, utilizing 
controls over the intensities of the 
red, blue, green, gamma (mid tones), 
shadows (blacks) and highlights (whi-
tes) of the entire picture. 
Usually, altering the intensity of one 
color can completely change the look 
of the image.

Secondary color correction is 
based on the same idea behind 
chroma keying, where the 
saturation, luminance and hue 
of only the yellows, cyans, 
magentas, blues, reds
and greens are 
altered; 

Color Correction
Color correction refers to the 
process where every individual clip 
of a video footage is altered to match 
color temperature of multiple shots to 
a consistent technical standard of 
appearance. It’s about balancing 
out your colors, making the whites 
actually appear white, and the blacks 
actually appear black, and that every-
thing in between is nice and even.
The goal is to match the video foota-
ge to a standard that would be an ac-
curate portrayal of how it would look 
if viewed from the human eye. With 
the human eye, under a warm light or 
cool light, a white object will always 
appear white. But with cameras, if 
you don’t set it to the proper white 
balance, it can appear either blueish 
white, yellowish white or actual white.

Also, if you’re shooting outside over 
the course of a day, the quality of 
the sun is going to change and your 
video will not look quite right, as cer-
tain shots of your video will not match 
up. That’s why color correction is so 
important, as it will make your shots 
seamless and make your video look 
like they were all shot at the same 
time. Color correction can be done 
using primary and 
secondary tools, as well as 
masks and mattes.

Color Correction  

and other colors in the 
spectrum are 
minimally affected.

Masks and Mattes
Besides the primary and 
secondary color correc-
tion, geometric shapes 
like mattes or masks 
can also be used to iso-
late color adjustments 
to specific areas of an 
image. This means 
that you can highlight 
and change the color 
of a particular section, 
or change the color on 
everything else except 
what was 
selected.
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Color Grading

Color Correction  

Color Grading
Color grading is taking what you 
have done in color correction one 
step further, by altering an image for 
aesthetic ancommunicative purpo-
ses. So once everything is looking 
nice and normal in your video, you 
are now empowered with the 
ability to further enhance your story 
by manipulating colors to create a 
new visual tone.

All videos utilize an additive color 
system, and the primary colors of this 
system are red, blue and green; and 
different colors are created through 
varying combinations of these three 
primary colors, though not neces-
sarily in equal proportions. Color 
grading is performed by manipulating 
ranges of thresholds and tolerances 
within these three channels.

So, if you want to give your video 
that afternoon sun feel, you may then 
push your colors a little towards the 
red spectrum. And if you want to give 
your video a cooler atmosphere, then 
you’ll push those colors towards the 
blue spectrum.

To emphasize on certain types of 
moods or to achieve a certain look to 
tell the story, cinematographers make 
use of color grading. Some examples 
of color grading in television shows 
include History Channel’s Top Gear 
and movies like Resident Evil: Afterli-
fe, The Matrix, ,..

Substance Over Style
With all the creative opportunities 
now being presented by all these 
color correction and color grading 
tools available with video editing 
software, it’s very easy to get carried 
away, especially for color grading. 
Great color grade is not one that just 
looks good, but is also motivated 
by the video’s subjects, themes and 
most importantly, narrative. Don’t be 
afraid of subtlety and simplicity.
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PRODUCTION EXPERT

WHO ARE YOU?
“I’m a Senior Digital Colorist.
I work in all genres of media: VR, Fe-
atures, Television Episodic, Commer-
cials, Music Videos and Web.”

WHAT HAVE YOU BEEN DOING 
LATELY?
“Recent Features include 
Universal’s “Lowriders”, 
Radius-TWC’s “It Follows” and 
DreamWorks “Need for Speed”, plus 
commercial campaigns for Lexus, 
Coca-Cola, Audi, Target, Toyota & 
XBOX.”

Mark’s meticulous eye and strong 
visual sense of taste and style, make 
him a stand out Color Artist.

As a freelance colorist, Mark has 
formed strong relationships with 
several Post Facilities in the Los 
Angeles area and abroad. He also 
works out of his own post finishing 
studio, MTO Color, that provides 
remote grading & post finishing 
services for all media genres.

WHAT IS YOUR PASSION?
I’m passionate about the moving 
image and how it evokes mood, 
tone and communicates ideas.” 

Interview 

Interview 
Digital Colourist Mark T. Osborne

HOW WAS YOUR CHILDHOOD?
“Growing up, I was a television and 
movie junkie. I was enthralled with 
how the camera moved and framed 
the characters in order to tell their 
story. All that television might have 
been bad for most kids, but I turned 
it into my career.”

He has worked in the Television/
Film Industry for the past 25 years 
starting in production before quic-
kly moved into post-production as 
an apprentice editor. He has been 
a Digital Colorist for the past 18 
years. 

That where he excels is having a 
sharp, meticulous eye for color and 
a strong communication with his 
clients in order to bring their vision 
to the screen. 

Sound Designer and Supervisor Jonah Guelzo has produced an 
interesting Behind-The-Scenes interview series with Filmmaking 
Industry 
Professionals, covering all aspects of Filmmaking from sound, to 
picture and editing. 
In this episode, Jonah speaks with Senior Digital Colourist, Mark 
Todd Osborne (Need For Speed, It Follows) about continuing to 
hone his craft through the art of colour, and setting the tone and 
mood for each film.

HOW WOULD YOU DISCRIBE YOUR-
SELF?
“I speak the language of film and 
performs my art with creativity, logic 
and precision for VR, Commercials, 
Features, Episodic, Videos & Web 
Content.”

Jonah Guelzo is a professional 
Sound Designer, who’s worked on 
major motion pictures, television, 
and high-end commercials. 
From working alongside Peter Berg 
on the sound design for HBO’s Lef-
tovers to recording the vehicles in 
Fast and Furious 7, and high-end

commercial short films for Lam-
borghini, Jonah is well versed in 
knowing how to make an impact on 
screen.

“I’m passionate about the moving image 
and how it evokes mood, tone and com-

municates ideas”



8

Deart of information 
Denver took a formal training at the 
International Colorist Academy at Bur-
bank. Besides that there was a real dearth 
of information that was out there, so this 
is what inspired the creation of Color 
Grading Central… There simply wasn’t 
information out there. Now there’s tons 
of tutorials on YouTube, but at the time 
there wasn’t really anything at all.

Denver’s videos are super dry untilyou 
need them, then they’re a lifesaver. His 
content eventually spawned a community 
of color enthusiasts and professionals 
whose conversations and problem-sol-
ving exposed a lot of inefficiencies with 
current color grading platforms.

Final Cut X was limited in it’s 
functions
“I was running Color Grading Central 
and was just producing different training 
videos for people wanting to learn more 
about color grading. If you’re familiar with 
the history of Final Cut X, you’ll know that 
in 2011, when it was released, it wasn’t the 
most well-received. Professional users felt 
that there were some features that were 
missing, and if you remember the history 
prior to Final Cut X, Final Cut Studio 
contained a dedicated color grading system 
called ‘Apple Color’.”  
The color port was a kind of revolutio-
nary way of producing color correction, 
but at the same time it was still limited 
with what it could do.

A couple of years later, the first software 
plugin was released specifically for Final 
Cut called LUT Utility and that allowed 
users to apply 3D Look Up Tables. There 

Denver Riddle’s contribution to the color grading community could have ended after the creation of Color 
Grading Central, the website and Facebook user group that made learning, discussing, and troubles-
hooting color grading easier than ever. Four years later he would release Color Finale, a plugin for FCPX 
that brought lost color grading options and added features to Final Cut. In a world of macro post-produc-
tion behemoths like Final Cut, DaVinci Resolve, and Adobe Premiere, Denver excels in making the micro 
details much easier to achieve.

was starting to be a market for these 
lookup tables because there were all of 
these Log cameras.

LUTS gives the project an overall 
look 
LUTs, or “Look Up Tables,” are typical-
ly applied after footage is matched and 
graded to help give the clip or project 
and overall “look.” These can range from 
simple contrast shifts to film stock emula-
tion. There’s an easy misconception that 
LUTs can do most of the color grading 
work for you. Denver, though, does a nice 
job of explaining their use in relation to 
the color grading process as a whole. 

There’s a variety of ways you can grade 
Log. You can do it manually, you can 
adjust the lift, gamma, and gain controls, 
and you’re adjusting the contrast. It takes 

a little bit more work but you can craft 
and shape that gamma curve to the way 
you like. You can apply a Look Up Table.
There’s a plethora of LUT’s out there. 
LUT Utility will enrich your color gra-
ding process, but it won’t help you actual-
ly break down the look of your film. For 
that, Denver created Color Finale.

Color Finale 
“The same developer that we had develo-
ped LUT Utility with, we ticked around the 
idea of creating a more full color correction 
tool for Final Cut. We had the opportunity 
to participate in a survey, maybe around 
2014… We found that half of users were 
doing all of their color correction from 

inside of Final Cut and the other half was 
sending it out to something like DaVin-
ci Resolve… What we sought to do was 
bridge that gap between Final Cut - being 
a very fast and modern editorial plat-
form that I really feel like has really been 
disruptive in the editorial space in terms 
of magnetic timeline and all of the other 
great things about Final Cut - then adding 
professional color tools that are normally 
found in dedicated grading systems like 
DaVinci Resolve. So we added the Telecine 
color wheel. 

The Telecine Colorwheel 
This was something that was already 
found in Final Cut 7, but it was missing 
in Final Cut X. Curves was another really 
big popular one, a lot of photoshop artists 
love to grade with the curves. Denver  
introduced the Six Vectors tool, which 

allows you to do some really fast and 
accurate secondary color corrections. It’s 
like the saying goes, ‘Necessity is the mo-
ther of invention,’ and Denver just felt like 
Final Cut was a tool that really needed 
this and that’s why he created it.

Pitfalls of software development
All of this was easier said than done. 
Denver soon discovered the pitfalls of 
software development.
“What I’ve learned is that software de-
velopment is really difficult. I mean, I’m 
more of a vision guy, where I’m kind of 
looking at the end result. I also do a lot of 
marketing, so I try to anticipate where the 
market is going and try to create a product 

“Neccessity is the mother invention”

,
Color Grading Doesn’t Have 
to be a Chore,
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that meets a need. I think I underestima-
ted how difficult it would be for software 
development because you have so many 
bugs that you encounter and whereas 
Color Finale is a plugin that runs on a host 
application being Final Cut, there’s a cer-
tain framework that we have to work in, so 
we’re sort of sandboxed in… It’s a miracle 
at all that it even works. It does require 
a lot of beta testing to make sure that it 
works, so many different users out there, 
so many different system configurations, 
that it’s really difficult to try and nail down 
every possible scenario, so you’re just kind 
of chasing a lot of bugs during the initial 
beta period, during the initial launch, and 
a little while after it’s released.”

Despite early bug issues, the overall 
response to the Color Finale launch was 
very positive. For Denver, the highlight 
came during his first phone call from 
Apple.

Color Finale gained in popularity
“We were pleasantly surprised with its 
reception and how it’s gained in popula-
rity. I can tell you that Apple loves us, I 
still remember when they called us to ask 
us if they could get some licenses so they 
could use it as a demo at one of their trade 
shows. I feel like I can constantly say that 
it’s the number one grading platform for 
Final Cut. That’s the preference, that’s the 
sentiment that you see on social media. 
We’re really proud of that.”

Color Finale was just the beginning, 
though. As the software gained steam, so 
did Denver’s ambitions. 18 months later, 
Color Finale Pro was launched, turning 

the streamlined, elegant, features of 
Color Finale into a truly efficient, 
dynamic, system.

Color Finale Pro 
“In October, we released the Pro ver-
sion, which includes color managing 
through ACES, that stands for Acade-
my Color Encoding System. There’s all 
of these different cameras and color 
spaces, so if you have an edit with 

Just Ask the Creator of 

“We just felt like Final Cut was a tool that really 
needed this and that’s why we created it”

 STORY     

different cameras, if we support of have 
that camera in there then you can make 
those cameras match and get them into the 
same color space, which is ACES, a really 
wide color space… We also incorporated 
support for any of the Tangent devices, 
the control surfaces, it supports those. We 
added Grade Management, so if you have 
two clips where you want to apply the 
same correction to, you can actually group 
them together and create a simultaneous 
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Denver Riddle

correction. We also added the ability to 
save and apply presets, so if you want to 
save a correction for a future clip, then you 
can do that.”

Perhaps the biggest addition with the 
launch of Color Finale Pro is the one that 
has brought Color Finale outside of the 
confines of Final Cut. The LUT Gallery 
feature, which allows users to preview 
and compare LUT effects before they’re 
applied (saving tons of time), isn’t only 
useful for Final Cut users.

LUT Gallery, a collaboration with 
‘Da Vinci Resolve’
“We’re planning to release our first plugin 
for DaVinci Resolve, which is called ‘LUT 

About color grading 
To Denver, color grading is an exten-
sion of good cinematography, which 
makes sense given that he started 
as a DP. At this time, color grading 
software was difficult to learn and 
very expensive to acquire (this was 
pre-DaVinci Resolve), and his transi-
tion to color grading had a profound 
impact on his mentality as an even-
tual teacher and software developer. 
Denver notes:

“I started out as a Director of Photo-
graphy and, because I really wanted 
to continue to shape the final look, I 
felt like color grading was a natural 
extension of good cinematography... 
At the time, there was hardly any 
information about color grading out 
there. DaVinci Resolve hadn’t come 
out yet and been disruptive in the co-
lor grading space specifically. Besides 
a couple handful of books, there were 
no tutorials online, so it was difficult 
for me to learn, to get good at the 
craft. It was a lot of trial by error. 

Gallery.’ LUT management can be a chal-
lenge inside of DaVinci Resolve. They’ve 
[LUTs] been given a bad reputation from 
a small group of people that they’re black 
boxes. Which is true, you can’t tell what 

effect a LUT has until after it’s applied, so 
if you’re drilling down through a bunch 
of lists and sub-menus, they can be really 
difficult to find the right lookup table or 
right look you’re going for. LUT Gallery 
allows you to preview what effect lookup 
tables have in real time, so you can choose 
the one that looks best.”

Color grading is not about 
professional exclusivity
Denver is also developing a standalone 
version of LUT Gallery for Final Cut 
users who may not want all of the Color 
Finale features. Excuse my corniness, but 
Denver truly sees color grading in shades 
of gray. There are an infinite number of 
ways at every skill level that color grading 
can improve an image. For Denver, color 
grading has never been about professio-
nal exclusivity, it’s about finding solutions 
for every project and every budget.

“It all depends on the individual and their 
circumstances. It depends on how much 
time and how much they want to pursue 
color grading. I think everybody appreci-
ates color grading as a value and invest-
ment, but not everyone wants to spend 
the necessary time to learn that language 
and become knowledgeable in breaking 
down and describing a look. They might 
opt for applying a LUT as a quick fix. It 

“Color grading is an extension of good 
cinematography”

all just depends on their circumstances. If 
they’re just a small shop and they’re editing 
and color grading in-house, it might not 
be advisable to become an expert at color 
grading.”

Production value of color grading
That inclusive mentality is what kept 
the Color Grading Central communi-
ty growing, it’s what makes Denver an 
effective teacher, and it’s what largely sets 
his software apart from the rest of the 
field. Denver Riddle doesn’t think color 
grading is a chore, and he doesn’t want 
you to either.

“Color grading is the last final step and it’s 
really a lot of fun. It’s amazing how one 
little Look Up Table or one little correction 
can have a profound effect on production 
value… A lot of people really enjoy color 
grading because you can get a really big 
return on investment with it.”

Happy grading, filmmakers.
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One, two, three, four. 
One, two, three, four. 
One, two, three, four. 

One, two, three, four. 
One, two, three, four. 
One, two, three, four. 
One, two, three, four...

By now, maybe you skipped most of that 
because you couldn’t imagine the purpo-
se of it or you thought it must be some 
kind of mistake. Or, maybe you trusted 
this article enough to read each number, 
which allowed a rhythmic pattern to en-
ter your head. The repetition forces you 
to stop reading and start recognizing the 
shape of the words. It’s similar to speed-
reading. Your mind forms a flow, and 
after a few counts you begin to say the 
phrase, “one, two, three, four,” the same 
way each time.

Once the flow is formed, it’s hard to 
break unless you give it a different flow. I 
used the word “rhythmic” earlier. Please 
note there is a major difference between 
pacing and rhythm of a film. 
Pacing is the timing of cuts, the topic of 
this chapter. Rhythm is the flow and se-
paration of the overall story. The purpose 
of the one, two, three, four count is to 
show you the foundation of what pacing 
actually is in a film. 

Four principles of pacing
Pattern, symmetry, flow and timing are 
the four principles of pacing. Pacing 
is your single most important editing 
philosophy and is the hardest to grasp. I 
could sit side by side with you for a year 
and you still might not master it. The key 

to pacing is to understand the difference 
between good pacing and bad pacing. 
Mastering pacing is something you 
should strive for, but there will never be a 
day when it comes to you automatically. 
At times you may be sharp, and at other 
times you may be sloppy, but you are 
generally never going to be perfect.

Defining Pacing
Pacing is an abstract concept that takes 
practice, practice, and more practice. But 
don’t get frustrated. I’m working on a 
music video right now and I had to recut 
it three times until I felt the pacing was 
right. That’s the nature of editing. The 
important thing is that I knew the first 
two cuts were not paced well and that the 
third cut was right. I knew when to keep 
going—and when to stop. That’s what you 
need to understand about pacing.

The biggest misconception about pacing 
is that it has anything to do with speed 
(fast cuts or scenes) or time (length). It’s 
often assumed that the faster something 
is edited, the better the pacing is. Wrong, 
wrong, and more degrees of wrong. 
Something that is cut fast can be perfectly 

paced. Something that’s cut extremely 
slow can be perfectly paced.

Pacing Examples: Slow and Fast.
A lot of great editors believe pacing is 
managing and utilizing the space in a 
scene—space meaning dead air. Some 
of the greatest examples of pacing come 
from Quentin Tarantino. The pacing of 
the conversations in his films really sets 
the bar for pacing. An example that sticks 
out in my head is the basement bar scene 
in Inglourious Basterds.
That scene is a masterpiece when it 
comes to pacing—yet the pacing is very 
slow. That particular scene manages the 
space very well. There are long pauses 
between lines of dialogue and it feels just 
right. The pacing builds intensity instead 
of diminishing intensity. Yes, the great 
writing and acting help, but the editing 
is a crucial element. In fact, the editing 

Pacing is your single most important editing philosophy and is 
the hardest to grasp. In this chapter from Out of Order: 
Storytelling Techniques for Video and Cinema Editors, Ross Hockrow defi-
nes pacing and discusses the principles of pacing and the timing and types of 
cuts.

“Once the flow is formed, it’s hard to break unless 
you give it a different flow”
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      Timing and Types of Cuts

may be the key ingredient to making that 
scene, and all scenes like it, the master-
piece it is.In this scene in particular, the 
viewer has a pretty clear understanding 
of what’s going to happen, and the long 
pauses in the dialogue allow them to 
relish the anticipation of the predicted 
outcome

PACING 
 For Video & Cinema Editors 

Pacing ties directly into story arc and 
conflict. You’ll notice in that scene that 
the back-and-forth dialogue gets slower 
as the scene goes on. What’s happening is 
that the scene gets slower as the outcome 
becomes clearer. 
Tarantino uses anticipation as a means to 
manage the dead air in the scene. 

The pacing gives you plenty of time to 
anticipate the many possible outcomes of 
the scene.
Pacing can, and often does change. 
The pacing of a particular scene is for 
that scene only. Pacing is a situational 
concept, which is why there are no magic 
bullet points for getting it right.

Pacing and Effects on the Viewer
The speed of scenes may be very 
different — one fast, one slow. 
Pacing is situational. It’s based on the 
desired feel, mood, or outcome, and is an 
ever-changing phenomenon. There is no 
set rule. It’s not as if drama is paced this 

way and comedy is paced that way. 
There certainly are trends, but no rules. 
A scene may start out fast paced and yet 
slow down right in the middle.

You need to learn the importance of 
feeling the right pace. Most of the time it 
comes down to feeling and instinct. Con-
sider a heart-rate monitor. Slow indicates 
tension, fast means intensity or action, 
and normal means, well, normal.

Slow Pacing
A slow heart rate represents things like 
tension or anticipation. Beep ... beep ... 
beep. Those long spaces give you time 
to think. What’s happening? When will 
the next beep come? Will the next beep 
come? You have time to anticipate. You 
have time to let your mind wonder about 
the possibilities. You can feel the tension 
in the room.

The slow heart rate can fall on the totally 
opposite end of the emotional spectrum 
as well. You can also relate romance to a 
slow heart rate and rely on the very natu-
re of being in the moment to create that 
pace. Picture a couple lying in bed with 
dim lighting. They’re laughing, giggling, 
and talking about their future together. 
The long spaces between their lines 
can let you project yourself into their 
moment, or think of a moment that was 

ARTICLE
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similar in your life. The slow pacing is a 
good calling card for romance because 
it allows the viewer to really feel what’s 
happening in the scene.

Fast Pacing
A fast heart rate represents action or 

intensity. Beep beep beep beep beep gives 
you no time to think; you’re just percei-
ving the storyline at an alarming rate. A 
great action scene or otherwise intense 
scene should actually raise the viewer’s 
heart rate.

My best friend is a neuroscientist. We 
discovered that the way a film is edited 
has physical effects on the viewer. We 
found the effects to be most apparent 
during action sequences. We monitored 
the heart rate of several subjects in three 
age groups, all with similar health his-
tories. We had them all watch the same 
movies in the same environment and 
noticed a spike in heart rate during the 
action sequences. The spike was relatively 
substantial—an average increase in heart 
rate of 9 percent. It wasn’t on the level of 
a workout, but there was a common spike 
among them all at the same point in the 
film. That may not seem like a lot, but if 
you consider that the subjects were sit-
ting in chairs and not doing any physical 
activity, it’s pretty impressive.

Then we showed them all an action 
sequence from a different film, out of 
context, and nothing happened. That 
suggests that context, or the lead-in, 
matters for emotional investment. And 
then we did a third test: We showed 
one test group an action sequence with 
poor pacing and we showed another test 
group the action sequence with perfec-
ting pacing. The results were amazing. 

The viewers who watched the film with 
proper pacing had the physical response. 
The ones who watched the film with im-
proper pacing showed no spike in heart 
rate whatsoever. It was a fascinating test, 
and one day I hope to do a real study and 
publish the data. But for now, my point is 
this: Pacing affects the viewer physically. 
And note that the lead-in to scenes also 
has an effect on how successful certain 
moments will be.

Fast-paced scenes should keep viewers on 
the edge of their seat. There are diffe-
rent levels of fast. There is fast dialogue 
cutting, and then there is car-chase–like 
action. Obviously the action sequence 
with no dialogue, or limited dialogue, 
will be much faster, but keep the heart 
rate monitor in your mind. For the sake 
of argument, let’s say that a fast cutting 
dialogue scene would hit 90 on a heart 
rate monitor, and an action sequence 
would range from 120 to 150. (Please 
note that these rates represent our scaled 
measurement, not a viewer’s actual heart 
rate. Just know that the viewer’s heart will 

be beating a little faster than normal.)

Normal Pacing
Normal is the constant in the equation. 
Normal equals nothing—no drama. 
Normal is your normal heart rate in eve-
ryday life. Normal is you getting dressed. 
Normal is you eating breakfast. Normal is 
important because when something not 
normal occurs, you recognize it. Normal 
is the gray area between black and white. 
A good film is normal much of the time. 
It’s the flat parts of the rollercoaster bet-
ween the ups and downs.

This is why pacing changes all the time. 
Let’s say Jenny is outside working in 
the garden, minding her own business 
(normal). We hear a child screaming 
from inside the house, and Jenny pauses 
to listen. (At this point, the slow heart 
rate amplifies the anticipation.) Then the 
scream happens again, and Jenny runs 
inside and finds a burglar robbing the 
house. (Fast heart rate.) That one scene 
could take you through a spectrum of 
emotions and heart rates, and the pacing 
(timing of cuts) should match each part 
of the scene.

Now that you have a general idea of what 
pacing is, it’s time to break down the 
principles of pacing.

TEMPLATE AFTER EFFECTS
KERST EDITION -  SNOWFLAKES
Via deze QR-code toont Chaline haar creatieve digitale 
Kerstkaart. Leer zelf ook een hoe je sneeuwvlokjes op je 
kerstkaartje laat bewegen. Contacteer Chaline Matthyssens 
via R0714634@student.thomasmore.be voor meer info! 
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Which non-linear editing 
application should a graduating 
high school senior 
be certified for?

This is a tough question with many opinions on the correct answer. 
When asked, I answer Adobe Premiere Pro. 
Here’s why. There was a tweet the other day asking an interesting question about 
non-linear editing certification for a graduating high school senior and which 
NLE certification would be most valuable. 

We can put the debate of “certification” 
aside for this discussion and exactly how 
valuable that really is (most professional 
editors will tell you they have never been 
asked if they are certified when hired for 
a job) and focus on the question asked:

Twitter is not representative
As you can see in the poll above those 
NLEs listed were Final Cut Pro X, Avid 
Media Composer, Adobe Premiere Pro, 

and DaVinci Resolve. Who is beingUS? 
Why they didn’t actually get the NLE na-
mes right for their poll but let’s forget that 
too. At least the got the ‘e’ on Premiere. 
You wouldn’t take the results of a Twitter 
poll as gospel either if you’re deciding 
which app to certify your students with. 
In fact, Final Cut Pro X would be the last 
of these four NLEs that I would pick for 
certification. 

Which NLE is most valuable for a
HS senior? 
The important part of this discussion is 
what will be of most value to the stu-
dent both from a learning perspective 
and what will benefit them after leaving 
school. Despite what that poll (currently) 
says we don’t think FCPX is the answer 
because it functions so differently from 
every other NLE and it’s less likely to be 
encountered in the open market.

This is a discussion must have happe-
ned a few times. and we all already have 
opinions on it so instead of trying to talk 
it out in tweets here is our answer and the 
reasons why.

Adobe Premiere Pro 
We think that Adobe Premiere Pro is the 
best option. What’s the reasoning? If you 
have your own reasons or you think a 
different certification would be better for 
a graduating senior then please comment
on our website www.postmagazine.com

Adobe Premiere Pro is a lateral move to 
any other NLE
The core concepts and functionality of 
Adobe Premiere Pro is very “middle 
of the road” when it comes to how to 
operate an NLE. While Final Cut Pro 
X is perhaps easier to learn overall the 
basics of ingest, cuts and dissolves, titles 
and export can be learned very quickly 

  TIPS 
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in Premiere as well. Once those basics of 
3-point editing are established that very 
core concept is used in all NLEs whether 
you mark IN to OUT points or Start/End 
ranges.

The more complex one: Avid
Avid is definitely a more complex beast 
when it comes to ingest and export as 
well as handling media once it is in your 
project, both in the bins and in the time-
line. Resolve is still new in the creative 
editing market and while it’s really good I 
think it has a steeper learning curve for a 
young mind thatn Premire. 

FCPX, Other way of working 
FCPX works in its own unique way 
across the board, and many of the core 
tool operation skills would have to be 
unlearned once a student is out in the 
world. Not a good position to be in if 
you’re looking for a job.

In many markets, Adobe Premiere 
Pro is currently the most used NLE
Premiere is also very powerful once you 
dig deep and can be tailored to many 
different ways of working.

In many markets, Adobe Premiere Pro is 
currently the most used NLE
This point is purely anecdotal but beyond 
being based on my experience working 
in a market outside of Hollywood, New 
York City and LA I’ve talked to a lot of 
editors and product vendors. That answer 
is almost always Adobe Premiere Pro. But 
it’s an answer that isn’t always 100% right 
and might vary depending on who you 
are talking to and what markets they are 
around. 

The 5 things series option 
On ‘The Truth About Video Editing Soft-
ware’ in Hollywood tackles this question 
with another, very good opinion.
That tweet reply sums it up well about 
Avid. If you want to work in features and 
broadcast tv, then Media Composer is 
the right choice. But that is still a niche 
market when you compare all the other 
types of media production out there these 
days. There are a lot of agencies, produc-
tion companies, post houses, corporate 

marketing departments, 
directors in their be-
drooms, producers in 
their garages, secretaries 
in their cubicles, etc., 
etc., etc., working on 
Adobe Premiere Pro. 
Why is that? I think a 

large part of it is that many entities have 
a subscription to the Creative Cloud, so 
there sits Adobe Premiere Pro when it co-
mes time to make that social media video 
shot on an iPhone. Many departments 
who have researched which NLE to build 
their department around has found Ado-
be Premiere Pro to be very functional 
and incredibly powerful. These depart-
ments have used Photoshop, Illustrator 
and InDesign for years, so Premiere is a 
logical step.

The cost of Creative Cloud might be 
paid by someone else
The cost of Creative Cloud might be paid 
by someone else. Since Adobe Premie-
re Pro is part of the monthly Creative 
Cloud subscription package that might 
mean students would have access to the 
entire CC suite of tools via their school’s 
licensing, so they don’t have to pay for it 
themselves. While there are educational 
discounts for the Creative Cloud if stu-
dents are left to pay for it out of their (or 
their parent’s) own pockets, they might 
not be able to afford it.

World of possibilities 
Access to the entire Creative Cloud suite 
opens a world of possibilities. If students 
do have access to the Creative Cloud, 
then there is a possibility they can be ex-
posed to a vital part of the media produc-
tion world they might not otherwise get 
exposure to: motion graphics and audio.

Even a few beginner lessons through 
Adobe After Effects and Audio Audition 
can lay a foundation for the concepts and 
importance of motion graphic design 
and audio production. I’m not under any 
misconception that a class in AE and 
Audition will make a student an expert 
in either field, but neither will “certifi-
cation” in an NLE make them an expert 
in editing. That only comes from years 
of experience. By having access to these 
powerful graphics and audio tools, it can, 
hopefully, reinforce the importance of 

Premiere Pro is the most valuable certification 
for a graduating High School Senior

these skills when emphasized by the right 
teacher. It can also steer a student to dig 
deep into a more specialized skill that 
could be a career path should they take 
to it.

And what else is in that Creative Cloud 
subscription they might not have to pay 
for? Print, design, web and a whole host 
of other applications that might whet 
the student’s appetite for other creative 
endeavors.

What about the others?
FCPX is cheap, and you can learn Media 
Composer for free. Resolve is free too.
If the educational institution carries 
the cost of a Creative Cloud subscripti-
on then that might make it easier for a 
student to find the necessary funds to 
purchase Final Cut Pro X. Apple offers a 
$200 Pro Apps Bundle for Education that 

includes all of their Pro Apps so a student 
could learn FCPX on their own time.

Better than $200 is the free Avid Media 
Composer. First which is a full-featured 
version of Media Composer for free. It’s 
an unbelievable value and any student 
who learns the ins and outs of Media 
Composer. First will be able to sit down 
in front of a full version of Avid and feel 
right at home. They can learn probably 
75% of the buttons and features of Avid 
whether on Mac or PC.

DaVinci Resolve is also free for what is 
perhaps the single greatest value in all of 
media production. As far as basic editing 
goes Resolve functions similarly to Pre-
miere so, again, that proper learning of 
PPro can be a lateral move elsewhere.

Yound minds, ready for the future
Young minds are ready to be filled with 
knowledge so if they have some access to 
Adobe Creative Cloud via their school 
they stay up all night with FCPX, Avid 
or Resolve and learn on their own with 
YouTube as their teacher. They might not 
learn things the right way on YouTube 
but they can certainly learn, for free.
Finally and most importantly …

Those storytelling chops will have to be 
learned elsewhere. No NLE certification 
is going to teach a student how to tell 
a good story, only how to push some 
buttons.
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ARE YOU  ABLE TO 

COPIE ?
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Hulp nodig voor de look 
van je social media 
kanalen?

“Social media er professioneel 
laten uitzien is de key tot een 

strakke look” 
CHALINE MATTHYSSENS

STUDENT MEB

De perfecte look voor je social media kanalen nodig? 
Als bedrijf is het belangrijk je sociale media kanalen te 
onderhouden en een strakke look te geven. Je profielfoto, 
hoofdingsafbeelding, posts zijn erg visueel en springen 
de bezoeker van je pagina direct in het oog. Het komt erg 
onprofessioneel over als je zo kan zien dat je foto van slech-
te kwaliteit is, je de pixels zo kan zien. Het laat de eerste 
indruk van je bedrijf achter (net zoals je een eerste indruk 
achter laat bij een solllicatiegesprek). Laat je helpen bij het 
finetunen van je sociale media.

Chaline Matthyssens helpt je bij het rebranden 
van je social media kanalen. 

Contacteer me: 
R0714634@student.thomasmore.be 

OPDRACHT 
PHOTOSHOP



Chaline Matthyssens 
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