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ñA really good primer for any film student, especially all crammed into 

40 pages. "  

Andrew Segal, Carshalton College 

ñAn excellent resource for both new and veteran users. Matt  doesnôt 

just describe ways to add feeling to your movies, but shows you 

through the easy to follow steps. All great directors have their own 

style , and t his book gives you the keys to unlock your style. In the end, 

you decide which techniques work be st for you. "  

Shirley Martin, filmmaker 
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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 t o 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 produce 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, t he 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 editors talk about stories 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 com mon 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 importantly, 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 they say it takes to become a genius, but it's a lot. Genius will take time, but getting 

good at telling you r 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 are several volumes in the series, covering a range of techniques including camerawork, staging, editing, 

lighting, sound, and more.  

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 example, 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 benefit 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 f ilm 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 fi lmmakers 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 fin d each take getting better and better, rather 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 achiev ed. 

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 different versions compare 

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

 

In the first two volumes of the series, we focused on camerawork and staging - the two tasks normally associated 

with being a director . This volume covers two tasks normally given to specialists, but which it's essential for a 

director to understand.  

You will get more from this volume if youôve already completed some of the exercises in the previous volumes. The 

aim is to combine the various skills, and understand the relationship between what 's happening on the set and what 

you're filming, and how this will appear in the finished movie . 

 

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 sc ene. 
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SOUND 
Itôs easy to dismiss sound as being the sound guyôs problem. As long as you get a good clean take of the dialog on 

set, he can put everything else on in post -production. Right?  

Wrong. 

If thatôs the way you think, youôre missing half of whatôs involved in a movie. Film is an audio-visual medium, and 

what the audience hears is just as important as what they see. Even in a cinema theyôre not looking at the screen all 

the time, and the sound acts as an important cue to keep them involved in the movie. For those who a re paying 

attention, sound isnôt just a decoration that adds emotion and atmosphere: those are critical parts of the story and 

have a profound effect on the way your audience relates to whatôs on screen. 

When youôre creating your film, you should be thinking about the sound right from the very outset. Imagine the 

music, and hear the scenes as well as seeing them. Once you can do this, youôll have a much clearer picture of how 

your film is going to turn out. And, perhaps more  importantly, youôll have a range of additional narrative techniques 

to draw on.  

One major advantage of understanding how sound can be used in narrative is that it provides an additional layer to 

work with. Most of the story is carried by dialog and actio n. Sound, however, effectively acts as a commentary on 

that, and it functions simultaneously with the other layers. In a scene with two people talking as they walk down a 

street, you can completely change the way the audience views the scene with your choice of background sounds, 

foley and music: it can be intimate, it can be eerie, or it can be stark and distant.  

 

What do you hear when you see this image? If you're not thinking about the sound, you're thinking like a 

photographer, not a film director.  
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Once you start thinking about the sound of your film, you will find that your approach to what you show on screen 

changes to make better use of that. In some cases, youôll realize that you donôt need to film something, since you 

can just rely on the audience hearing it. In other cases, youôll realize that you need to establish an object visually in 

order for the sound to make sense. If you know in advance how the sound is going to work, you can ensure you 

shoot what you need to make life much easier for your e ditor and sound team.  

The following exercises are all designed to help you integrate sounds and visuals so that you get used to 

incorporating sound into both production and pre -production.   

Using Moviestorm makes it easy to go back and forth between all stages of the film, so itôs easy to adjust the 

direction, camerawork, even the set design and lighting, to fit with the sound. Once youôve got a rough edit, you can 

look at what you did on set and go back and change it with just a few clicks if you think yo u could have done it 

better. You're not forced to work with the footage you originally shot if you're not happy with it in post -production. 

Note: You may need to use an external audio editor to get the sounds you want, or to do your final editing in a thir d 

party video editing tool such as Premiere, Final Cut or Avid. 

 

 

 

 

Film is an audio-visual medium 
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FOLEY OR NOT? 

Technique  

Add foley  to emphasize incidental sounds such as walking, clothing, or furniture noise.  

Foley is adding in the natural sounds created by an environment. These aren't necessarily present when you shoot 

your film - sets and props don't always sound like they should, and you may not have picked up the sounds when 

you recorded the on-set audio. So you need to add them in artificially.  

The use of foley is not necessarily a requirement. Itôs a stylistic and artistic choice, which can either add or detract 

from a scene. It's fine to leave it out in order focus entirely on the dialog or the main action,  or you can include it if it 

adds realism or atmosphere to the scene. Good foley should often be almost unnoticed - it just feels right.  

When shooting, it helps to know whether foley will be added in post -production. This helps you understand what you 

can show on screen, and what will be carried by sound alone. It is also useful to think about your sound design  at a 

very early stage, and to be aware what your film will sound like.  

 

   

What sounds could you put into this scene set in a coffee shop? People eating and drinking, even though you 

can't see them, the cash register, footsteps inside and out, swishes of clothing, rain, traffic, car doors opening 

and closing, the main door opening, cups on tables, creaking of chairs - what else? 

 

Use a scene in a single location ï interior or exterior. Ideally, it should be 1 -2 
minutes long, including 2 or more people. Include some dialog and some 
choreography; opening and closing doors, different people walking on different 

surfaces, sitting in chairs, drinking, etc.  






































































