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FOREWORD 
by Phil South  

When I was asked to write the foreword to the Making Better Movies With Moviestorm series, I jumped at the chance 

for two reasons. One is that it was Matt Kelland asking me. The other is that I love a chance to talk about movies. 

Ask anyone. Ignore their eye rolling;  they always do that. It's a sign of their deep fondness for me.  

Matt and I have been friends for many years , and I often think that one of the reasons that we  are still friends after 

all these years is that heôs one of the very few people I've ever met who cares as much about films as I do.  

I recall the genesis of Moviestorm very well . I t was called Machinemascope back then, and the whole reason it got 

created in the first place was to answer the question "is it possible to make movies on a home computer." Of course 

we now know the answer to that . It is  ï and not only is it possible, but many thousands of people have welcomed 

the chance to make their own films, for fun, for education and personal development and for profit.  

The problem though, as youôre probably aware, is that merely producing great tools and putting them cheaply and 

easily in the hands of anyone who wants to use them does not guarantee good work. You can hand anyone  a page 

layout program like InDesign or a music sequencer like Logic, or even a video editing software like Final Cut Pro, but 

you can't make what they p roduce any good. You rely on their  talent and experience to make good software produce 

great work.  

There are a lot of safety nets in Moviestorm which correct most of the common mistakes that beginning movie 

makers always make. A lot of composition and lighting elements have been taken care of, allowing you to focus (pun 

intended) on the job in hand. And no, the job is not making movies. Nope, the job in hand is telling stories. 

It doesn't matter if what you are making is factual rather than fictional. News edito rs talk about stor ies too. A story 

has a beginning, middle and end, and the structure helps you to "get" what the creator is talking about and enjoy the 

story they are telling.   

But how do you get good at telling stories with movies? It comes down to e xperience, of course, and experience 

comes through practice. So how do you get experience in film making, when it takes so much time and effort to 

make even the simplest piece of film? You have to find actors and crew, then there are lights and cameras to buy, 

writers to bully , locations to findé and there are some scenes you just canôt film at all without a crazy budget. Itôs a 

problem filmmakers have faced for a hundred years. But now thereôs a solution in the form of Moviestorm . 

You see, Moviestorm doesnôt just allow you to make finished movies if you are already an accomplished storyteller. It 

allows you to grow your own  storytelling talent by putting in movie -making hours. As I said above, in the world of 

filmmaking, practice usually involves a lot of equipment, money and mostly time, both yours and other people's. It's 

hard for most people to put in the hours . Itôs a lot like a pilot who hasn't got easy access to a plane.  So what does 

he do? He books time in a simulator. Even if a trainee pilot  has regular access to a plane, he still books a lot of time 

in a simulator because it's much cheaper and safer than using a real plane. He can practice whenever itôs convenient, 

and by logging enough hours he improves his skills almost automatically.  

The same is true of any technical ability which has some art to it. The more you do it, the better you get. It's a 

creative muscle memory. It's the same with creativity and mastery of your storytelling chops. The more you do it, the 

better you will get. Shots flow to shots in a seamless hypnotic glide, because you know what you are doing and you 

know exactly where to go at any one time, in the service of your story.  
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This excellent series of books will guide your development. In each of the carefully structured and easy to follow 

exercises Matt leads you through all the movie making tricks  you will need, from the most common to the most 

difficult . It's a simple regime to follow:  just read what's on the page and do it. Then do the next one , and the next , 

and keep working your way through . Pretty soon you'll be flying through them ,  and your mastery of both 

Moviestorm and film technique will grow. Most important ly, you can please yourself as to when you log the hours in 

your virtual movie-making cockpit. Take your time, and stagger the sessions across a number of weeks rather than 

trying to do it all at once.  

Donôt make the mistake of thinking that all you need to do is read how itôs done. Youôve got to actually do the 

exercises. Try all the variants, review your work critically, and then do the follow -ups. The whole point is that when 

you start filming for real , youôve done this so many times that youôre instinctively falling back on hundreds of hours of 

real, practical, hands-on experience in the simulator.  

Always remember, learning how to make films to tell stories is not about theory.  It's about practice.  If you want to 

get good at telling stories with films, there is absolutely no substitute for  putting in the hours. I won't scare you by 

telling you how many hours th ey say it takes to become a genius, but it's a lot. Genius will take time, but getting 

good at telling your own stories just became a lot easier.  

 

Phil South 

 

Phil South is a professional writer, creative writing teacher and filmmaker , based 

in the South West of England. He taught filmmaking to wide -eyed first year 

technical students at the Bristol Old Vic Theatre School for seven years after a 

long career in writing and animation. He currently shares his energies between 

his creative writing blog http://goingdownwriting.wordpress.com and his band 

The Sinatra Test http://sinatratest.ideasdigital.com.  
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I NTRODUCTION  
This series of books grew out of a selection of articles I wrote for the Moviestorm blog in 2009-2011 on how you can 

use Moviestorm to practice film techniques. Several people contacted us to ask whether we had any specific 

examples of how to do it. I realized Iôd talked a lot about theory, but very little about practice. I therefore decided to  

put together this collection of simple exercises you can do to learn individual techniques.  

There will be several volumes in the series, covering a range of techniques including staging, editing, lighting, sound, 

and more. This initial volume covers the basics of camerawork. 

These exercises aren't in any way specific to making movies with Moviestorm. They're standard techniques that apply 

to all forms of film. For ex ample, one exercise focuses on filming a scene without moving cameras, and then filming 

it again but allowing the camera to move. Another, in the volume on staging, requires you to shoot the same scene 

with and without extras.  You can take what you've learned to any other film -making medium - full CG animation, 

live action, or whatever. Itôs about learning skills, not about learning to use specific tools or media. 

The main advantage of using Moviestorm as a training tool  is that you can practice whenever it's convenient for you, 

and you don't need to assemble a cast and crew each time. And if you're not happy with what you've done, you can 

easily go back and do it again and again until you're satisfied ï reshoots are cheap easy! 

The other advantage of using Moviestorm is that youôre not constrained by the usual problems of the student film-

maker. You donôt have to worry about shutting down city streets to film in the middle of Manhattan or London. You 

can have a huge crowd of extras. You can use cranes, helicopters or other equipment , and film stunt scenes, car 

chases, and explosions without worrying about insurance or cost. Moviestorm is a versatile tool that will give you a 

chance to learn the kind of things that most novice filmmakers canôt ever do in real life. 

The exercises are all fairly adaptable. Generally, you won't need any particular packs or content: any version of 

Moviestorm will do. Most of them work on the same principle: take a single scene, and film it in several different 

ways. You can use the same scene over and over again if you want - I often use a short scene from one of Per 

Holmes's training DVDs, and another, slightly longer one, from a parody soap opera I was working on some years 

ago. This is actually a pretty good way of working, as you can focus  explicitly on the one aspect you're practicing, 

and reuse much of what you've previously done; sets, characters, recorded dialog, and so on. You'll also develop an 

increasing empathy with the scene, and you'll find each take getting better and better, rat her like a musician 

practicing the same piece over and over. When you've worked your way through several exercises, go back and 

compare all the different versions with your first attempt, and see what you've achieved.  

This series of exercises isnôt a substitute for practicing with real kit. Youôll still need to get familiar with real cameras 

and lights, and youôll have to get used to working with real actors and crew on real sets. Practicing this way simply 

gets you used to knowing what youôre going to shoot and developing a sense of how itôs going to look when itôs cut 

into your final film.  

Although most of the book is written primarily for directors, itôs useful for others as well. Itôs an easy method for 

editors to generate the footage they need to practice cutting scenes in many different ways. Itôs a good way for 

scriptwriters to understand how their written words can be portrayed on the screen. Itôs a useful way for camera 

operators to practice filming , or for producers to understand how creative choices affect the production costs.  

Most importantly, though, itôs a way to ensure that when you start making movies for real, youôll know exactly what 

youôre doing, and you wonôt be wasting everyone elseôs time and money trying to figure out the basics. As weôre fond 

of saying at Moviestorm, ñshoot first, ask questions laterò is the maxim of the unprepared filmmaker , and ñfix it in 

postò is just another way of making trouble for your editor.   
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EXERCISES 
How to use this book  

The book is set out in a workbook format. Each exercise uses a standard structure: 

Technique:  what youôre going to focus on 

Scenario : what type of scene works best for this 

Exercise:  what you do 

Review:  you critically analyze your work and see how the diff erent versions compare 

Follow -up exercises:  more things you can try to develop this technique  

 

To get the best from this book, itôs important that you do two things. 

First, you must actually do the exercises.  

Reading them wonôt make you a better film-maker any more than reading about sports will make you an athlete. 

While developing Moviestorm, Iôve shot literally hundreds of hours of animated footage over the last few years. 

Looking back at the things I made early on, the improvement  is obvious. Now, when I need to film something like a 

simple dialog or a walk, Iôm not wasting time. As I read the script, I instinctively know how I want to film it. Camera 

angles and moves, cuts, staging, lighting, and even sound come alive in my head. These days I donôt even make a 

storyboard; I simply go straight to Moviestorm and quickly block out a rough version. That kind of fluency comes 

from having shot the same type of scenes over and over again. 

Second, you must be super-critical with yourself when it comes to the reviews.  

The aim isnôt to complete all the exercises as fast as possible. Itôs to learn from them and find ways to improve. In 

most cases, there are no right and wrong ways to shoot these scenes (although there are accepted conventions itôs 

useful to be familiar with ). Itôs about trying out different things to see what happens. Even if they donôt work, youôve 

learned something. So donôt just give yourself a pat on the back and move on. Be picky. Find the things you donôt 

like. Ask yourself if that scene could possibly be any better. At some point, you wonôt find anything more you can do 

to it. So move on, but come back to it later when youôve practiced some new techniques. Iôll guarantee youôll see 

new ways to film the scene.  
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 STATIC VS MOVING CAME RAS 

Technique  

Film a scene with and without moving the cameras.  

This is probably one of the most important film techniques to practice. Itôs one of the main elements that 

differentiates film from any other medium. Creating interesting compositions is just the starting point: t he next stage 

is learning how to get between those key frames. Thatôs where camera motion comes in. 

Good camera movement is critical to the flow of your film. Bad camera movement, however, is distracting. Just 

because you can move the camera doesnôt mean you should! Itôs essential to develop an innate sense of time and 

motion, and ensure that each of your camera movements fits with the scene, the script, the story and the sound. 

You also need to be aware of the shots before and after each movement and consider whether you are changing 

direction or speed when you cut.  

On the other hand, as well as learning to use motion, you need to get practice with using static cameras. Although 

the temptation is to move the cameras frequently , static shots are often just as effective. Theyôre also quicker and 

easier to shoot, since you donôt have to worry about coordinating the camera and the actors. You may also be 

restricted in other ways: although you may want to move from a high crane shot  into a ground level shot, the reality 

may be that youôre shooting from a high window or platform, and you donôt have that option. 

Itôs only when you edit the scene together that you really find out what works and what doesnôt. Drawing arrows on 

a storyboard doesnôt always give you an accurate sense of how a shot will come out. Even on set, you may get some 

great shots, but that doesnôt mean theyôll edit together well. This exercise trains you to think in terms of complete 

scenes rather than individual shots, and helps you understand how to use camera motion effectively.  

 

     

If you were moving the camera, you could gently push in from the medium close shot to the close shot. 

However, if you just cut  between two static shots, you'd create a jarring jump cut. In this case, you'd need to 

cut away to a different shot and then back in.  

 

Use a short scene, between 1 minute and 90 seconds. Dialog or action scenes 

can work equally well, and you can use interior or exterior locations.  
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 STATIC VS MOVING CAME RAS 

First film the scene using completely locked cameras. To give yourself maximum constraints, do not even allow 

yourself to pan or zoom: the framing must stay constant throughout. You can use extreme camera angles, as if you 

had cranes or other equipment, but the camera must not move.  

Now film the scene again, but allow yourself full freedom of movement: you can pan, track, dolly, zoom, or anything 

else you want. 

 

Review  

How does the camerawork affect the scene?  What does the motion add to the 

scene? Is it distracting? 

When youôre moving the camera, do the shots flow well together? Does the 

scene feel coherent, or is there a stop-start feel to it?  

Do you like your camera movements to go all the way from the beginning to the 

end of the cut, or do you prefer a  pause before and after the movement? In 

what circumstances would you use or not use a pause? 

How do the different constraints affect your cutting pattern (i.e. when do you 

use a move instead of a cut to get to a new framing)? Do you still cut at the 

same places? 

Do you have to change the staging between the two versions?  

How well can you cover actor movement when you canôt move the cameras? 

What scenes work well for static cameras and which benefit from motion?  

How many setups would you need for the different versions? What kit would you 

need? 

 

Follow -up  exercises  

Refilm the scene using very slowly moving cameras in place of the static ones from your first version, pushing in or 

panning slightly. What difference does adding just this small amount of m otion make? 

Add different music. How does this affect whether you prefer static or moving cameras, and the speed at which the 

cameras move?  

Film several scenes and ensure that the amount and style of movement in each is coherent and appropriate to the 

scene. They do not need to be the same, but they do need to go together successfully. For example, have two 

consecutive dialog scenes, then an action scene, and finally another dialog scene. 
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LONG SHOTS VS CLOSEUPS 

Technique  

Compare the effect of filming the s ame scene in two different ways.  

The most basic decision you make every time you shoot a scene is the framing. Probably the first thing you think of 

will be the shot size. The amount of person you see in the frame is your primary compositional element, and  that, 

more than anything, determines how your audience sees your film.  

Your main decision is deciding what to leave out, and conversely, where to direct your viewerôs attention. Longer 

shots show more, but lack detail, especially on small screens. Close shots show less, but force the viewer to look at 

whatever you have determined is most important.  

 

 

     

The long shot gives a good understanding of the space and the surroundings. The closer shots allow the viewer 

to get more involved with the character s and their emotions.  

 

 

Use a short scene involving two or more people. You can use action or dialog 
scenes, though dramatic dialog scenes are probably easier. Either an interior or 

exterior location will work.  
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LONG SHOTS VS CLOSEUPS 

Film the scene using entirely long shots. You should be able to see the head and feet of your target character at all 

times. 

Film it again, but this time start with a master shot and then use close and medium shots only. Do not fra me below 

the chest at any point after the mast er shot. 

Finally, film the scene with a combination of long and close shots to  get a feel of how to mix them.  

 

Review  

How does the shot size affect the storytelling? 

Is it clear to the viewer who is the focal point at any one time?  

Does the viewer have an awareness of the space and the relative location of the 

characters? 

How do you edit the scene differently? Do you cut in the same places? If you use 

more camera movement, how does this affect the flow of the scene?  

What scenes work better with lon g shots, and what work better with close shots?  

How many setups do you need? What effect will this have on shooting schedule? 

 

 

Follow -up  exercises  

Repeat this with as many scenes as possible until you develop an instinctive feel for appropriate shot sizes. Filming 

action scenes is a particular challenge. 
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USING CU/ECU  -  TELEPHOTO VS CLOSE CAMERA 

Technique  

Experiment with two different ways of shooting close shots.  

When you film a close shot on an actor, you have two options: move the camera in close, or stay further back and 

use a long lens. While you may be guided by your DoP or be constrained by physical or technical limitations, they 

give quite different results, as the shots below illustrate. As the director, you need to be aware of the visual 

implications of the lens selection. 

In isolation, either type of shot can work well and look good, but you need to see them within the context of the film 

to tell which will work better for the specific scene. (This  is a good case for using pre-visualization rather than just 

relying on a hand-drawn storyboard.)  

Note that this exercise does not replicate physical issues with real cameras, such as the problems of focus when an 

actor is extremely close to the lens. 

 

     

Left: standard lens setting. You can see most of the rear character's upper body, and some background detail. 

Center: long lens. The character behind is now almost as large in the frame as the foreground character, and 

there is almost no background visible. Right: wide angle lens. There is a lot of background visible, but the 

foreground character appears distorted. This can be a useful visual effect for some scenes. 

 

Use a short dialog scene involving two or more characters. Use a medium size 
interior set or an exterior set. Choreograph the scene using no character 
movement, but add in gestures so that they are acting naturally.  Even though 
the body movement can't be seen, it will present the challenge of keeping the 

characters' heads in shot. 
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USING CU/ECU  -  TELEPHOTO VS CLOSE CAMERA 

Film the scene using close-ups wherever possible. Use the standard lens setting throughout . 

Film it again using the exact shot sequence and editing pattern, but use long lenses to make the shots look different.  

 

Review  

Compare the difference between the two versions. Which looks more natural? 

Which is easier to watch? 

What difference does it make when doing an extreme close-up compared to a 

head and shoulders shot? 

How easy is it to keep the characters in frame when they perform simple 

gestures and talk? 

Do you have to light the scene differently to make the different versions work 

well? 

What physical constraints did you have with camera placement (walls, other 

characters, props etc) that influenced your choices? 

 

Follow -up  exercises  

Have your characters move during the scene and see how this affects your camerawork. 

Can you successfully mix close cameras and long lenses in the same scene? 

Film an action scene or fight sequence using close-ups.  
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EXTENDED SHOT DURATIO N 

Technique  

Practice filming a scene with di fferent numbers of cuts to develop experience with shots that 

last a long time.  

Most shots last 3-6 seconds. However, sometimes, you want to have much slower pacing. Directors like Werner 

Herzog often use extremely long shots ï in Wozzeck, for example, some entire scenes are filmed with a single shot 

from a static camera. Alexandr Sokurovôs Russian Ark has no visible cuts at all, and appears to be a single moving 

shot 90 minutes long.  

 

     

   

Possible cutting pattern for an extended tracking shot: start close on the speaker and set the location - note the 

Eiffel Tower in the background. Pull back to reveal the listener. Continue pulling back along the table to show a 

room full of listeners. Move the camera to the side and then along the table so you can see the face of the 

person on the left. The speaker stays in view throughout, keeping continuity, but there is always something 

new for the viewer to look at. A shot like this can last 30 seconds or more with no problem.  

 

Use a scene about 1 minute to 90 seconds long. Dialog or action can work well, 

and either interior or exterior scenes are effective.  
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EXTENDED SHOT DURATIO N 

Film the entire scene using just a single master shot. Do not move the camera.  

Film it again with just one camera. You can move th e camera, but do not cut away.  

Film it a third time using as few cuts as possible ï make each shot last as long as possible. 

Film it a fourth time using whatever cuts you need.  

 

Review  

How does the cutting speed affect the overall pacing and feel of the sc ene? 

What do you need to do to make the first two versions interesting to watch? Can 

you sustain a single shot for that long?  

How does the duration of the shot affect your shot selection?  

What was the minimum number of cuts you felt you needed to make the scene 

interesting? 

What sort of scenes benefit from long shots and slow cuts? 

How many different set -ups did you use? What effect would this have on 

shooting time on set? 

 

 

Follow -up  exercises  

How long can you make a single shot last without it getting bor ing? 

Create a sequence where you follow characters through an environment without cutting away.  
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EMPHASIS ON DIFFERENT  CHARACTERS 

Technique  

Film a scene in different ways and change who the viewer  regards as the main characters.  

When youôre faced with a script, your first job is to decide how to portray that on the screen. Itôs not just a matter of 

filming what everôs in front of you. You need to interpret that script and choose whatôs important. That interpretation 

changes the whole film. 

For example, the script may involve an argument between a teenager and her father. Sheôs protesting that sheôs 

been grounded unfairly, but heôs resolute. Without changing a single word on the page, you can interpret this in two 

ways, allowing the viewer to empathize with ei ther of the characters. You can decide to make this scene about a girl 

being unfairly treated, or about a fatherôs problems with an unruly child. Significantly, choosing which character to 

emphasize isnôt the same as choosing who the viewer sympathizes with; although you may be directing their 

attention to the father, the viewer may still see him as a cruel, domineering parent. Effectively, there are two things 

youôre doing at once; youôre telling the viewer which character is more important  right at this m oment, and youôre 

enabling the viewer to identify better w ith that character. If they're thinking about the father , theyôll be making 

judgments as to whether he really cares about her, about his motives, and about the effect this argument is having 

on him.  

Some of this will, of course, come from the acting, but most of this comes from your directing style. A lot of the time, 

the viewer will simply project their own thoughts onto the characters; the same simple nondescript look in a reaction 

shot could mean boredom in one version and callousness in another.  

The easiest technique is simply to devote most of the screen time to your main character. However, you can do 

much more. By placing your main character in a dominant position, you make them seem more important. The 

lighting affects who your viewer looks at.  Camera angles affect the way the viewer sees the characters. Motion 

makes the viewer more or less involved with a character. 

 

   

Left: balanced emphasis. The viewer isn't sure who to focus on. Center: emphasis on the girl. She's in the 

foreground, and the man is dimly lit.  Right: emphasis on the man. Although he's in the background, we can't 

see the girl's face, and he's better lit. Her face is covered, reducing our empathy with her.  

 

Use a dramatic dialog scene. This exercise works best with two strong speaking 

parts with roughly equal amounts of dialog.  
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EMPHASIS ON DIFFERENT  CHARACTERS 

Film the scene emphasizing one character. 

Film it again, using the same dialog, but emphasizing the o ther character. Try to change the emphasis by using 

methods other than just giving the lead character more screen time: use lighting, sound, framing, placement of 

actors, editing and other techniques.  

 

   

Compare these two very similar shots using identical staging and camera angle. The left is the man's shot. The 

lighting is on him, and the girl's face is turned away. The right is the girl's shot. The lighting is on her, and she's 

looking towards the camera. Subtle staging like this can affect how the viewer reacts to your story.  

 

Review  

What did you do differently?  

How significant are the start and end shots of the scene? 

Does the viewer sympathize with the main character? How would you change 

that? 

Which version seemed to be a better interpretation of t he script? 

What led you to determine how best to interpret the script?  

 

Follow -up  exercises  

Put the scene into the context of a longer movie. How does changing the viewerôs perception of this scene change 

the way they see the rest of the movie?  

Use a scene where one character has much less dialog than the other and make the character with fewer lines more 

important . 

Add in a non-speaking part, and make them the main character; for example, a hidden observer, or a junior 

executive at a board meeting.  
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CONVERSATION  

Technique  

Film a standard two -person dialog scene in three different ways.  

Filming dialog is the single most important t echnique you need to master as a director. Most of the screen time in 

any movie is people talking. There are three standard ways to shoot a two -person dialog sequence, and all of them 

should be absolutely second nature by the time you get onto a set . Whatever your preferences may be stylistically, 

you may be constrained by equipment or time to use fewer setups than you would ideally like, so you must be ready 

to go with the simpler setups.  

Equally importantly, you need to be aware of whether youôre showing the speaker or the listener. While the editor 

will do the actual cutting, it is the directorôs job to decide what to shoot. This can completely change the way the 

scene comes across. 

There are of course many other ways to film a conversation, but this exercise will help you become proficie nt with 

the most commonly used conventional method. 

 

     

   

Standard camera set-ups for filming conversations. Master shot, over the shoulder shots, and close shots. 

Conventionally, you start with the master, push in to OTS shots, and then go to close shots before finishing on 

the master. Note that the shots are ba lanced, and the characters stay in their own side of the frame.  

 

Any two-person dialog scene will do, in any location. Aim for around 90 seconds 

to two minutes.  Have the characters stay still while they talk.  
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CONVERSATION  

Film the scene with a two -shot from a single camera. Move the camera if you want to add interest and to emphasise 

different characters at different times.  

Film the scene using a master shot and close one-shots on the two speakers. 

Film the scene using a master shot plus interior and exterior reverses (close shots and over the shoulder shots).  

 

Review  

Compare the three different versions.  How do they alter the feel of the scene?  

Is it necessary to maintain symmetry between the framing of the shots on the 

two people? 

What effect does it have on the scene whether you show the speaker or a 

reaction shot? What in the script suggests which of those you should use? 

How many different setups did each version require? How would that affect the 

shooting schedule? 

 

Follow -up  exerc ises  

Repeat this exercise over and over with as many different scenes as possible, experimenting with different camera 

angles and cutting patterns.  

Film conversations where one or more of the characters is moving. 

Add in a third person, and experiment with  three-person filming patterns.  This will involve a combination of two -

shots and one-shots with master shots. 

Continue adding more people. 

Experiment with new camera set-ups such as filming from behind. 
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TELEPHONE 

Technique  

Film a telephone conversation . 

Telephones are a standard ingredient in films, but the two people are inevitably in different locations. This presents a 

range of challenges for the director, since they cannot be filmed like conventional face to face conversations.  

 

First speaker: filmed close, facing right and framed left, like a conventional conversation set-up. 

   

Left: the ideal matching shot. Right: this shot is a long shot and probably won't cut well.  

 

   

Left: this shot has the second speaker on the same side and facing the same direction. This implies she's 

talking to his back as he walks away. Right: this shot emphasizes the difference between the two locations. 

She's in a quiet, isolated spot, he's on a busy street - perhaps on his way to work after leaving her?  

 

Use a scene involving a phone conversation with the speakers in two different 

locations. 30-45 seconds is sufficient. 
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TELEPHONE 

Film the conversation three different ways. First, c ut between shots of each person as they speak. 

Second, cut between the two people, but donôt stick rigidly to the speaker; show some reaction shots. 

Finally, stick with one person and have the other speaking entirely off screen. 

 

Review  

How does this affect the storytelling? How does the viewer perceive the off 

screen character? 

How does the mood and subject of the conversation affect how you film it?  

How are reaction shots different when the person is reacting to something off  

screen? 

What additional complexity is involved in filming two locations and matching the 

timing of the dialog?   

What do you need to think of in terms of matching the shots (eyelines , shot 

sizes, etc)? 

What extra cost is added by using two locations? 

 

Follow -up  exercises  

Try it with split screen (this will require an external video editing program  in addition to Moviestorm).  When is this 

appropriate? How do you get into the split screen, and how do you divide the screen?  

Stay in one location, but break up the shot on the speaker with shots on ext ras, minor characters, etc. 

Film a phone conversation where one person is moving while the other is static. How does this affect your 

composition? 

When filming some phone conversations, the audience only hears one of the speakers. Can you rewrite the scene so 

that the other half of the dialog is implied? Do you need an explanation afterwards, or can you work this into the 

onscreen characterôs replies? How does this affect timing? 
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FOLLOWING WALKS  

Technique  

Film a character walking.  

Filming characters walking is probably the second most common thing you do, after filming simple conversations. It 

seems simple, but there are many different ways to film a character walking, each of which the viewer interprets 

slightly differently. You may need to work around physical constraints, such as working in a narrow corridor, and you 

may be constrained by both equipment and available shooting time.  

     

Common patterns for filming walks. Starting from the position on the left, you can track with th e character as 

she walks (center), or pan to follow her walking away (right).  

     

Have the character walk into shot starting from the left and ending up in the same framing as above. This 

signifies arrival. The extreme long shot (right) gives a good vi ew of the space but lacks intimacy and detail.  

     

The "butt shot" is commonly used, particularly as the opening for a scene. You can follow the character, and 

gradually move up to show more detail, or you can have them walk off. Shooting from behind allows you to 

show what the character is seeing and be part of their journey.  

Start with an exterior set ï a large park or a street is ideal for this. Use a single 

character. You do not need dialog. 
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FOLLOWING WALKS  

Film the character walking for about 20 -30 seconds.  Try it in the following ten different ways:  

Use a single master shot to capture the whole walk 

Use a panning shot to follow the character  

Use tracking shots to move with the character from the side  

Film the character from behind as if walking be hind them 

Film the character from in front as if walking backwards in front of them  

Film primarily from the end point so the character walks towards you  

Film primarily from the start point so the character walks away from you  

Film entirely in close shots (head and chest) 

Film entirely in long shots 

Film from above as if from a high building, helicopter or security camera  

When youôve filmed the walk in a variety of ways, mix the different techniques together in various ways to create an 

interesting sequence.  

 

Review  

What do the different versions suggest about the character and their 

motivations? 

What do the different versions tell us about their environment?  

How many camera setups did each version involve? What kit would have been 

required? 

Where would your camera operator need to be to get the shot? (i.e. would they 

need to be standing in traffic?)  

 

Follow -up  exercises  

Film in an interior location and see how the physical constraints affect your shot selection.  

Film two characters walking side by side, with and without dialog.  

Include one or more corner turns in the walk path.  

End the sequence with the character entering a door.  

Restrict the time allowed for the shot: if the walk takes 30 seconds to perform, allow just 6 seconds of screen time.  

Film the character running instead of walking.  

Add in extras to the scene. 

Use different music and see how this affects the way the sequence works. 
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WALKING OFF -  OUT OF SHOT OR OUT OF SET? 

Technique  

Experiment with two different ways of having a character exit a sc ene. You can show them 

physically leaving the set, or you can simply have them walk out of shot and imply their exit.  

When a character exits a scene, you have two main options on how to show this on screen. This is usually a stylistic 

choice, but you may also be constrained by scene length, or you may need to keep the viewerôs attention on the 

characters remaining in the scene. 

Leaving the set is definitive and makes it clear that the character is no longer present. However, this takes up screen 

time that may be better spent on the remaining characters. It works well when you want to convey something about 

the exiting character ï for example, to show his reaction to the situation.  

Having a character walk out of shot is economical on the filming, and keeps the viewerôs attention focused on the 

remaining characters. This is useful when the exiting character is a minor role w ho has fulfilled their role. It can also 

be used for ambiguity ï although the viewer assumes the character has left, they donôt know that for certain.  

 

     

Left: two characters speaking. Center, we watch the policeman leave. Right: we push in on the g irl as he walks 

out of shot.  

     

Left: the cop is dismissed. Center, we watch the policeman leave. Note how the girl goes out of shot as the 

camera pans to follow him. Right: we push in on the two remaining characters as the cop walks out of shot.  

 

Create a very short dialogue between three characters. Towards the end, have 
one character exit, then conclude the dialog between the remaining characters.  
(A good example is a military scene where one character is dismissed or ordered 
to perform a task.) Use an interior scene in a smallish room, as this makes it 

easier to be definitive about the characterôs exit. 
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WALKING OFF -  OUT OF SHOT OR OUT OF SET? 

Film the scene, and follow the exiting character as they leave the room to show that they have departed.  Do this 

twice.  First, leave a gap in the conversation where you are showing the walk.   

Second time, continue the conversation off -screen as the viewer watches the exiting character leaving. 

Film it a third time, but have the exiting character simply walk out of shot and keep the camera on the two remaining 

characters. 

  

Review  

Which version works better, and why? 

How does this affect the viewerôs perception of the exiting character?  

Does it make a difference whether you see the exiting character from in front or 

behind? 

How does this affect the duration and pacing of the scene?  

How many set-ups do you need for each version? 

How can you use sound to indicate the character leaving without showing this on 

screen? 

In the third version, is there a difference between having the character walk out 

of shot and moving the camera so that they are no longer in frame? What 

camera movements could you use to signify that they have left the scene rather 

than simply no longer being visible? 

 

Follow -up  exercises  

Can you stage it to show the exiting character leaving in the background while the conversation continues in the 

foreground? Does this work from a technical and a story viewpoint ? 

In the military scene outlined above, use this technique to suggest either that the exiting character is a minor 

character who has been dismissed, or a major character whose role in the story has just been defined.  
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DEPTH OF FIELD  

Technique  

Choose how much of the shot is in focus.  

Focus isnôt just about the technical capabilities of your camera. With digital cameras or animation, you can choose to 

have everything in focus all the time if you want. However, you can use focus stylistically to direct the viewerôs 

attention to parts of the screen, or to obscure something you want to  be mysterious about. 

 

   

Main image in full focus. Below left: the background is blurred to make the characters stand out. Below right: 

the focus is exclusively on the main character so that the viewer's attention is drawn to him.  

Use a scene 2-3 minutes long. Any scene will do. A scene including dialog with 

over the shoulder shots is useful. You can also use a large set for this. 


































