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1. Your First Usable Shot

The shot is five seconds long. Early on a grey morning, a bike courier in a grey rain jacket crouches and leaves a small paper parcel on the stone step of a bakery that has not opened yet. One person, one plain physical action, one place. Watch the first take closely and her hand goes half an inch into the parcel at the moment she puts it down. Catching flaws like that, and deciding what to do about them, is most of the work of getting a usable shot.

The courier, the bakery and the takes described here are invented; I made them up for teaching, and yours will differ. The course keeps coming back to this courier, because one subject and one clear action make problems visible. When the jacket changes colour between shots, you can see it.

Notice how little is in that brief. No dialogue, no second person, nothing that asks the model to understand a relationship or a joke. When you are learning, a small brief is the instrument you are measuring with.

The thing that makes the shot is a video generation model: a program trained on an enormous amount of existing film and footage, which produces new footage from a description. Some of these models run on a computer you own, which needs a powerful graphics card and some patience with software. Others are hosted: they run on somebody else's computers and you reach them through a web browser, the same way you reach your email. We start with a hosted one, because you can be generating today without installing anything.

Compared with filming or animation, generation is fast and cheap, and you pay for that in control. You cannot tell the model to move the actor's hand two inches left. You can only describe, look at what came back, and describe again. That is why the habit of looking matters more than any clever wording.

The service we will use is Runway. You log into its web app in a browser rather than installing a program, and its documentation recommends Google Chrome. There is no graphics card requirement and no code. You register with an email address, or by signing in with a Google or Apple account, and no credit card is required to start.

The exercise uses Gen-4.5, which requires a Standard plan or higher. You can register for free, but the free account does not unlock this model. Each generation spends credits, including takes you reject. Before starting, check the charge shown for a five-second clip and budget for three attempts. If you are not ready to pay, follow the example first and decide afterwards whether to try it.

In Runway's Tool Mode, select Video and choose Gen-4.5 from the model selector. Gen-4.5 can also animate an uploaded image, where the image supplies the appearance and composition and the prompt describes the movement. That is a different starting point. Today we are using text-to-video, so leave the image input empty.

Set the duration to five seconds. Gen-4.5 supports two to ten; five gives our small action room to finish without making the first attempt too expensive. Keep the widescreen frame, the standard seven-twenty picture and the default MP4 download. Leave upscaling and other delivery formats until you have a shot worth keeping, and leave sound design until you know which take you will keep. We are judging the picture first, and a convincing image can make you imagine the paper crunch and the birds before you have added either. Check the credit charge before generating.

The input is a text prompt: a plain-language box where you describe what appears in the frame and how it moves. Before writing it, two terms, because from here on they are how you and I will talk about a shot.

A shot is one continuous run of camera, from the moment it starts recording to the moment it stops. Cut, and you have a new shot. A scene is bigger: the action in one place and one stretch of time, usually made of several shots. The courier leaving the parcel at the bakery is a scene. The five seconds of the courier's hands putting it down is a shot. Everything a generation model gives you is a single shot, which means a scene is something you assemble, not something you ask for.

A prompt for a shot has named parts. First the subject: who or what the frame is about. A young bike courier in a grey rain jacket. Second the action: the one physical thing that happens. She sets a small paper parcel down on a stone step. Third the framing: how much of the subject the frame contains. A medium shot takes a person from roughly the waist up. A close shot is head and shoulders, or a pair of hands. A wide shot puts the whole figure in its surroundings. Framing is a decision about what the audience is allowed to notice.

Fourth, camera movement: whether the camera holds still or travels, as in a slow push-in or an orbit. Still is called static, and for a first shot it is the right choice, because a moving camera gives the model one more thing to get wrong. Describe what you want to see: write static camera rather than no camera shake. Fifth, light: where it comes from and what it feels like. Soft light from the left, early morning. Naming a direction gives the model something to be consistent about. Sixth and seventh are duration and aspect ratio, which you have already set: five seconds, widescreen.

Here is the prompt, at forty-four words:

Medium shot of a young bike courier in a grey rain jacket. She crouches and sets a small brown paper parcel down on a stone bakery step, then straightens up. Empty city street at dawn, wet pavement, soft light from the left. Static camera.

Each sentence has a job: subject and framing, action, setting and light, then camera movement. There is no magic word count. A longer prompt can be useful, but extra detail can also introduce competing requests, and you want each instruction easy to find and change.

Look at the action once more before generating, because it is the difference between a nice clip and a useful one. A shot can look handsome and still be no use to whoever cuts the film together, and often that is because the action does not finish. If the courier begins to crouch and the clip ends while she is still bending, an editor has nothing. They cannot cut away from a half-finished movement without it looking like a mistake. They need to see the parcel land. That is why the action is crouch, place, straighten. A complete action in five seconds means one small movement, not three, and that simplicity is what makes the footage cuttable.

Press Generate.

Then look at what came back. This is where you find out whether the credits were well spent.

The temptation is to watch it once, feel pleased or disappointed, and move on. Instead, watch it at least three times and give each pass a job. That habit is what separates directing from gambling.

First pass, watch the action only. Does it start and does it finish inside the five seconds? In the example take, the courier crouches at about half a second, the parcel is on the step by three and a half, and she is upright again by four and a half. There is half a second of nothing at the end. That is fine. A little air at the end is useful.

Second pass, watch the contact points. Where a body touches a thing, generation models are weakest. Do the fingers close around the parcel, or does the parcel simply travel with the hand? Do her feet meet the pavement, or float a few pixels above it? In the example take her right hand passes into the corner of the parcel as she lets go. Not badly, but if you froze the frame and pointed, someone would see it. That flaw has a name: broken contact at the moment of release.

Third pass, watch the face. Generated faces drift. Does she look like the same person at second one and second four? In the example, her face holds until she straightens, and then it changes: the jaw narrows and the eyes sit differently. That is called identity drift, and it matters because a story needs the same person to keep being the same person.

Then check the light. Does it keep coming from one direction? The example's does, mostly, though the puddles brighten oddly halfway through as if a second sun arrived. And check for text. Models love to invent lettering, especially on signs and shopfronts. There is a smear of not-quite-letters across the bakery window, not words, just the shape of words. In a finished film that is a distraction. Then listen once, so you know what sound work the saved clip will need.

So one generation, four flaws noticed, none of them fatal. The seconds you decide not to use are not failure. They are rejected work, and rejected work is a normal cost of producing one accepted shot. A working production counts credits and seconds spent per usable shot, not per generated shot. If you throw away four clips to keep one, your cost for that shot was five clips. That is a number, not a shame. People who hide their rejected work cannot estimate anything, and they end up believing every generated second is footage.

Now, one change. Exactly one.

Go after the broken contact first, because that is what an audience notices without knowing why. To address it, change one element of the brief: the framing. Go from a medium shot to a close shot on the hands and the parcel. A close frame gives the model far more pixels for the thing that has to be right, and it takes the face, the other flawed thing, out of the frame entirely.

Keep the action, light and camera movement as close as possible to the first request. The new generation may change other things too. This comparison will tell you whether the new take works; one pair of clips cannot prove that framing alone caused the improvement.

The revised prompt, at thirty-nine words:

Close shot on the hands of a young bike courier in a grey rain jacket. Her fingers set a small brown paper parcel down on a wet stone step and release it. Soft light from the left. Static camera.

Generate again.

In the example, the second clip fixes the targeted flaw. The fingers open, the parcel sits, and the shadow under it lands where the light says it should. The face problem is gone because there is no face. And the revision brought in a new problem: the parcel is already resting on the step when the clip begins, and her hands only let go. The placing is not there. As storytelling it is weaker, because a hand releasing something already at rest does not read as delivery.

A targeted revision can come back worse, and often it comes back worse in exactly this way: you fix what you named and lose something you were not watching. When that happens you have three options, and which one you pick is a budget decision as much as a craft one. You can accept the earlier clip, flaws and all, if its flaws are small enough to survive on screen. You can run the revision once more with the same single change plus one sentence protecting what you lost; here, adding that the hands lower the parcel onto the step. Or you can accept the new clip and adjust the brief around it, deciding that this shot is about release and something else will carry the placing.

Run the third version: close shot, hands lowering the parcel onto the step and releasing it, same light, static camera. In the example, that take has the full movement, clean contact and consistent light, with a faint wobble in the paper's edge in the last few frames. That is the accepted take. Three generations, fifteen seconds produced, five seconds kept.

Finish with two things side by side.

The first is the clip. Download it with the download arrow on the preview pane; it comes down as an MP4. Put it in a folder you will find again, with a name that says what it is rather than what the service called it, something like courier, bakery step, close on hands, take three. Keep the rejected takes in the same folder.

The second is a short written record beside it, in a plain text file or a note. Write down the service and the model version. Write down the prompt, exactly as you typed it. Write down the duration, aspect ratio and generation cost. Then one line on what you rejected and why: two earlier takes, the first for a hand passing through the parcel and a face that changed, the second because the parcel started already on the step. Keep the prompt and settings for those rejected takes too.

Six lines, two minutes of typing. That record is the first item in a library you will keep adding to. The moment you want this shot again, or a shot that rhymes with it, the note lets you start from where you finished instead of from a blank prompt box. It lets you resume the work without reconstructing your decisions; it does not promise an identical new generation.

Where generated sound is arriving

We left sound design for later in this exercise. Other workflows combine picture and sound during generation, so when you compare services, check which exact model produces the audio and what you can control.

Hailuo AI released a model called MiniMax H3 at the end of July twenty twenty-six. Its headline is what they call an omni-pass: stereo audio generated in the same text pass as the picture, including room tone, footstep-and-object sound, and dialogue. It also runs single clips up to fifteen seconds at two-K resolution, across six frame shapes from very wide to upright phone. The production task that changes is delivery of a standalone shot, with no separate sound step and no separate upscale. The smallest useful thing you could do with it today: pick MiniMax H3 in the Hailuo web console, set fifteen seconds at two-K, and add sound words to the end of your prompt the way you added light words, such as wind howling or gravel crunching. Then listen to what comes back and ask whether the crunch lands on the frame where the foot lands.

Kling AI has done the same thing on a different schedule. Its VIDEO three-point-zero Turbo, updated through the middle of June twenty twenty-six, has native synchronised audio, clips up to fifteen seconds at ten-eighty or two-K, and it reads camera paths directly out of your wording. It has also scheduled its older models, versions one through two-point-one, for full retirement on the fifteenth of September twenty twenty-six, which matters if you have prompts you rely on there. The smallest next action: switch the model selector to three-point-zero, turn the audio toggle on, and write your camera move as an explicit direction, such as a slow push-in or a low-angle tracking shot, rather than hoping.

We used Runway's Gen-4.5 for text-to-video. Its Gen-4 Turbo workflow starts from an image instead. If you try that next, choose the starting frame deliberately: it supplies the composition you were describing in words today.

Every one of those tests is the same loop you just ran. Small brief, one change, and look hard at what actually came out.



2. Cutting Your First Clip Into a Sequence

The accepted courier clip is five seconds of hands lowering a parcel onto a bakery step. On its own it is a shot, and a viewer can watch it without following anything. Put a second image after it, a still of the same step with the parcel resting there and nobody in the frame, trim both, and the viewer's mind reads the first as cause and the second as result: something has been delivered. A cut is a relationship, the moment one image gives way to another, and the meaning lives in the pairing. With one clip, all you can do is shorten it. Placing and trimming pieces so that together they carry one action is what an editor is for. You will finish with that pair exported as one short file that somebody else can watch from beginning to end and understand.

A video editor is a program that holds your media in one project, lets you lay pieces out in time, decide where each one starts and stops, put words and sound over them, and then write the whole arrangement out as a single new video file. The arranging is non-destructive: your original clip is never changed. The editor only records instructions about it, and applies them when it renders.

The editor to start in is Shotcut. It is free, it is open source under the GPL version three, and it puts no watermark on your export and no cap on your export resolution. It runs on sixty-four-bit Windows ten or eleven, on macOS twelve and later as a single build for both Intel and Apple Silicon machines, and on sixty-four-bit Linux. For editing at nineteen-twenty by ten-eighty, full high definition, you want about four processor cores and eight gigabytes of memory. That is an ordinary laptop, not a workstation.

The obvious alternative is DaVinci Resolve, the more powerful program by a wide margin, and this course will reach for it later when finishing work demands it. For now it asks too much of both the machine and the beginner. It expects at least sixteen gigabytes of memory, thirty-two if you use its compositing page, and a separate graphics card with a few gigabytes of its own memory. It also splits the work across six workspaces with their own names and logic: one for media, one for cutting, one for editing, one for compositing, one for sound, one for delivery. That suits a professional who already knows which room the job lives in. Shotcut is a single window with panels you can move around: your list of media, your timeline, your filters, your export settings. Everything for this chapter is visible at once.

To get it, go to the Shotcut download page and take the build for your system: the sixty-four-bit Windows installer, the macOS disk image, or one of the Linux packages. On Windows you run the installer, accept the licence, and keep the default location. On macOS you open the disk image and drag the Shotcut application into your Applications folder. On Linux, if you took the portable AppImage, you mark the file executable and run it directly.

When Shotcut opens, the middle of the window offers you a new project. It asks for two things: a folder to keep the project in, and a name. Give it both, deliberately. Make a folder for this piece, with the courier clip and its companion image inside it, and point the project there. The project file Shotcut saves is small. It is a list of instructions that refer to your media files by where they live. If the media moves, the project cannot find it. Keeping the project and its sources together is the difference between opening this sequence again in a month and rebuilding it from nothing.

Under the name there is a setting called Video Mode, and by default it says Automatic. Leave it there. Then click Start.

Video Mode is the geometry of your timeline: the resolution, the frame rate and the aspect ratio that everything in the project gets conformed to. Resolution is how many pixels wide and tall each frame is, nineteen-twenty by ten-eighty for ordinary high definition. Frame rate is how many of those frames go past in a second, written frames per second and often shortened to fps. Aspect ratio is the shape of the frame, the proportion of width to height, sixteen to nine for widescreen. A project has one set of these, and it does not change to suit each clip. Each clip changes to suit it.

Automatic mode reads those values off the very first piece of media you put into the project and adopts them: the resolution, the frame rate, the aspect ratio and the colour space. That means you do not have to know your clip's numbers to get them right. You just have to control the order in which things arrive.

The catch is that Automatic mode takes its reading from the first item, whatever that item is. If you drag in your music file first, or your still image first, Shotcut has no video geometry to read, and falls back to a default of nineteen-twenty by ten-eighty at twenty-five frames per second. That default might be wrong for your clip in both numbers. So the generated video goes in first, and everything else after.

Suppose you get it wrong and the timeline ends up at twenty-five frames per second while your clip is twenty-four. Nothing breaks visibly. There is no error. Shotcut conforms the clip without asking, and to fit twenty-four frames into twenty-five slots it duplicates a frame. Going the other way, from a higher rate to a lower one, it drops frames instead. Either way the clip is subtly not the motion you generated, with a small stutter you will notice most in exactly the moment you care about, which is the hand moving. A shape mismatch is more visible. If a still or a second clip is a different aspect ratio from the project, Shotcut keeps its proportions rather than stretching it, and pads the gap with black: bars down the sides or across the top and bottom. Shotcut will tell you so. Select the clip and its Properties panel carries a notice that the aspect ratio does not match the project Video Mode, which causes black bars. To check what the project itself has settled on, select Output at the top left of the timeline and read its Properties.

One more thing can happen on import, and it happens to generated video in particular. Many generators write out what is called variable frame rate, often shortened to VFR, meaning the gap between frames is not perfectly even across the file. That is fine for playing back in a browser and bad for editing, because an editor needs to jump to an exact frame and trust that the sound stays with the picture. When Shotcut sees a variable frame rate file it stops and asks, in a dialogue box, whether you want to convert it to something edit-friendly, offering a few quality levels. Say yes and take the first or second option. Shotcut writes a new copy of the clip at a constant frame rate and uses that copy in the project. Your original stays where it is. Doing this now keeps sound from sliding out of step with picture, and keeps your playhead from landing somewhere other than where the picture says it landed.

So: project folder named, Video Mode on Automatic, courier clip opened first, conversion accepted if offered. The timeline now has the shape of your accepted shot.

Now the companion. The easiest useful one here is a still: a photograph or a saved frame of the bakery step itself, the parcel sitting there, nobody in the frame. It does not have to be generated. It has to match the world of the first shot and be the same shape, sixteen to nine, so it fills the frame without bars.

Use Open File on the toolbar, or drag from your file manager, and both items appear in the Playlist panel. The Playlist is a holding area. Nothing in it is in your edit yet.

Drag the courier clip from the Playlist down into the empty timeline area. Shotcut creates a video track for it, labelled V1. A track is a horizontal lane in time; clips sit on it end to end, and a project can have several stacked up. A clip on the timeline is one piece of media with a start and an end that you control. The vertical line running through the timeline is the playhead, and it marks the frame you are currently looking at in the preview. Wherever the playhead is, that is what the player shows.

Now drag the still from the Playlist onto the same track, V1, snug against the end of the courier clip. Two clips, one after the other, in order. That is a sequence in the plainest sense.

Watch it. It will play badly, and in a specific way.

The generated clip ends where the generation ended, not where the action ended. Say the five seconds run like this: about three seconds of the hands bringing the parcel down, the parcel meeting the step at around the three-second mark as the fingers open, and then two seconds of the hands withdrawing and the step sitting there. Cut to the still the instant the parcel lands and you have cut too early: the viewer sees a hand approaching and then, abruptly, a parcel already resting there, and the completion of the action has gone missing. Their eye has not had time to register contact. The cut lands on the busiest frame. Leave all five seconds in instead, and the last second and a half is dead air with the action already over, and the still feels like the film stalled.

The fix is trimming, which means setting the in point and the out point. The in point is the first frame of the clip that you keep. The out point is the last. Everything outside them stays in the source file and simply is not used.

There are two ways to do it. The first is dragging. Put your cursor over the right-hand edge of the courier clip on the timeline until a trim bracket appears, then drag inward. As you drag, watch the preview: Shotcut shows you the frame you are landing on. You are looking for the moment about a third of a second after the parcel has settled and the hand has begun to withdraw. That is the frame where a viewer has seen the action complete. Set the out point there. The second way is splitting. Move the playhead to the cut point and press the S key to split the clip at the playhead. Click the piece you do not want so it takes a red outline, then press X to ripple delete it, which removes that piece and closes the gap behind it so nothing moves out of order. Plain Delete would remove it and leave the hole.

Then trim the still. A still has no natural duration, so Shotcut gives it a default one, and the default is usually too long. Drag its right edge until it runs about a second and a half: long enough for the eye to settle on the parcel and understand it has been left, short enough that it does not become a photograph the audience is being asked to admire.

Play the two together again. Parcel goes down, hand withdraws, cut, parcel resting on the empty step. One action, begun and completed, read by the viewer without help. It took two trims.

Next, sound and a title, starting with a question you have to answer by looking: did your generated clip come with audio at all? Do not guess from memory of what the model does. Select the clip in the timeline and read its Properties panel. It reports the streams the file contains, and if there is no audio stream, there is no audio, and nothing to fix or balance. A clip with no sound needs a separate sound step, which means you supply the sound yourself. For a shot like this the minimum is quiet outdoor ambience, a little street tone, under the whole thing. It does more than fill silence: continuous sound across a picture cut makes the cut feel intentional, because the world does not stop when the camera does.

To put it in, open the timeline's menu, the small stacked-lines button on the timeline toolbar, and choose Track Operations, then Add Audio Track. That creates a track called A1. Drag your audio file onto A1, line up its start with the start of the picture, and trim its end so it stops where the picture stops.

The title goes on with a filter. Select the clip you want the words over, open the Filters tab, click the plus button, and choose Text: Simple. Type your title. You can move and size it by dragging the box in the preview, or set position, font and outline in the filter's controls. If you would rather have the title live independently of any clip, add a second video track above V1 with Add Video Track, use Open Other and then Text to make a standalone text item, and drag that onto the upper track, where its duration is just its clip length and can be dragged like anything else. One title is enough for a piece this short, and it belongs at the head.

Any asset you bring in from outside carries permission questions, and they are worth knowing now, while the stakes are a five-second exercise. Putting music or recorded sound against moving pictures is called synchronisation, sync for short, and it is a distinct right. Buying a track, streaming it, or having a personal-use licence does not give you sync. For commercial music you would need two separate clearances: one for the composition, which belongs to the songwriters and their publisher, and one for the master recording, which belongs to the performers and their label. The audio libraries built into social platforms usually clear ordinary personal posts only; the moment a video is promotional or sponsored, that clearance stops covering you.

If you take something under a Creative Commons licence, read the letters. NC means non-commercial, which rules out a monetised or promotional channel. ND means no derivatives, and shortening a track or syncing it to picture can be exactly that. SA means share-alike, which obliges you to release your own video under the same terms. An attribution licence needs credit given properly, which by convention means title, author, source and a link to the licence, placed where the licence says to place it. Images have their own version of this. Anything marked editorial use only has no model or property release behind it and cannot be used in commercial or sponsored work, and a copyright licence to a photograph never covers a trademark in the frame or the privacy rights of a person in it. Finally, check whether a music catalogue is enrolled in automated fingerprinting such as YouTube's Content ID. If it is, your licence needs to supply a whitelisting or dispute code, or you will be arguing with a robot about your own video.

Write down what you used. For each asset: its exact title and file name, the address you got it from, the rights holder, the precise licence name and version, your proof that you held it when you downloaded it, such as an invoice or order number, what the licence permits regarding sync and commercial use, any platform clearance code, and the exact attribution text and where you put it. That record is the only thing that helps you if a claim arrives.

Then export. Exporting is rendering: Shotcut plays your whole arrangement through and writes it out as one new file in a chosen format.

Choose the destination before the settings, because the settings follow from it. Say this piece is going onto YouTube. Click Export, and in the stock presets pick YouTube. Then click Advanced and read what the preset chose. The container format is MP4. The resolution, aspect ratio and frame rate are inherited from your project Video Mode, which is inherited from your clip, which is why we were careful at the start. Scan mode is progressive, meaning whole frames rather than interlaced half-frames. The video codec, the scheme used to compress the picture, is libx264, an implementation of H.264, which every platform and player accepts. Rate control is quality-based variable bitrate, set by a quality percentage somewhere around the high fifties, which means Shotcut spends more data on complicated frames and less on simple ones instead of holding a fixed rate. The group of pictures value, how often a fully self-contained frame is written, sits somewhere between half a second and two seconds' worth. Audio is two channels, stereo, at forty-eight thousand samples a second, in the AAC codec, at a few hundred kilobits a second. Then click Export File, name it, and save. The Jobs panel shows the render climbing to a hundred per cent and finishes with a green tick.

That green tick means the render did not crash. It does not mean the file is right, so inspect the file by watching it.

Open the exported MP4 in a normal player, VLC or whatever your system uses, and watch the whole thing with the sound up. You are checking that sound and picture start together and stay together, that the cut plays cleanly without a hitch or a repeated frame, and that the levels are comfortable rather than distorted. Then read the file's own account of itself. In VLC, the codec information window lists each stream, and you should see the video stream as H.264 at the dimensions and frame rate you expected, and the audio stream as AAC, stereo, forty-eight thousand. For a third check, open the exported file back in Shotcut as a new file and read its Properties. If its reported dimensions, aspect ratio and frame rate match the project you built, the chain held from the generated clip all the way to the delivered file.

Save the project in the folder you named at the start, with the clip, the converted edit-friendly copy, the still, the audio and your licence notes beside it. Add the prompts, the settings and the rejection notes from the generation work. That set of files is what makes this sequence revisable. Change your mind about the cut next week and you open the project and move the out point. You do not generate anything again.

The cut has also taught you something about generating. You trimmed a second and a half off the end of a clip that looked good on its own, because the footage kept running after the action was over, and you kept a third of a second past the moment the parcel settled, because the viewer needed it to register contact. A shot that plays well by itself and a shot that gives an editor something to work with are not the same shot. The editor needs handles: a little footage before the action starts and a little after it ends, so there is somewhere to put the cut. It needs overlap, some room where the same moment exists from more than one angle or where the action carries past the join. Most of all it needs one action a viewer can read, started and completed inside the frame, rather than three things happening at once. Those are requirements you can ask for when you describe the next shot.

A plugin that puts generation inside the editor

The gap between where you generate and where you cut has just narrowed in the paid tools. On the eighth of September twenty twenty-six, Runway released plugins for Adobe Premiere Pro and After Effects, on macOS and Windows both.

What changes is the round trip. The pattern you have just worked through has a tedious loop in it: generate in a browser, download the file, find it, import it, place it. The plugin removes those middle steps. It puts a generation panel inside Premiere Pro, and from there you query hosted models directly, including Gen-4.5 as well as Kling three point zero Pro, Google Veo three point one and Aleph two point zero. What comes back is inserted straight onto the active sequence at the current playhead position, or dropped into the project bin for later.

The production task this touches is the one you have been doing: getting material onto a timeline. It also touches one that is harder to do by hand. For video-to-video restyling, the plugin takes reference anchor frames from the sequence itself, restyles them through Aleph two point zero, and renders replacement clips cut to exactly the length of the original timeline clip. Matching a regenerated clip to the duration of the one it replaces is fiddly work when you are exporting frames, uploading them somewhere and converting files on the way back. Done at the timeline, the replacement lands at the length the edit already expects, and the cut either side of it does not move.

This sits above where we are working. It needs Premiere Pro, which is a paid subscription, and a paid Runway workspace to log into. Nothing in this chapter depends on it, and the sequence you just exported is not worse for having been assembled by hand. If you already have both, the smallest useful next action is short: install the plugin package for your system, open Premiere Pro, go to the Window menu, then Extensions, then Runway, sign in with your paid Runway workspace, put the timeline playhead at the edit point you want filled, and generate onto the active track.

Then inspect what arrives the same way you inspected today's export. Watch it in place, at full speed, with the sound up, and check that the action reads across the cut. A clip that appeared on the timeline without you touching a file manager still has to earn its place.



3. Starting From a Still

Look back at the three takes of the courier shot from the first chapter. The action was the same every time: the courier sets a parcel down on a bakery step. In the first take, a medium shot of the courier in a grey rain jacket, she did not stay the same person for five seconds. As she straightened, her jaw narrowed and her eyes sat differently. Her hand passed into the corner of the parcel as she let go, the puddles brightened halfway through as if a second sun had arrived, and a smear of not-quite-letters crossed the bakery window. The two later takes avoided the face by framing close on her hands, which fixed the contact and meant the shot no longer showed who she was.

That happened for a reason, and the reason is not that the prompt was badly written. A sentence cannot specify a face. When you type "a young bike courier in a grey rain jacket", you are naming a category, not a person. The model has seen an enormous number of young couriers in grey rain jackets, and each time you generate, it draws a fresh one out of that cloud. Make the sentence longer and you narrow the cloud a little, since "a grey rain jacket with a high collar" rules some things out, but you never get down to one specific human being, because there is no number of words that adds up to a face.

So the question this chapter answers is: how do you get that shot on purpose? The answer is to stop asking the model to invent the courier every time, and instead hand it a picture of her.

That is what image-to-video means. You supply one still image as the first frame of the clip, and the model animates outward from it. The difference between this and what you did before is worth stating carefully, because it is the whole idea: a prompt describes an intention, and a reference frame fixes a fact. Anything you can settle in the still before you generate is one less thing the model gets to reinvent.

Which means the work splits in two, and it is worth knowing which half owns which decision.

The image owns who and where. The face is the clearest case — the source image fixes the facial structure, the eye shape, the bone lines, the way the hair falls. Wardrobe is next: the cut of the jacket, the collar, the fabric texture, any logo or buckle or strap. Those are anchored from frame zero, because they are already drawn. The image also owns composition, and it owns it absolutely at the start of the clip: where the courier sits in the frame, how much empty space is above her head, how sharp the background is behind her, what overlaps what. And it largely owns light. The key light, the fill, the rim on her shoulder, the direction the shadows fall — all of that is inherited from the still rather than guessed.

The prompt owns what happens and how the camera behaves. Movement, contact, timing, the path the camera travels, and the length of the clip. None of that is in a still image, because a still image has no time in it. A photograph of a woman mid-stride does not say whether she is about to kneel or about to keep walking.

That split has a practical consequence. Once the picture is fixed, you should stop describing the picture. Runway's own guidance for image-to-video is to complement the image rather than duplicate it: do not re-describe the wardrobe, the facial features, the lighting, the colour of the wall or the artistic style. Those details are already decided, and repeating them in words does not reinforce them. It gives the model a second, vaguer version of the same information to reconcile with the first. If your still has warm late-afternoon light and your prompt says "golden hour lighting", you have invited the model to reinterpret light it could simply have copied. The recommended habit is to refer to subjects with plain nouns — "the woman", "the parcel" — and confine the sentence to physical action and camera path.

There is one more piece of good news buried in that. Negative instructions do not work well here, so the advice is to phrase everything affirmatively. Instead of "she does not drop the parcel", you write what she does do: "the woman crouches and sets the parcel down on the step". Write the shot you want, not the shot you fear.

Setting up the generation

Now the actual operation, in the tool you have already been paying for. In the Runway web app, in Tools mode with the Video tab active, you select Gen-4.5 and use it in Image to Video mode. The only difference from the first chapter, at the level of the screen, is that the image input you deliberately left empty last time is now the important field. Everything else about the surface is familiar.

Access first, because there is no point preparing a still for a mode you cannot run. Gen-4.5 needs a paid plan — Standard, Pro, the unlimited tier or Enterprise. A free account does not unlock it. That is the same gate as the text-only path, but it is worth confirming rather than assuming, because requirements do not automatically carry across modes. Two models sitting next to each other in the same menu can want different things.

Then the still. Runway accepts JPEG and PNG files for the image input. Gen-4.5 generates at seven hundred and twenty lines of resolution, which for a widescreen sixteen-by-nine frame means twelve hundred and eighty pixels across by seven hundred and twenty down. Your source image does not have to be exactly that, but its shape matters, and here is the behaviour to know. By default, the interface takes the shape of the image you give it. Hand it a square picture and it will plan a square video. That sounds convenient until you remember that this shot has to cut against a widescreen clip you have already accepted and a widescreen still of the step. The editing project took its geometry from the first thing imported into it, which was that generated clip: twelve hundred and eighty by seven hundred and twenty, sixteen by nine. Anything of a different shape dropped into that timeline gets black bars and a notice in the properties panel.

So you want the still to be sixteen by nine before it goes in. If you override the ratio to sixteen by nine with a mismatched still — a square one, or a tall phone-shaped one — the interface will require you to apply a crop to fit the frame, which means throwing away the top and bottom or the sides of a picture you carefully composed. There is a way out that is not cropping: expand the still first, using Runway's Expand Image tool or the Edit Studio surface, which paints new material outward into the wider frame rather than cutting the existing frame down. Expanding means the model invents the new edges, so look at what it invented — a doorway that was not there, a second step, a stray sign — before you commit to it.

Now the prompt. For this shot, something like: the woman walks the last two steps to the bakery step, crouches, and sets the parcel down on the stone, then straightens and turns away; the camera holds a slow steady dolly in. Read that again and notice what is missing. No jacket. No hair. No face. No light. No mention of the bakery's colour or the time of day. Just movement, contact, and one camera behaviour, phrased as things that happen rather than things that must not.

Camera direction is entirely a language job in Gen-4.5. The old Motion Brush, where you painted a region of the image to move, belongs to the legacy Gen-2 model and is not the control here. You get camera movement by naming it the way a crew would: dolly in, slow pan left, tilt down, tracking shot alongside her, or a locked-off static camera if you want the frame to sit still. Naming a real camera move also tends to help with a specific failure. Vague speed words — "hyper-fast", "dynamic" — encourage the model to thrash, and thrashing shows up as flickering and stutter. A mechanical description like "slow steady dolly push" gives it something stable to aim at.

Duration is a slider, and it runs from two seconds to ten. Set five, to match the clip already in the project. Frame rate lives in the advanced settings, where you choose twenty-four or twenty-five frames a second — pick the one your project is already running so the editor is not forced to duplicate or drop frames — and where you will also find the fixed seed option, which we will use in a moment for a reason worth explaining properly.

Cost is shown before you commit. Gen-4.5 bills twelve credits for every second of video it makes, so a five-second clip is sixty credits, and the total appears on or beside the Generate button as you change the duration. Credits come off when the generation completes. If the system itself fails, the charge is refunded automatically; a clip that comes back technically fine but artistically useless is not a system failure, and you pay for it. That is the honest arithmetic of this craft, and it is why we keep counting rejected takes.

One last thing to have straight before generating: the file that comes back is silent. Gen-4.5 outputs video only, with no dialogue and no ambient sound. Sound arrives separately, either from Runway's own audio generation or as tracks you place in the editor — which is exactly what you already did with the ambience file sitting in the project folder.

While we are near the edge of what this mode does: the base Image to Video prompt bar takes a single starting image, the first frame. Giving the model both a first and a last frame and asking it to travel between them is a real capability, but it is not this button. It lives in a separate Animate with Keyframes app inside Runway, with its own inputs. It is a different operation with different handling, and it deserves to be set up properly rather than mentioned in passing.

Here is an illustrative pass, invented to show the shape of the work rather than to report anything you have done.

The still: the courier mid-stride, three-quarters on to camera, about a metre from the bakery step, the parcel already held in both hands against her chest, the bakery window behind her plain and unlettered. Sixteen by nine. Late light coming from frame left, so the step has a hard shadow line across it.

Two of those choices are deliberate and worth naming. The parcel is in both hands, clearly gripped, with her fingers visible against it — not hovering near it, not half behind it. And the window is blank. Both of those are there because of failures the model is prone to, and we will see one of them anyway.

The prompt is the one above. Duration five seconds. Twenty-four frames a second, to match the project. Sixty credits on the button. Generate.

Then the part that is not glamorous and is the whole job: watch it properly. Not once at full speed while feeling pleased. Play it, then scrub it slowly, then step through the moment of the action frame by frame. This is the same review habit from the first chapter, and it is the habit that separates having generated something from having a shot.

The first take, illustratively, comes back mostly right. The courier's face is the face in the still. The jacket is the jacket, collar and all. The framing at the start is the framing you composed, because it could not be anything else. The dolly moves in slowly and does not lurch. Two things are wrong. At around the two-and-a-half-second mark, as she crouches, her right hand passes through the corner of the parcel — for four frames the cardboard edge and her fingers occupy the same space, and then the hand re-forms on the far side of it. And in the last second, as the camera has moved close enough to see past her shoulder into the doorway, the shadow on the step shifts direction and the whole frame warms up.

Both of those have names and both have causes worth understanding, because the cause tells you the repair.

The hand through the parcel is a contact failure, and it comes from what these models fundamentally are. A diffusion video model is a predictor of what pixels plausibly follow other pixels. It is not running a physics simulation. Nothing in it knows that cardboard is solid. It knows what hands holding boxes usually look like, and when the hand and the box move relative to each other in a complicated way, "usually" runs out. Fingers warp, duplicate, fuse to the prop, or slide through it.

The light shift is a different failure with a similar root. The still told the model where the light came from for the part of the scene the still contained. The dolly in pushed the camera close enough to reveal the doorway, which the still never showed. The model had to invent that space, and inventing space means inventing the light in it — so the shadow geometry it made up for the new area did not agree with the shadow geometry it inherited, and the mismatch resolved itself by drifting the whole frame.

Now the repair decision, which is the real skill. You have five moves available, and they are not interchangeable.

You can change the reference. For the hand, that means recomposing the still so the difficult contact is easier: hands already flat and clearly separated from the parcel, or the parcel already resting on the step with her hands empty, or the frame cropped from the chest up so the manipulation happens out of shot and is implied rather than shown. Changing the reference is the strongest move available in this mode, because the reference is the part the model is not allowed to guess at.

You can change the prompt. For the light shift, the fix is subtractive: strip any environmental or lighting words out entirely and restrict the sentence to movement, then restrict the movement itself. A slow pan or a small tilt keeps the camera inside territory the still already described. A big push or an orbit forces the model into unrendered space, which is where invented light comes from.

You can shorten the action. Identity holds best early and drifts as the clip runs on, and the same is true of light and physics — the further from frame zero, the less the reference is constraining and the more the model is extrapolating. Asking for three seconds instead of five, and asking for one movement instead of a walk plus a crouch plus a turn, removes the hardest stretch rather than trying to fix it.

You can edit the result. The light shift here happens in the final second. The project already has a timeline, and trimming a second off the tail is faster and cheaper than any regeneration, provided the shorter clip still carries the readable action and still leaves handles at both ends for the cut. Not every flaw needs to be generated away.

Or you can regenerate and hope for a better draw. This is the weakest move, and it is where the trap is.

Suppose you shorten the prompt, generate again, and this time the hand grips the parcel cleanly. It is tempting to conclude that the shorter prompt fixed the hands. You do not know that. Generation is stochastic: every run starts from a different random seed and noise pattern, and a hand that resolves cleanly on a new seed may have resolved cleanly on the old prompt with that same seed. One clip against one clip proves nothing about cause. If you actually want to know whether a change helped, there are two honest ways. Hold the seed fixed in the advanced settings and change exactly one thing, so the two clips are comparable. Or run a batch — five to ten generations under identical settings — and look at how often the failure appears, rather than whether it appeared once. Everything short of that is a guess, and the practical answer most of the time is to stop trying to prove causation and just keep the take that works.

For the record, the illustrative outcome: the second attempt used a revised still with the parcel already gripped low and clear, a prompt trimmed to the crouch and the set-down with a locked-off camera, and a three-second duration. That one is clean, and it is the accepted clip. Thirty-six credits for the second take on top of sixty for the first, and the first one is not footage. It is cost. It goes in the notes beside the prompts and settings that are already there, along with the reference still — because the still is now an input to the shot, as much as the prompt is, and a clip whose reference has been lost cannot be revised, only redone.

So which method wins? Neither, and the comparison is the useful part.

Text-to-video remains better when you do not yet know what the thing looks like. You cannot supply a reference frame for a look you have not found. The first chapter's three takes were not wasted work even though they disagreed with each other; disagreeing is how you discover that a close frame on the hands carries the contact better than a medium shot, and that a revision can lose the placing you were not watching. Text is for searching. It gives you range, cheaply, in exchange for control.

Image-to-video is better when you know what the thing looks like and need it to stay that way. It buys you a face that holds, wardrobe that holds, a composition that is exactly yours at the moment the clip begins, and light that is inherited rather than reinvented. Those are the four things that break continuity between shots, and fixing all four in a picture is the reason this path exists.

What it costs is the still. That is not one click. Getting a reference frame that is compositionally sound often means generating ten to thirty candidates and choosing one. It may mean retouching the chosen one in an image editor — cleaning up a bad hand, removing stray lettering, evening out a hard lighting edge — because any flaw in the still gets animated, and a small oddity in a frame becomes a moving artefact that draws the eye. And if the scene needs the courier from more than one angle, the honest version of this work is a small reference sheet: front, three-quarter, profile, so the shots you cut together agree with each other.

Which is to say the labour does not disappear when you move to the image-led path. It moves earlier, out of the generation and into the preparation, where it is cheaper to inspect and where a mistake costs nothing but your own time to fix.

The frame-rate endpoint Runway added

One small change worth knowing about, from the middle of September, and it touches the finishing end of this work rather than the generating end.

Runway added an endpoint called enhance frame rate to its developer interface — the programmatic side of the service, not the web app you have been clicking in. What it does is conform a video to a target frame rate, or smooth its motion to a higher one, on Runway's machines. The production task it affects is the one that bit you in the editor: frame rates that do not match. Your clips come out of Gen-4.5 at twenty-four or twenty-five frames a second, and if a destination or a client wants thirty, or a broadcast-flavoured twenty-nine point nine seven, you have historically had to do that conversion on your own computer with optical flow interpolation in a desktop tool, which is slow and is one of the easier places to introduce smeared frames without noticing.

The conditions are specific. It accepts video up to three hundred seconds long — five minutes, which comfortably covers a short, though not a feature. The target rates it will write include twenty-four, twenty-five, thirty, forty-eight, fifty, sixty and a hundred and twenty, plus the fractional broadcast variants of twenty-four, thirty and sixty. Billing is one credit for every two seconds of video, which puts it in a different price bracket entirely from generation: the same five seconds that cost sixty credits to generate costs two and a half credits to conform.

The smallest useful next action does not require touching the developer interface at all. Open your accepted clip's properties in the editor and write down its actual frame rate, then write down the frame rate your intended destination wants. If those two numbers agree, you have nothing to do and now you know it. If they disagree, you have found a real conversion step in your own project, and you know what it would cost to have it done upstream rather than fought with locally.



4. Steering a Shot From Both Ends

Planning the cut before you generate

The accepted crouch clip is three seconds long. The courier crouches and sets the parcel down on the bakery step, and the light holds steady from start to end. Watched alone, it works. A film is never one clip watched alone, though. The next thing the viewer sees has to follow from it. She straightens up. She turns toward the street. She walks away. This chapter builds that next shot, and it builds it with one question in mind. What will the cut between these two clips look like?

That question changes how you generate. Until now, each shot was judged on its own: is the face right, does the hand touch the parcel, does the light stay put. Those checks still matter. But a shot is only as useful as the cut it makes possible. If you control where a motion ends, and where the next one begins, you can plan that cut before you spend any credits.

What an editor needs from a shot

In chapter two, the difference between a shot that looks good and a shot an editor can use came up briefly. Now it does real work, so it needs plain terms.

A cut is the point where one clip stops and the next begins. The editor decides the exact frame. To make that choice, the editor needs spare material on both sides of the moment they want. That spare material is called a handle. The head handle is the footage before the part you plan to use. The tail handle is the footage after it. Handles let you nudge a cut a frame earlier or a frame later until the movement lines up. A clip with no handles forces you to cut at one exact spot, whether that spot works or not.

Overlap is related but different. It means the same action shows up in both clips. On a real film set, an actor repeats the movement for each camera angle. The courier would stand up in the wide shot, and then she would stand up again for the closer shot. Because the rise appears in both takes, the editor can leave the wide shot partway through the rise and pick it up in the closer shot at the same point in the movement.

That leads to the cut you are aiming for here, called a match on action. You cut while the motion is happening, not after it stops. Say the courier is halfway up from her crouch. You leave the first shot there and enter the second shot at that same halfway point. The viewer's eye follows the moving body across the cut and barely registers the change. It feels like one continuous rise seen from two places.

This is why the second shot has to begin a little before the first one ends. If the new clip started with the courier already standing, the rise would go missing. The editor would have nothing to match. If it starts while she is still crouched, the two clips share a stretch of movement, and the cut can land anywhere inside that stretch.

Alignment inside that stretch is not forgiving. Cut into the second clip too far along and a few frames of the rise vanish, so the courier seems to jump upward. Cut in too early and some of the movement plays twice, and she seems to stutter. Handles are what let you find the frame between those two mistakes.

The match on action has two more conditions. The camera has to change enough between the shots. A common working rule is at least thirty degrees of angle, or a clear change in framing size such as wide to medium. If the second shot sits almost where the first one did, the cut reads as a glitch, which is called a jump cut. The camera also has to stay on the same side of the action, so that if the courier moves toward the right of frame in one shot, she keeps moving toward the right in the next. Editors call this the hundred-and-eighty-degree rule. Picture a line running through the action. The cameras stay on one side of it.

Now put the accepted clip against these conditions. It is a wide, eye-level shot of the step, and it ends with the courier crouched and her hand just leaving the parcel. So the next shot should start in that crouch, begin the rise almost at once, and be framed differently. A lower, closer medium shot works well, with the camera on the same side of the step. It should end with the courier upright and turned toward the street, ready for whatever comes next.

That is a shot defined by both of its ends. Image to Video, from chapter three, lets you fix only the first frame. The ending is left to the model. For this job you need to fix the ending too.

First-and-last-frame control in Runway

First-and-last-frame control, also called keyframe generation, works like this. You give the model two stills: the first frame of the clip and the last frame. The model invents the motion that carries one into the other. Your prompt describes that motion. It does not describe the pictures.

In Runway, this lives in a separate application called Animate Frames. You find it under Runway's Apps and Workflows area, not in the main Gen-4.5 generation screen from the last two chapters. It needs a paid plan: Standard, Pro or Unlimited. A free account cannot run full multi-frame jobs. Runway's Workflows also include some models from other companies that offer keyframe modes, among them MiniMax's H3. For this project, Animate Frames is the native route, so the courier work stays with it.

The inputs are stills in PNG, JPEG or WEBP format, each up to roughly eight to ten megabytes. The output takes its aspect ratio from the frames you supply. Supported shapes include 16:9, 9:16, square, 4:3, 3:4 and the very wide 21:9. One rule matters more than the rest. Both frames must share the same aspect ratio. If they do not match, expect stretching or cropped edges. The courier project is widescreen, so both frames will be 16:9.

Native Animate Frames clips run five seconds or ten seconds. There is no three-second option like the one you used in Image to Video. That is fine here, because you want spare material, and the extra seconds become handles. Standard generation costs about fifty credits for five seconds and a hundred for ten. A faster Turbo pipeline costs about half that. The MiniMax H3 option allows five to fifteen seconds, billed per second, with a higher rate at its larger resolution. Every one of these jobs takes credits from your pool, even on an Unlimited plan. Prices on a live service change, so read the cost the interface shows before you press generate.

The output is silent. That matches the Image to Video clip, and the ambience file already in the project folder will cover both shots on the timeline. For comparison, Google's Veo 3.1 offers a similar First and Last Frame to Video mode. It makes four-, six- or eight-second clips and generates synchronized sound along with the picture. That is a real difference if you want audio from generation. It does not solve this shot's problem any better, though. The picture continuity is the hard part, and Runway handles that. So the project's tool stays the same.

Runway's advice on prompting follows from how the method works. The two frames already show who is in the shot, what they wear and where they stand. So do not describe any of that again. Spend the prompt on what happens between the frames: the physical action, the timing, the camera path and any change in the surroundings. Name camera moves in plain film terms, like "slow push-in" or "pan right." Keep the lighting, the scale of the subject and the horizon line consistent across both frames. When the two frames disagree on those things, the model tries to bridge the gap by warping the picture. That warping is where morphing and strange artifacts come from.

The demonstration: building the rise

What follows is an illustrative walk-through. The takes, the choices and the costs are examples that show the method. They do not describe anything you have done.

Step one is the start frame. There are two sources. The first is the accepted crouch clip itself. Its last usable frames show the courier's exact pose, her clothes and the light at that moment. The second is the 16:9 reference still of the courier from chapter three, which fixes her face and wardrobe more reliably than any single video frame can.

To pull one frame out of a clip, you use Shotcut's frame export. Open the project and move the playhead to the frame you want. The left and right arrow keys step one frame at a time, so you can land exactly. Then choose Export Frame from the File menu, or press Control, Shift and E on Windows or Linux, or Command, Shift and E on a Mac. A save window opens. Pick the project folder, give the file a clear name, and choose PNG so the image is not compressed again. One condition is easy to miss. The exported image includes whatever filters are active on the clip and the current preview scaling. If preview scaling is set to a lower resolution to keep playback smooth, you will export a smaller, softer frame. Turn preview scaling off before you export.

Which frame should you choose? Not the very last one. Pick a frame about half a second before the end, when the courier's hand has just left the parcel and her weight is starting to move. That is where the overlap begins. The second shot has to start there, a little before the first one ends.

That frame is from the wide angle, though. Using it as the start frame of the new shot would continue the old shot rather than create a new one, and the cut would be a jump. So the exported frame becomes a pose and light reference, not the start frame itself. Using the same image tool and the same reference still from chapter three, prepare a new 16:9 image. It shows the courier in that exact crouch, seen from lower and closer: framed from the knees up, parcel at the bottom of frame, camera on the same side of the step. The key light comes from the same side as in the wide shot, because the sun has not moved.

Check that frame before going on. Compare it with the exported wide frame, side by side. The collar should lie the same way. The bag strap should be on the same shoulder. The hand should sit in the same place relative to the parcel. Anything that differs here will show up as a continuity error at the cut, and that is far cheaper to fix in a still than in a clip.

Step two is the end frame. The courier stands at full height, turned toward the street, one foot beginning to step off. Make it from the same reference still, in the same medium framing and at the same camera height as the start frame, with the key light on the same side. The camera will move a little, so the framing need not be identical. But keep the horizon at the same height and keep the courier's size in frame close, because big jumps in scale between the two ends are what bring on morphing. Save both frames as 16:9 PNG files in the project folder, named so their order is obvious.

Step three is the prompt. It carries only the motion. A usable version: "She pushes up from the crouch, weight shifting onto her back foot, rising steadily, then turns her shoulders toward the street and begins a step. Slow tilt up following her rise." Look at what it leaves out. There is no description of her face, jacket, the bakery or the light. Both frames already show all of that. The words spend their effort on how the body gets from one frame to the other, and on the camera.

The phrase "rising steadily" is there on purpose. The model has five seconds to fill and only two poses to connect. Left alone, it may hold the crouch for most of the clip and then cram the whole rise into the last second. Naming the timing pushes the movement to spread across the clip.

Step four is the cost check. In Animate Frames, choose five seconds and the standard pipeline. The interface should show about fifty credits. Five seconds is enough: roughly the first half second overlaps the wide shot, the rise and turn take about two and a half seconds, and what is left becomes tail handle. Ten seconds would double the cost and leave the model more empty time to fill badly.

Step five is inspection. This method creates its own set of failures. Watch for four in particular.

The first is an implausible path. The model knows the start and the end but has to invent everything between them. Sometimes it picks a route no body would take, like standing up without the legs doing any work.

The second is a rushed middle. The action bunches up in one part of the clip, with a long still stretch and then a snap.

The third is a morph instead of movement. Rather than a person rotating, the picture dissolves from one pose into the other, like two photos blending together. Watch the face and the hands during the turn. Morphs hide there.

The fourth is lighting that does not match at the join. The first frame of the new clip has to sit against the wide shot. Even if both look fine separately, a shadow that falls a different way, or a warmer or cooler tone, will jump out at the cut.

Watch the clip at full speed first, the way a viewer would. Then step through the rise and the turn frame by frame with the arrow keys.

Step six is the rejected take. In the illustrative first take, the courier holds the crouch for nearly three seconds, then rises in under one. Her knees barely bend as she comes up, as if something lifts her. During the turn, her face goes soft for about four frames and her profile changes. That is a morph. The reason for rejecting it: rushed middle, a rise with no weight in it, and identity lost during the turn. Every one of these problems falls inside the stretch the cut needs, so no trim can save it. Write that down, along with the fifty credits it cost.

The fix is aimed at the causes. The rush suggests the model did not know when to begin, so the revised prompt opens with "She immediately pushes up from the crouch." The morph suggests the gap between the two poses was too big for a clean turn. The end frame had her shoulders turned almost fully away. Prepare a new end frame with her turned about three-quarters toward the street, so the face stays partly visible and the model has less rotation to invent.

Step seven is the accepted take. The illustrative second take starts the rise within the first few frames. Her back foot takes her weight, her knees extend in a believable arc and the tilt follows her up smoothly. Her face stays hers through the turn. At the start of the clip, the key light falls from the same side as in the wide shot, and the shadow under the parcel matches. It is accepted for those reasons: the rise has weight, identity holds and the light matches at the join. Two takes at fifty credits each makes a hundred credits for one accepted five-second clip. Only about three seconds of it will end up in the cut. So this shot costs about thirty-three credits per usable second. That is the honest number to write down.

Cutting the two clips together

Import the accepted clip into the Shotcut project. If Shotcut offers to convert it to an edit-friendly copy, accept, just as in chapter two. Generated clips often have a variable frame rate, and a constant-rate copy prevents dropped or duplicated frames, which would ruin a cut judged frame by frame.

Place the new clip on the timeline right after the crouch clip. Now find the moment to cut. In the wide shot, step forward frame by frame until the courier's weight first starts to lift. That frame is the earliest point the cut could happen. Then look a little further, to the frame where the rise is clearly under way, roughly a third of the way up. That is where the wide shot ends. Drag the tail of the wide clip back to that frame, or put the playhead there and press S to split, then delete what follows.

Next, trim the head of the new clip. Step through its opening frames and find the one where the courier's body is at the same height, with knees bent the same way and her hand at the same place. Drag the head of the clip forward to that frame. The half-second of overlap you built in is what makes this possible. Both clips contain the start of the rise, so you can choose the matching point from either side.

Now judge the cut, not the clips. Play from a second before the cut to a second after it, at full speed, several times. Does the rise feel like one continuous motion? If the courier seems to jump up, you have dropped frames, so move the new clip's head back by one or two. If she seems to repeat a sliver of the rise, move it forward. Adjust one frame at a time, because a single frame is often the whole difference. Check the light at the join and check that she keeps moving the same way across the screen. Then play the whole sequence from the parcel on the step to the turn toward the street, with the ambience running under both clips.

Save the Shotcut project, and save the records beside it: the exported pose frame, both start and end frames including the rejected end frame, both prompts, the settings (Animate Frames, five seconds, standard pipeline, 16:9), the credit costs of both takes, and the rejection note with its reasons. Those records are what let the shot be changed later without starting over.

This pair of clips is the first real step toward a multi-shot scene. Two angles hold one character through one continuous action, and the cut between them was planned before a single credit was spent.

A Runway plugin inside DaVinci Resolve Studio

One recent change bears directly on the kind of work this chapter did. On September twenty-third, twenty twenty-six, Runway released a plugin for DaVinci Resolve Studio. It brings Runway generation into Resolve's timeline, so you no longer export frames, upload them in a browser and download the results.

The inputs will look familiar now. You mark an in point and an out point on the timeline to set the range to work on. You supply reference images or start frames and a text prompt, and you can add up to five control keyframes. The plugin adds a workspace powered by Runway's Aleph two model. It can restyle footage from an anchor frame, keep the layout of a scene in place and hold keyframe continuity across clips on the timeline. In practice, much of the round trip you just did by hand could happen in one place: pull a frame, prepare the ends, generate, return to the cut.

The conditions matter. It needs DaVinci Resolve Studio, the paid edition, version nineteen or later, on a Mac or Windows computer with an internet connection. The free edition of Resolve is not supported. The installer costs nothing, but every render takes credits from a paid Runway plan at Standard or above. So it adds to your costs rather than replacing them.

For this project, it does not mean switching editors today. Shotcut still does the job, and chapter two explained why Resolve's heavier hardware demands and layout wait for later. The smallest useful next action is simple. If you already own Resolve Studio, check that it is version nineteen or later, and note the plugin as a candidate for the finishing stage. Either way, keep saving start frames, end frames and prompts as separate files, as this chapter did. Frames and prompts stored like that move easily into any tool that accepts them, including this one, once a real finishing need gives it a job.



5. Planning the Scene Before You Generate It

A scene worth filming

Two clips now sit on the Shotcut timeline. In the wide shot, the courier crouches and sets the parcel on the bakery step. In the medium shot, she rises and turns toward the street, and the cut lands on her movement. It works. But watch it again and ask what it is about. A woman puts a box down and stands up. That is an action. It is not yet a scene.

This chapter is about what to do before you generate anything else. So far each new shot has cost real credits. The two takes of the rise cost a hundred. Every rejected take was money spent learning something you could have learned on paper. Generation is the expensive step. Story is the cheap one. A missing beat found in a notebook costs a minute of thinking. The same missing beat found after generation costs a reshoot, and you pay again for each take that misses.

So the order of work here is simple. First turn the action into a small scene. Then break the scene into a numbered list of shots. Then lay quick stills on a timeline at their planned lengths and watch them. Only then estimate what the real generation will cost.

A scene needs three things a viewer can follow. The character wants something. Something gets in the way. And by the end, the situation has changed. The courier setting down a parcel has no want and no obstacle. Nothing changes except the position of a box.

Here is an illustrative version, invented for teaching and not drawn from any real brief. The courier has to hand this parcel to a person. It needs a signature, so it can't just be left. She knocks at the bakery. Nobody comes. She sets the parcel down to check the address on her phone, and the address is right. Then she notices the sign in the window says closed for the week. Now she has a problem. She can't leave the parcel, and she can't hand it over. She picks it back up, looks down the street, and sees a light on in the flat above the shop next door. She walks toward it.

Count the changes. She arrives expecting to deliver. The closed door makes that uncertain. The sign makes it impossible. The light upstairs gives her a new route. Each beat leaves her somewhere different from where it found her. That is the test of a beat. If a moment could be cut and the situation would be the same afterward, it is decoration, not a beat.

Notice also that this version keeps the clips you already have. The crouch is now the courier putting the parcel down so her hands are free for the phone. The rise and turn toward the street become her looking for another way. You don't throw the footage away. You give it a reason.

An AI assistant can help you get here faster. Any general chat assistant will do for this stage, such as ChatGPT, Claude or Gemini. You are asking for writing, not video, so no special tool is needed. The useful way to ask is to give it the facts that can't change and the shape you need. You might write: a bike courier in a grey rain jacket, one location, a bakery doorstep on a quiet street, a parcel that needs a signature. Under forty seconds of screen time. No dialogue. Give her a goal, an obstacle, and four to six beats, each one changing her situation. Keep the action she already does, which is crouching to set the parcel down, then rising and turning toward the street.

The first draft will often be too busy. Assistants like drama, so you may get a dog stealing the parcel, a storm, a phone call with a crying relative. Each of those adds things you would have to generate and keep consistent, and most can't be shown without dialogue. Revise by asking for less. Ask for fewer props, no new characters except someone glimpsed at the end, and every beat shown through something the courier does or looks at. A second pass usually gets much closer to the version above.

Then stop letting the assistant judge. Read the draft as a viewer would, with the sound off and no notes. Ask three questions. Can I tell what the courier wants without being told? Can I see what blocks her? Can I see what changed? Run the illustrative draft through them. The want is clear only if we see her knock and wait. A shot of her just standing at a door reads as patience, not intent. The obstacle is clear only if the viewer can read the closed sign, or at least see the courier read it and react. The change is clear only if the light upstairs is something we see her see. Three of those answers depend on a shot that shows the courier looking and then shows what she looks at. Keep that in mind, because the shot list has to supply it.

The assistant drafted the words. You decide whether they tell a story. A draft can sound complete and still hide a beat that never reaches the screen.

Now the scene needs to become something you can schedule. A shot list breaks the scene into numbered pieces, each one a single thing to generate. Each row says how big the frame is, what happens, which way things move, where the courier looks, and how long it runs. One more column matters for this course: which clip you already have, or which method a new shot would need.

Keep each shot to one clear action. The models you have used produce short clips, and one action per clip is what they handle best. Two actions in one generation give the model two chances to go wrong.

Here is the illustrative list, read row by row. The screen direction is fixed by the footage you already own. In the accepted rise, the courier turns toward the street, which we'll say is screen right. Everything after that has to respect it, by the 180-degree rule you already know.

Shot one is a wide shot. The courier walks into frame from the left, carrying the parcel, and stops at the bakery step. She moves left to right and looks at the door. Four seconds. Nothing existing covers it. It needs image-to-video, starting from the bakery-step still you already have with the courier added, so the location matches.

Shot two is a medium shot. The courier knocks and waits. She faces the door and looks slightly up, at about the height of a face behind glass. Three seconds. New, and image-to-video, starting from a still of her at the door.

Shot three is the wide shot of her crouching to set the parcel down. Three seconds. This is your accepted crouch clip. It is covered.

Shot four is a close-up. She checks her phone and her eyes drop to the screen. Two seconds. New. Text-to-video would struggle to keep her face. Image-to-video from a close reference frame of the courier is the safer method.

Shot five is a medium close-up through the window glass, or on the glass. The closed-for-the-week sign. This is what she sees. Two seconds. New. It has no person in it, so a plain still or text-to-video can cover it. A still with a slow push-in in the edit may be enough.

Shot six is the medium shot of the courier rising and turning three-quarters toward the street. She faces screen right. Five seconds. This is your accepted Animate Frames clip. It is covered.

Shot seven is a wide shot of the flat above the shop next door, a lit window. Her point of view. Two seconds. New, and the first-and-last-frame method in Animate Frames could carry a light switching on if you want that change on screen. Otherwise image-to-video from a still.

Shot eight is a wide shot. The courier picks up the parcel and walks out of frame to the right. Four seconds. New. Animate Frames, with a start frame matched to the end of shot six so the cut on action holds.

Two shots out of eight already exist. That is the first useful number the list gives you. Most of the scene is still ahead.

Look at the eyeline column again. Shots four, five and seven work only if the courier's look and the thing she looks at line up. She looks down at the phone, then up and slightly left at the window sign, then right toward the street. If the window sign shot is framed as if seen from the street side, her eyeline won't match it. Writing the eyeline down now prevents a generation that looks right alone and wrong in the cut.

Now test the list on a timeline, before spending any credits on it. An animatic is a rough version of the film made from still pictures held for their planned durations. It shows timing and order. It does not need to look good. A sketch, a phone photo of a doll on a step, or a frame exported from your existing clips will all do.

Make one still per shot. For shots three and six, export a frame from the clips you have, the same way you exported frames in the last chapter. For the rest, rough images are fine. Name each still with its shot number.

In Shotcut, set a default length for stills first, so each one doesn't land at whatever length Shotcut picks. Open one still with File, Open File, so it appears in the Source player. In the Properties panel, type a duration into the Duration field. Shotcut writes time as hours, minutes, seconds and frames, so three seconds is zero zero, zero zero, zero three, zero zero. Then click Set Default. Every still you bring to the timeline after that starts at three seconds.

Drag the stills onto the first video track in shot order. Shots three and six can go in as the real clips if you like, which gives the animatic a mix of moving and still frames. That is fine.

Now fit each still to its planned length. Once a clip is on the timeline, you can't type its duration there. Instead, hover over the edge of a clip until the red trim bracket appears and drag it. Inward shortens, outward lengthens. Or put the playhead where the shot should end, press S to split the clip there, select the leftover piece and press X. That is a ripple delete. It removes the piece and closes the gap, so the shots after it slide left.

Put the ambience underneath. If your project has no audio track yet, add one with Control plus U, or Command plus U on a Mac, or from the Timeline menu under track operations. Drop the ambience file on it. Street sound changes how long a held frame feels. Silence makes three seconds seem long.

Then watch it, from the start, at full speed, more than once. Watch for three things. Is any still held so long that nothing seems to be happening? Is any cut so quick you can't take in what you saw? And is there a moment where you, the viewer, don't know something you need?

In this illustrative pass, two problems show up. First, the cut from the closed sign straight to the courier rising feels like a jump. We see the sign, then she is already moving. We never see her take it in. The scene needs a reaction, a close shot of her face as she understands. Without it, the obstacle exists on screen but never reaches the courier. That was the risk the story check pointed at. The paper version hid it, because a reader fills it in. A timeline with nothing between two pictures does not.

Second, the lit window in shot seven reads as just another window. Nothing tells us it belongs to someone who might sign. One fix is to see a figure pass behind the curtain. Another is to give that window a sign or a name plate. The cheaper fix is usually the one that adds no new character, so the illustrative choice is a name plate on the door beside it, seen in the same wide shot.

Revise the list. Add a new shot between five and six, a close-up of the courier's face as she reads the sign, eyeline up and a little left, two seconds, image-to-video from the close reference frame. Change shot seven's action to include the door and name plate. The list now has nine shots, and two are covered. Rebuild the animatic with the new still and watch again. Repeat until a viewer who has never heard the story can tell you what happened.

The shot list now tells you what generation will cost before you spend anything. The rule from earlier chapters still applies. You pay for every take, not just the ones you keep.

Use the costs already in your records. Animate Frames costs about fifty credits for five seconds on its standard setting, and half that on Turbo. Gen-4.5 Image to Video costs twelve credits a second. Text-to-video for the empty sign shot can be skipped if a still with a push-in works.

Now an illustrative estimate. The rise took two takes. Assume new shots also need about two takes each, and the hard ones three. Shots one, two and four are image-to-video at four, three and two seconds, so a take costs forty-eight, thirty-six and twenty-four credits. At two takes each, that's two hundred and sixteen credits for the three. The added reaction close-up, at two seconds and maybe three takes because faces are hard, adds seventy-two. Shot seven, the window and door, as a three-second image-to-video shot at two takes, is another seventy-two. Shot eight, the exit in Animate Frames at fifty a take and two takes, is a hundred. Shot five, if a still with a push-in works, costs nothing to generate. Add those and the scene's new shots come to roughly four hundred and sixty credits. Spread over seven new accepted shots, that is about sixty-six credits per accepted shot, even though no single take costs that much.

That gap is the whole reason to count rejected takes. If you priced only the takes you keep, you would budget about half as much and run out halfway through.

The estimate also shows where the risk is. Five of the new shots show the courier's face or body. Each one has to match the woman in the shots you already have, in face, hair, jacket and parcel. And the street has to stay the same street in every wide shot. If one generation gives her a different collar, you pay for a reshoot. That is why the next step isn't generation. It is a set of reference sheets for the courier, the parcel and the street, made so every shot on this list starts from the same pictures.

A practical shortcut for keeping the courier the same

No release this week changed how reference images or planning work in the tools this course uses. So here is a shortcut that applies to the problem you just found.

Before generating any of the new shots, make a turnaround. That is a single set of images of the courier from the front, from three-quarters and in profile, all under the same flat, even light. Generate it in an image model, starting from your existing reference still of the courier so her face and jacket begin from what you already accepted. Flat light matters. If one angle has strong side light and another doesn't, the video model may read the shadow as part of her face.

Then use those angles as references. Runway's image reference inputs can take a cropped angle or two alongside the prompt. Kling's Elements offers similar slots. Two to four crops are typical. Pair them with the same short description of the courier, written the same way in every prompt, word for word. If shot two calls her a courier in a grey rain jacket, shot eight shouldn't call her a woman in a dark coat. A changed phrase invites a changed person.

Pre-production suites such as LTX Studio or Studiovity let you place camera positions and framing for a whole scene before rendering. For one short scene, your Shotcut animatic already does that job, so they are worth a look only when you have several scenes to plan.

The smallest useful next action is this. Take your revised reference still of the courier. Make three flat-lit angles from it. Then hold each one next to a frame from the accepted crouch and rise clips. If the jacket, hair and face match all three, save them in the project folder as the courier's reference pack. If one doesn't match, regenerate that angle now, while it costs one image and not a video take.



6. Keeping the Courier Consistent Across Shots

Writing continuity down once

Seven new shots stand between the animatic and a real scene. Each one will be generated separately. Each one is a fresh chance for the courier to come back slightly different: a darker coat, a bag on the wrong shoulder, light from the wrong side of the street. This chapter answers one question. How do you make seven separate generations show the same woman on the same evening?

The answer is a habit more than a trick. Continuity is a set of decisions you write down once and feed into every shot. If you rely on remembering what the courier looked like each time you type a prompt, she will drift. So the work happens in three parts. First comes a reference sheet, a set of clean pictures of the courier from several angles. Next comes a production bible, one page of written rules for the scene. Last comes generation, where the pictures and the rules go into every shot. Then we break one shot on purpose and repair only that one, to prove the system holds.

Everything here builds on what is already in the project folder. That includes the accepted reference still of the courier and its revision, the crouch and rise clips, the bakery-step still, the nine-shot list and the Shotcut animatic. Everything below is an illustrative walkthrough, and the numbers in it are examples. It is not a record of anything you have done.

The tool and what it costs

The hosted tool stays Runway, which the course has used since the first chapter. For this job Runway splits the work into two stages, and the split matters.

The first stage is Gen-4 References. It is an image generator, not a video generator. You give it one to three reference images and give each one a tag, a short name that starts with an at sign, such as at-courier. Then you write a prompt that uses those tags. Gen-4 References makes a new still that combines them, so the courier from your reference stands in a setting or pose your prompt describes. It accepts PNG, JPEG and WEBP files. Each image costs about eight credits.

The second stage is the image-to-video method from chapter three. The still you made with References becomes the first frame of a Gen-4.5 Image to Video generation. As chapter three showed, Gen-4.5 runs anywhere from two to ten seconds, so a shot can be generated at the length the shot list asks for. Its base output is 720p-class, which means twelve hundred and eighty by seven hundred and twenty pixels at sixteen by nine. Larger sizes need an upscale. Gen-4.5 Image to Video gives silent output, and that suits this scene. The ambience track in Shotcut already carries the sound.

Why two stages, and not one? The video model cannot take a loose pile of reference pictures and work them all in. It anchors on one first frame. So identity gets locked into a single still first, and the motion comes second. That is why the reference sheet matters so much. It feeds the still, and the still decides the shot.

On plans: Runway's free tier gives a one-time grant of a hundred and twenty-five credits that does not refill, and its output is watermarked. The Standard plan gives six hundred and twenty-five credits a month, and paid plans carry commercial licensing. Pro gives two thousand two hundred and fifty. The old estimate for the seven new shots was about four hundred and sixty credits. That fits inside one month of Standard, but not by much.

Building the reference sheet

A reference sheet is a set of pictures of one character from fixed angles, under plain light, on a plain background. Animators have used them for decades so that many artists draw the same face. Here the artist is a model, and the sheet does the same job.

The sheet needs three views. The front view shows the courier looking straight at the camera. The three-quarter view has her turned about halfway between front and side. The profile shows her exactly side-on. These three cover the angles the shot list uses. The phone close-up sees her face from slightly above and to the side. The reaction close-up sees it nearly front-on. The walk away sees her back and side.

Start in Gen-4 References. Upload the accepted reference still of the courier and tag it at-courier. Then prompt for the front view: "at-courier, front view, full body, standing straight, arms relaxed, plain mid-grey background, flat even studio light, no shadows." Generate it. Change only the angle words and make the three-quarter view, then the profile. That comes to three images at about eight credits each, so roughly twenty-four credits.

Why flat light and a grey background? Because the model copies whatever it sees. Suppose your reference shows the courier lit warm from the left in front of a brick wall. Then the warm light and the bricks become part of what the model thinks "the courier" is. It may carry them into a shot where the light should come from the right. Flat light shows the true colour of her jacket and the true shape of her face, with no shadows hiding the details. The light of each shot then comes from the shot's own prompt and its own setting image, and from nowhere else.

Your first try will probably not be perfect, so check each view before you keep it. Pull two frames from the clips you already accepted: one from the crouch, one from the rise. In Shotcut, park the playhead on a clear frame and use Export Frame from the File menu. Now set the new views beside these frames and compare them one feature at a time. Is the hair the same length, and parted on the same side? Is the jacket the same grey, or has it shifted toward blue or brown? Is the collar shaped the same? Is the bag strap on the same shoulder?

In this illustrative pass, the profile comes back with the hair tied up, while the clips show it loose. That profile is rejected. You log it as eight credits spent, with a note saying hair tied. Then you regenerate with "hair loose to the collar" added. One rejected image is normal. Keeping a wrong view is much worse, because every later shot would inherit the mistake.

Then come the detail crops. A full-body view is too small to show the things a close-up will show. Open the best front view in any image editor and cut out three close crops. The first is the collar: its shape, its colour and how it sits at the neck. The second is the bag: its strap, its buckle and which side it hangs on. The third is the parcel label: where it sits on the box and roughly what it looks like. Save each crop as a PNG in the reference folder. The crops cost nothing. They are just closer looks at pictures you already have. They earn their place later, because References takes only three images per call. When a shot is a close-up of the collar, the collar crop is a better choice than a full-body view where the collar is a few pixels wide.

The one-page production bible

The sheet holds what the courier looks like. The bible holds everything else the scene must keep constant, written in words so you can copy it into prompts and check shots against it. Keep it to one page. A page you actually read is better than five you skip.

Write it in six short parts.

Appearance is a sentence or two about her face, hair and build. In this illustrative bible: late twenties, dark hair loose to the collar, parted on the left.

Wardrobe means the exact colours and fabrics. Vague words let the model wander, and exact ones hold it. "Dark clothes" could mean anything. "Matte grey rain jacket, collar up, zip closed to the chest" means one thing. The same goes for her trousers and shoes.

Props are the bag, the parcel and the phone. Say which shoulder carries the bag strap. In the illustrative project it is her right. Describe the parcel's size and the label's position, and the colour of the phone case.

Lighting is where the light comes from on the bakery street and what time it is. Here it is early evening, a warm streetlamp key from screen left, and a cool blue sky fill. Use fixed technical words and reuse them exactly every time. Mood words like "moody" or "cosy" mean something slightly different to the model each time. "Warm streetlamp key from screen left, cool dusk fill" means the same thing every time.

Screen direction says that the courier exits toward screen right, as the shot list already says. Any shot that shows her walking must keep her moving right. If one shot flips her to walking left, the viewer will feel she turned around.

The fixed description line is one sentence that describes the courier the same way every time. For example: "A young bike courier in a matte grey rain jacket with the collar up, dark hair loose to the collar, bag strap on her right shoulder." You paste this sentence word for word, every time.

Where does that line go? This is where the two stages matter. Runway's guidance for image-to-video is to describe only motion and camera in the video prompt, because the first frame already sets the clothes and the face. If you describe the wardrobe again in the motion prompt, the model may change the clothes when it should keep them. So the fixed line goes into every Gen-4 References prompt that makes a first frame. The Gen-4.5 video prompt gets only what moves and how the camera behaves. The line is fixed in its words and fixed in its place.

Each part of the bible stops a particular kind of drift. Appearance and the sheet stop a new face. Wardrobe words and the collar crop stop the jacket changing. Props stop the bag jumping shoulders. Lighting stops a cut where the sun seems to move. Screen direction stops a reversed walk. The fixed line stops the small rewordings that creep in when you type a description fresh each time.

Generating the new shots

Four of the seven new shots go first: the phone close-up, the sign insert, the reaction close-up after the sign, and the wide shot of the courier walking right toward the lit flat. Choose them because they are the most different from each other. One is a close angle looking down, one is a straight-on face, and one is a full figure in motion. If the system holds across those, it will probably hold across the rest.

Each shot follows the same steps.


	In Gen-4 References, choose up to three references for this shot: usually one view of the courier, one detail crop and the bakery-step still for the street.

	Write the first-frame prompt with the tags, the fixed description line pasted unchanged, the framing from the shot list and the lighting words from the bible.

	Check the still against the bible before you spend anything on video.

	Use that still as the first frame in Gen-4.5 Image to Video, set the shot list's duration and write a prompt describing only the motion and the camera.

	Inspect the clip, then log it as accepted or rejected with its credit cost.



Take the phone close-up as the worked example. The shot list says close-up, the courier looks down at her phone, eyeline down, three seconds. The references are at-courier from the three-quarter view, at-bag from the bag crop because the strap will be in frame at the edge, and at-street from the bakery-step still. The prompt reads: "at-courier on at-street, close-up from slightly above," then the fixed description line, then "looking down at a phone held in her left hand, warm streetlamp key from screen left, cool dusk fill." The still comes back. Check it against the bible before going further. Jacket grey, collar up, strap on the right, light from the left. It passes, at about eight credits.

In Gen-4.5, that still is the first frame. Set the duration to three seconds. The prompt reads: "she scrolls with her thumb and her eyes move across the screen, camera static." Nothing about the jacket, because the frame has already decided it.

Now inspect what happened, not what you asked for. Play the clip several times and watch one thing each time. First the face: does it stay the same face as the sheet from first frame to last, or does it soften or shift halfway? Then the collar: does it stay up? Then the bag strap: does it stay on her right shoulder, or slide? Then the light: does the warm side of her face stay on the left the whole way? Then the eyeline, which the shot list says is down toward the phone. If her eyes drift up toward the camera, the shot will not cut against the next one. In this illustrative pass the phone close-up passes all five checks.

The sign insert is simpler, because it is a shot of the "closed for the week" sign with the courier out of frame. Its references are the street still and nothing else. One thing to watch: generated text is often scrambled. Read the sign letter by letter. If it is unreadable, a real fix is to make the sign as a clean image yourself, add it in the edit, and generate only the shopfront. A model that keeps getting text wrong is not worth more spends.

The reaction close-up after the sign is the shot the animatic showed was missing. Its references are at-courier from the front view, at-collar from the collar crop because the collar fills the bottom of the frame, and at-street. Its eyeline is up and to the left, toward the sign. Check that eyeline carefully, because the cut from the sign to her face depends on it. If she looks up and right, the viewer will think she is looking at something else.

The wide walk uses the profile view, the bag crop and the street. The motion prompt says she walks toward screen right, and screen direction is the extra check here. Watch the whole clip and make sure she never turns back.

Judging the cut as a sequence

Four shots that each pass inspection still might not work together. You can only tell by watching them as a sequence.

Open the Shotcut project with the animatic. Import the new clips into the playlist. For each, find the still it replaces on the timeline. Drag the new clip onto the track above that still, starting at the same point. Trim it to the still's length, then delete the still underneath, or mute that lower track, so the timing the animatic proved stays the same. Do this for all four. The two clips you already had, the crouch and the rise, stay where they are. The three shots you have not generated yet stay as stills for now. A mixed timeline is normal at this stage.

Then play the sequence from the start, at full speed, without stopping. You are no longer checking single frames. You are checking the cuts. Does the jacket look like the same jacket across every cut, or does one shot jump slightly brighter? Does the warm light stay on the same side as the shots change? When the sign insert cuts to her reaction, does her look seem to land on the sign? When she walks off in the wide, does her direction match the rise clip from chapter four?

In this illustrative pass, three of the four sit together well. The reaction close-up does not. Watched alone it looked fine. Watched after the phone close-up, the collar is plainly wrong. In the phone shot it stands up. In the reaction shot it lies flat, and the jacket is open lower at the chest. A viewer might not name the problem, but they would feel the courier had changed.

One repair without starting over

This is where the system earns its keep. Chapter three showed that simply regenerating a wrong shot proves nothing about what caused the problem. Now there are written decisions and fixed references, so you can ask exactly where the error came in.

Work backward. The clip started from a first frame. Open that still. The collar is already flat there. So the video stage did not cause the problem. It faithfully animated a frame that was wrong from the start. Running Gen-4.5 again would waste credits, because it would start from the same bad frame.

Now look at the still's inputs. The references were the front view, the collar crop and the street. The fixed line said "collar up." So why flat? Compare the collar crop with the front view, and the answer shows. You cut the crop from a front view where the collar sat a little low. The crop showed a soft, half-folded collar. The model followed the picture over the words.

The repair is aimed only at that cause. Make a new collar crop from the three-quarter view, where the collar clearly stands up. Swap it in for the old crop in this one shot's references. Change nothing else: not the prompt, not the street, not the other three shots. Generate the still again, about eight credits. Check it. Collar up, zip at the chest. Then run Gen-4.5 from the new frame with the same motion prompt and the same three seconds. Inspect the new clip with all five checks. Put it on the timeline in place of the rejected one and play the whole sequence again. The cut from the phone close-up to the reaction now holds.

Two things made that repair small. First, every input was saved and named, so you could find exactly what went into the bad shot. Second, the other shots never depended on the bad crop. Each shot reads from the reference folder, not from the shot before it. So fixing one shot leaves the others alone. That is the milestone for this stage of the course: a multi-shot scene whose continuity survives a targeted revision without starting over.

The bible gets a one-line update too: "Collar crop: use the three-quarter view crop; the front-view crop reads as a soft collar." Your next shot then starts from the corrected reference. The fix is now part of the decisions you wrote down.

Counting what it actually cost

Now the log. Every generation goes in it, accepted or not, with its cost read from Runway's generation details. The per-take video cost below is illustrative, because your account's figure is the one that counts. Suppose each video take is three seconds, like the phone close-up and the reaction close-up. At Gen-4.5's twelve credits per second, that is about thirty-six credits a take.

On the image side there were three views plus one rejected profile, which is four stills. There were four first frames for the shots, one of them the rejected reaction frame, plus its replacement. Nine images at about eight credits each is roughly seventy-two credits. On the video side there were four first takes plus one repeat of the reaction close-up, so five takes at thirty-six is one hundred and eighty. The total is about two hundred and fifty-two credits for four accepted shots, or about sixty-three per accepted shot.

That is just under the sixty-six per shot the animatic estimate allowed. The log shows where the money went. Nearly half the image spend went on the sheet, which is a one-time cost. The remaining three shots will reuse it and pay nothing for it. One rejected video take, though, cost more than all the rejected stills together. That is the lesson the numbers teach. Check the cheap still before you pay for the expensive motion, every time. Each eight-credit check that catches a mistake saves a thirty-six-credit take.

The sound is still only the ambience bed, and the courier has no lines. Sound design, dialogue and finishing remain untaught. Three new shots are still stills on the timeline, and they are next in the queue with their references already chosen. One problem this chapter's method does not solve is the moment where one shot's last frame must hand off exactly to the next shot's first, as when she rises and turns. For those joins the next tool is frame chaining, where the end of one accepted clip becomes the start of the next.

Before that, one release this month is worth a look, because it changes how many references a single generation can hold.

ShengShu Technology released a preview of Vidu Q4 on the seventh of October. In one generation setup it accepts up to fifteen reference images and three reference audio files. Compare that with the three images Gen-4 References takes per call. In the repair you just did, the three-image limit forced a choice: a body view, a detail crop and the street, and nothing more. With fifteen, the whole reference sheet could go in at once. That means all three views, all three detail crops, the street and a frame from the accepted clips. ShengShu describes the images as locking separate elements, such as character identity, wardrobe, props and background, across a scene. The reference audio is meant to guide a voice's identity and tone across shots, which matters later once the scene has dialogue. Output is native 2K and 4K with ten-bit colour, which leaves more room when you grade later. Pricing starts at about one and a half cents per second.

What this changes is the production task you just did by hand: choosing which three references a shot gets. What it does not change is the method. A larger reference count still needs a clean sheet and a written bible. Fifteen badly lit references would teach the model fifteen versions of the wrong light. The sheet and the bible move to any tool unchanged.

The smallest useful next action is a single test, not a switch. Take the reaction close-up, the shot that failed, with your existing sheet and bible. Generate it once in Vidu Q4 with the full set of references. Then run the same five checks: face, collar, bag, light and eyeline. Drop it onto the Shotcut timeline in place of the accepted Runway version and watch the cut from the phone close-up. Log its cost in dollars beside your credit costs, so the two can be compared per accepted shot. One shot judged on your own scene tells you more than any launch reel. Since this is a preview, check its access terms and its licence for commercial use before you plan the rest of the scene around it.

Two other releases point the same way. HiDream's vivago R1 builds multi-shot sequences inside one conversation and keeps reference assets anchored across turns. Higgsfield now saves character attributes as reusable assets in a project library. Both are bets that keeping characters consistent should happen in one place, much like the reference folder you just built.



7. Chaining Shots Into a Finished Scene

Handing one shot to the next

Your Shotcut timeline now holds nine shots of the courier scene. Six are moving pictures: the two clips you started with, the crouch and the rise, plus the four new shots from the last chapter. Those four are the phone close-up, the sign insert, the reaction close-up and the wide walk toward screen right. The other three are still stills. They hold their place and their length, and they move nothing.

This chapter turns those three stills into shots. Then you watch all nine as one cut. The question is simple to say. How do you make a new shot pick up exactly where the last one left off? Runway can generate each shot well on its own. The hard part is the join between two shots, because a viewer's eye crosses it in a fraction of a second.

As before, the walkthrough is illustrative. The shots, the takes and the credit numbers are examples to show the method. They are not results anyone measured, and the series showing a workflow does not mean you have run it.

A cut is a hand-off

Think about what a cut does. One shot ends. The next begins. If the action keeps going across that cut, the viewer expects the person to be in the same place, in the same pose, moving the same way. Her arm is still rising. Her foot is still mid-step. The rain is still falling from the same side.

Sometimes a cut changes the framing instead. You jump from a wide shot to a close-up of something new. The viewer accepts a fresh picture there. What they still expect is the same person, the same clothes and the same light.

These two kinds of cut want two different starting frames.

When the action runs straight across the cut, the best first frame for the new shot is the last frame of the old one. You take the final picture of the accepted clip, save it as a still, and give it to Gen-4.5 Image to Video as the new shot's first frame. The new shot then starts from a pose that already matches. This is frame chaining. Each shot hands its last frame to the next, like a runner passing a baton.

When the framing changes, a chained frame does not help. The last frame of a wide shot is a wide picture, and the next shot is a close-up. You would only be asking the video model to zoom and invent detail. There, you go back to what you did in the last chapter. You make a fresh first frame in Gen-4 References from your tagged reference images, and you animate that.

There is a third case, and you already know its tool. Sometimes the new shot has to end on a pose that matches a shot you already have. Then both ends matter. That is the job of Runway's Animate Frames app, which you used in chapter four to steer a shot from both ends.

Reading the three stills against the shot list

Open the shot list next to the timeline. For each still, read its row: framing, action, screen direction, eyeline and length. Then read the scene beats around it. You are asking one thing about each cut on either side of the still. Does the action keep going, or does the picture change?

Say your three stills are these. First, the knock at the bakery door, which opens the scene before the existing crouch clip. Second, the courier reaching the door under the lit window next door, right after the wide walk. Third, the insert of the name plate on that door, the detail your animatic showed was missing.

Now take them one at a time.

The knock comes before the crouch. The crouch clip already exists and is accepted. You will not regenerate it. So the knock must end in a pose that flows into the crouch clip's first frame. Its start is a fresh picture, since it opens the scene. Its end is fixed by a shot you already own. Both ends matter, so this one goes to Animate Frames.

The arrival at the lit door comes straight after the wide walk toward screen right. She is walking in one shot and still walking in the next, closing the last few steps to the door. The action is continuous. This is the chain.

The name plate insert is a close-up of a sign on a door. The framing changes completely from the shot before. A chained frame would be a person at a door, not a name plate. This one gets a fresh Gen-4 References first frame.

So the three remaining shots use three different starting methods. That is the point of reading the list first. Each method costs credits, and choosing by the cut keeps you from spending them on the wrong one.

Exporting the last frame

Start with the chain, because it is the new skill. You need the final frame of the accepted wide walk, saved as a still.

You can do this in Shotcut. Open the accepted wide walk clip in the Source viewer, or find it on the timeline. Move the playhead to its very last frame. Use the arrow keys to step one frame at a time. Left and right move you a single frame. Step to the end, then check that the picture is really the last frame of the shot. Some files have an empty or held frame at the tail. You want the last frame that shows real motion, not a blank.

Then go to the File menu and choose Export Frame. The shortcut is Control, Shift and E on Windows or Linux, and Shift, Command and E on a Mac. Give the file a clear name, such as the shot number with the words last frame, and save it as a PNG. A PNG keeps the picture without the extra blur that heavy compression can add. Shotcut saves the still at your project's resolution.

Runway can also hand a frame forward without leaving the browser. In its video viewer you can scrub the clip to a frame and use that frame as the image input for a new generation. That is quicker. Shotcut has one advantage here. You are looking at the clip exactly as it sits in your cut, at your project's size, and you keep a named file in the project folder. That file becomes part of the record of how the shot was made. For this chapter, use Shotcut and save the still.

Checking that the frame is clean

Before you upload anything, look hard at the still. Zoom in on her face, her hands and the edge of the bag.

The thing to check is blur. The last frame of a walking shot often catches a foot or a hand mid-swing. In a moving clip, that blur reads as speed and looks natural. Frozen as a still, it is a smear. If you give a smeared frame to the video model, it treats the smear as part of the picture. The blur can come through into the new shot as a soft hand or a melted sleeve.

If the last frame is smeared, step back one or two frames and export again. Find a frame where her hands and face are sharp. You lose a tiny sliver of time at the end of the walk, which you can trim in Shotcut later. Then trim the end of the wide walk on the timeline to finish on that same frame. The cut will then join on the exact picture the next shot starts from.

Check the size and shape too. Gen-4.5 Image to Video takes PNG, JPEG or WebP images. The video it makes follows the shape of the image you give it. Your project is landscape, sixteen by nine, so the still should be too. If the image does not match the generation setting, Runway offers to crop it, and a crop changes the framing. Keeping the same project size in Shotcut and in Runway avoids that.

Animating from the chained frame

Now open Gen-4.5 Image to Video. Upload the exported still as the first frame.

Write the prompt the way your production bible says. Video prompts describe motion and camera only. Do not describe the courier again. Do not repeat the jacket, the collar or the bag. The picture already holds all of that. When you describe those things in the video prompt, the model reads your words as a fresh request and may redraw them. That is how a collar flattens or a jacket changes shade between shots.

So a prompt for the arrival might be something like this, in your own words: she keeps walking toward screen right, slows over two steps, and stops facing the door, while the camera holds still at the same height. That is all motion and camera. Keep the camera words the same as the ones in the wide walk's prompt. If the wide walk used a fixed camera at eye level, say that again here. Matching camera words keep the two shots behaving like one piece of film.

Choose a short length. Five seconds is enough for a few steps and a stop. Short takes give the model less time to wander away from the first frame. The longer a take runs, the more the end of it can drift from the start.

Generate one take and bring it into Shotcut before you judge it.

Inspecting the new take

Put the new clip on the timeline right after the wide walk, replacing the still. Then play across the cut, not just the new shot by itself. A shot can look fine alone and fail at its join.

Check these things in order, and look at the picture rather than trusting the prompt.

Identity first. Is this the same face as the sheet? Same hair, same jaw, same age.

Then the wardrobe details from your crops. Is the collar up, as the bible says? The collar is the detail that failed last chapter, so give it a slow look. Is the bag on the same shoulder as in the wide walk?

Then light. Does it fall from the same side as in the wide walk? Light that suddenly swaps sides makes a cut feel wrong, even when the viewer cannot say why.

Then screen direction. She was walking toward screen right. In the new shot she must still be heading right. If she turns and walks left, the viewer will feel she has changed her mind.

Then eyeline. When she stops at the door, where is she looking? The shot list says what she looks at next. Her eyes should point there.

And one more check, at the join itself. Image to Video starts from a frozen picture. It does not know how fast she was moving in the shot before. So a chained shot can start with a small lurch, as if she sped up, or with a pause, as if she stopped and started again. Play the cut a few times at normal speed. If there is a little settle at the start, you can often trim the first few frames of the new shot in Shotcut so the movement flows.

Say your first take fails one check. She arrives at the door, but the bag has slid to the other shoulder halfway through. That is a rejected take. Log it. Its credits count toward the shot, even though it will never be seen.

Ask what caused it before you regenerate. The first frame was correct, so the picture was not the problem. Look at your prompt. Say you had written that she adjusts her bag as she slows. The model took that as a reason to move the bag. Remove that action. Each shot has one action, and this one is arriving at the door. The second take keeps the bag where it was. It passes every check. Accept it.

When a chain drifts

You have chained one link. Now picture a longer chain.

Say a later scene needs the courier to walk a whole street in four connected shots. You export the last frame of shot one and animate shot two from it. Then you export the last frame of shot two to start shot three. And so on.

Each link copies the frame before it, and each copy is a little less faithful. The model rebuilds the picture every time. Small changes stack up. By the fourth link the face can be slightly different. Fine details soften. The jacket's grey might warm. The street behind her may bend. None of these changes is large between two neighbouring shots. That is why it is easy to miss. You only see it when you compare the last link to the first, or to the reference sheet.

So the check for a long chain is not just shot to shot. Put the last link's frame beside the reference sheet's three-quarter view. Then put it beside the first frame of the chain. If the face, collar or colour has moved, the chain has drifted.

The fix is to re-anchor. Instead of exporting yet another last frame and passing the drift along, go back to the source. Make a new first frame in Gen-4 References from the reference sheet and your crops, using the bible's fixed description line. Give it the pose and framing the chain had reached. Then animate from that clean frame. The chain carries on from a picture built from the sheet, not from a copy of a copy.

Re-anchoring costs a little more for that link, since you pay for the References still. It saves far more than it costs, because it stops the drift before it spreads to every shot that follows.

Some habits slow drift in the first place. Keep each link short. Use the same camera and style words in every link's prompt. If your Runway workflow lets you reuse a seed, keeping the seed from the first good take can help the takes behave alike. A seed only helps as far as the tool allows, though, and it does not guarantee the same result. Chaining also gives no discount. Each link is billed like any other generation, so a long chain is not cheaper than separate shots.

When the end pose must match too

Re-anchoring fixes the start of a shot. Sometimes the end matters just as much. That is your knock shot.

The knock opens the scene, and it must flow into the crouch clip you already accepted. So you need two stills. The first is a fresh Gen-4 References frame: the courier at the bakery door, hand raised to knock, built from the sheet and the bible's fixed line. The second is the crouch clip's first frame. Export it from Shotcut the same way you exported the last frame of the wide walk, with Export Frame, after checking it is sharp.

Now open Animate Frames, under Apps and Workflows in Runway. As in chapter four, it needs a paid plan, and both stills must share the same shape. Load the knock frame as the start and the crouch frame as the end. The prompt again describes motion, timing and camera only: she knocks twice, waits, lowers her arm and begins to crouch, while the camera holds still. Choose five seconds. The output is silent, which is fine, since the scene's ambience bed already runs under every shot.

Because the end frame is the crouch clip's own first frame, the knock shot lands exactly on it. When you place the two clips side by side, the cut joins on matching pictures.

Inspect it like the others: face, collar, bag side, light, eyeline. Her eyes should be on the door while she waits. Say this take passes. Accept it.

The name plate insert

The last still is the easy one, because you have done it before. The name plate is a close-up of a door sign, and it is a new framing. Make a fresh first frame in Gen-4 References. Tag the location reference and, if her hand appears reaching for the bell, the courier sheet. Then animate it in Gen-4.5 Image to Video with a short, quiet move, such as a slow push toward the plate. Check it and place it.

All seven new shots are now moving pictures. Every still is gone from the timeline.

Watching the scene as one cut

Now watch the whole thing. Play all nine shots from the knock to the name plate without stopping. Do not pause on any one shot. Watch it the way a viewer will.

Then watch it with the sound off and ask the scene questions from chapter five. What does she want? What blocks her? What changed? If a viewer can answer all three from the picture alone, the scene works as a story.

Then watch it a third time for continuity only. Look at each cut. Does the collar hold from shot to shot? Does the bag stay on its shoulder? Does the light stay on its side? Does she keep heading screen right once she sets off?

Say this pass shows one fault. The name plate insert looks lit from the left, while every shot around it has the window glow coming from the right. Alone, the insert looked fine. In the cut, it jumps.

Trace it back, the way you traced the collar last chapter. The video prompt was only motion and camera, so it did not set the light. The first frame did. Open the first-frame prompt. Say you find that the bible's fixed lighting words were left off, so the model chose its own light. That is the single input at fault.

Fix only that. Rewrite the first-frame prompt with the bible's lighting words. Make a new References frame. Check it beside the shot before it. Animate it with the same motion prompt as before. One new take. Place it and watch the cut again. The light now holds.

Every other shot stays exactly as it was. That is the milestone. The scene's continuity survived a repair to one shot without starting over, because each shot's inputs were saved and the fault could be traced to one of them.

Logging the cost

Open your cost log and add the new work. These numbers are illustrative.

Say the knock cost about fifty credits for the Animate Frames take, plus about eight for its References frame, so about fifty-eight. The arrival needed two takes of about sixty each, one rejected and one accepted, so about a hundred and twenty. It had no References cost, because its first frame came from your own clip. The name plate cost about sixty-eight the first time, frame and take together. Its repair cost about another sixty-eight.

Add those and the three new shots come to about three hundred and fourteen credits. The log already held about two hundred and fifty-two for the first four shots. Together that is about five hundred and sixty-six credits for seven accepted shots, or about eighty per accepted shot.

Your planning estimate in chapter five was about sixty-six per shot. The real figure came in higher, mostly because of one rejected take and one repair. That gap is the reason to log rejected work. Generated seconds are not finished footage. The next time you estimate a scene, you can plan with eighty, not sixty-six.

Save the exported last frame, the knock's two stills, the rejected takes and the new prompts in the project folder beside the rest. Each shot's record should let you rebuild it.

The picture is locked; the sound is not

The picture is now locked. Nine shots tell the scene. Play it once more and listen. Under the whole scene runs the ambience bed you added in chapter two, and nothing else. Her knock makes no sound. Her steps make no sound. The parcel lands on the step in silence. Animate Frames gave you silent shots, and Image to Video added none on top of your bed.

A locked picture is the right point to start on sound. The timing of every shot is fixed now, so each knock, each step and each set-down has a place to land. That is the next stage of the scene.

Kling 4.0 and the long hand-off

One recent release bears directly on what you just did. Kling AI has launched Kling 4.0 on its web platform. Three of its changes aim at the same problem as frame chaining: keeping a character steady across a hand-off.

First, it extends how long a single pass can run. Your arrival needed two separate shots joined by a chained frame. A longer pass could, in principle, carry the wide walk and the arrival as one continuous take, with no join to match at all. Whether it holds the courier steady across that length is something to test, not assume.

Second, it accepts several keyframe images placed along the timeline, not just a start and an end. Animate Frames lets you fix two points. Kling 4.0 lets you fix several, such as a pose at the start, one mid-walk and one at the door.

Third, its Omni Reference system combines many reference assets at once, including multi-angle character sheets and reference videos. Your three-view sheet and your crops are exactly that kind of material.

Some things are not there yet. Developer access through an API, ten-bit high dynamic range output and multi-minute extensions are listed as coming soon. There is a free tier with daily credits, but its output is watermarked and for personal use. Paid plans give commercial rights and watermark-free exports. Monthly subscription credits expire without rolling over, while bought credit packs last for years. Higher resolution costs more credits per second, with ten-eighty above seven-twenty.

The smallest useful next step is one test on a shot you already have. On the free tier, upload your three-view courier sheet and the collar and bag crops. Give it the first frame of your wide walk and the last frame of your accepted arrival as keyframes, and ask for one continuous take. Then put it in Shotcut beside your two chained shots and inspect it the same way: face, collar, bag side, light, screen right. Remember the watermark makes this a test, not footage for the finished short. If the single pass holds the courier better than your chain did, you have a reason to price it properly. If it drifts, your chain stays.



8. Giving the Silent Scene Its Sound

A soundtrack built in layers

The courier scene is locked. Nine shots sit on the Shotcut timeline, and the only sound under them is the ambience bed. The picture won't change now. That matters for sound, because every effect you place will be tied to a frame. If the picture moved, every effect would slip out of sync with it.

This chapter answers one question. How do you give a silent scene a soundtrack that makes it feel real? Picture tells you what happened. Sound tells you it was real, and where you are. A knock you can see but can't hear looks like a mime. Rain you can see on a jacket but can't hear makes the street feel like a stage set. So each sound in this pass goes in for a reason. It fills a gap the viewer would notice if the sound were missing.

The walkthrough is illustrative. The sounds, levels and file choices are examples of how the work goes. They are not a record of anything you have done.

A soundtrack like this has layers. The bottom layer is ambience. That is the steady background sound of a place, such as rain on a street or traffic far away. On top of it sit spot effects. These are single sounds tied to single actions, such as a knuckle on a door or a parcel on stone. In film work, finding where those sounds belong is called spotting. Then comes the mix, which is the balance between the layers. Last comes the check: you listen, and you read the meters.

Watch it with the sound off

Mute the timeline and watch the nine shots straight through. Then watch again and stop at every moment where something visible should make a noise. Write each one down. This is your spotting list. It works like the shot list from chapter five. There is one row per sound, with the shot number, the action, the sound you want and roughly where in the shot it falls.

Say your list comes out like this. In the knock shot, two knocks on the bakery door. In the crouch shot, the scuff of a boot on the wet step, then the parcel set down. In the phone close-up, a small tap on the screen. Through every outdoor shot, rain on the jacket. In the wide walk, footsteps heading toward screen right. In the arrival at the lit door, the footsteps slow and stop.

Watching with the sound off forces you to really see. With the ambience playing, your ears fill in the gaps, and you stop noticing that the parcel lands without a sound. With no sound at all, every silent action stands out.

Before you go looking for sounds, check one thing in the list. Does every row match something you can see? Leave out a sound for something offscreen unless it does a job. A dog barking that nobody reacts to only gives the viewer a puzzle.

Getting the sounds, and checking the licence on each

You can get sounds in two ways. You can download recorded ones from a sound library, or you can generate them from a text description. Either way, each file needs a licence check before it goes on the timeline. This carries on the asset licensing from chapter two. A video can be blocked or demonetized because of one bad file, even if everything else in it is fine.

The library to start with is Freesound. It is a large free collection of sounds uploaded by its users. You make a free account, search for a sound such as "knock wooden door", and filter by licence. On a sound's page you click Download. Most files come as WAV, FLAC or MP3. WAV is the best choice for editing, because it hasn't been compressed.

The licence filter is the step that matters. Freesound sounds carry different Creative Commons licences, and for a YouTube upload they behave very differently. CC0 is public domain. You can use it in a monetized video with no credit needed. CC BY is also allowed in a monetized video, but you must credit it. That means naming the creator, linking to the sound and to the licence, and saying whether you changed the sound. CC BY-NC means non-commercial only. It is not allowed on a monetized channel. So if you plan to earn from the upload, filter to CC0 and CC BY, and keep the credit details for every CC BY file.

There is a simpler option inside YouTube itself. YouTube Studio has an Audio Library with a Sound effects tab. Those effects are cleared for monetized use in YouTube videos, with no credit needed. The limit is that they're cleared for use inside YouTube videos. You can't repackage or resell them as sound files. For a scene that will only ever live on YouTube, this is the low-risk choice. The files come as MP3, though, which is fine for short effects.

Then there's generation. ElevenLabs has a Text to Sound Effects tool. In the ElevenLabs dashboard you open Sound Effects and type a description. You set a duration between one and eleven seconds, click Generate Sound Effect, listen to the result and download it. A description in the spirit of "two firm knuckle knocks on a wooden shop door, rain in the background, close" gives you something to judge.

Here the licence depends on your plan. On the free plan, output is non-commercial only and needs credit. So it isn't allowed in a monetized video. Paid plans, which start at Starter, include a commercial licence. That covers sounds used inside a larger work such as a YouTube video, with no credit needed. Use the free plan to test whether the tool can make the sound you want. If you keep the result for a monetized release, make the final version on a paid plan.

When should you generate instead of searching? The knock is the case for it. A library has thousands of knocks, but hardly any will match two knocks with the exact gap the courier's hand makes in the picture. A generated knock can be described with the rhythm you need. Footsteps on wet stone and steady rain are easy to find in a library. Recorded sounds also tend to sound more natural over a long stretch. A good split is library for the ambience and the common effects, and generation for the one or two sounds that have to match a specific gesture.

Whatever you generate, treat it like a generated shot. Listen to what actually came out. Don't assume the prompt describes it. Generated knocks sometimes come back as three knocks, or with a strange metallic ring. Reject those takes and log them, the same way you log rejected video takes.

For each file, add a line to the production records. Write the file name, where it came from, its licence, any credit owed and which shot it serves. For a CC BY sound, copy the credit details then and there. Tracking down an author weeks later is tedious, and sometimes it can't be done.

Laying the tracks out in Shotcut

The ambience bed already has its own audio track. Spot effects need a separate one. In the Timeline panel, open the Timeline menu, which is the three-line icon above the track headers. Choose Track Operations, then Add Audio Track. The shortcut is Control U, or Command U on a Mac, the same one you used for the animatic. Add a second effects track as well. Then two sounds that overlap, such as the footsteps and the rain on the jacket, can each sit on their own track.

Keeping the layers on separate tracks lets you adjust one without touching the others. If the knocks are too loud, you change the effects track and the rain stays as it was.

Next, make sure you can see each sound's shape. In the Timeline menu, check that Options, then Show Audio Waveforms, is turned on. A waveform is the drawing of a sound's loudness over time. Quiet parts are thin and loud parts are tall. If a newly imported file shows no waveform, right-click the track header and choose Rebuild Audio Waveform.

Now sync the first knock. Move the playhead to the frame where the courier's knuckle meets the door. Use the left and right arrow keys, which move one frame at a time. Find the frame where her hand stops moving forward. That is the contact frame. Turn on snapping with Alt P, or click the magnet icon. Zoom in with the plus key or Control and the mouse wheel. Look at the knock file's waveform. A knock starts with a sudden tall spike called the transient. That spike is the moment of impact. Drag the clip until the spike snaps to the playhead.

The second knock is the real test. If your file holds both knocks, the gap between them in the sound has to match the gap in the picture. Step to the second contact frame and see whether the second spike lands on it. If it's a few frames early, split the file between the knocks and slide the second one along. If the generated knock got the rhythm wrong, you now have a concrete reason to make a new take.

Each frame at the project's frame rate is a fraction of a second, and people notice when sound and picture drift apart. A sound that lands a frame or two after its action usually still reads as connected. A sound that lands before its action looks wrong sooner. So if you can't get it exact, it's safer to land the sound a hair late than early.

Do the same for every row on the spotting list. Put the parcel's soft thud on the frame where it touches the step. Line up the footsteps with the frames where each heel strikes the ground. Here the waveform helps a lot, because a run of footsteps shows up as a row of spikes. You can line them up with the steps you see, one by one.

Carrying sound across the cuts

Picture cuts are instant, and sound that cuts with the picture sounds broken. Imagine the rain stopping for a split second at every cut. The viewer would feel the edit. The fix is to let the ambience run under the cuts as one continuous clip, or as clips that overlap, rather than cutting it with each shot. The street's sound keeps going while the camera angle changes, just as it would if you were standing there.

Cuts can also cause a different problem: a click. If an audio clip starts or stops in the middle of its waveform, the sudden jump makes a small pop. Short fades fix this. Hover over the top-left or top-right corner of an audio clip until a round handle appears. Then drag inward to draw a fade-in or fade-out. A few frames is enough to remove a click on an effect. For more control, select the clip, open the Filters panel, click the plus button and choose Fade In Audio or Fade Out Audio from the Audio tab. These let you set the length and the shape of the curve. The shapes include Natural and S-curve.

There is one place where the ambience should change, and that's where the location changes. The bakery step is a dark shopfront in the rain. The lit door above the shop next door is a different spot. It is slightly sheltered, and maybe there's a faint sound of a home behind it. When the courier walks off toward screen right and arrives at the lit door, the sound can tell the viewer she has moved somewhere new.

To do that, overlap two ambience clips across the cut, the street rain and a softer, more sheltered rain. Fade the first out and the second in over about a second, so neither one stops dead. This is called a crossfade. Start it a little before the picture cut and you have an old editor's trick. The sound arrives first and pulls the viewer into the next place.

Balancing the layers

With everything placed, play the scene and listen to the balance. Usually something is wrong. Effects straight from a library tend to be too loud. They were recorded to be heard on their own.

Shotcut's Gain/Volume filter controls how loud a clip is. Select a clip, add Gain/Volume from the Audio filters and set its Level in decibels. Decibels measure loudness on a scale where each step is a ratio, not a fixed amount. A drop of about six decibels sounds clearly quieter without disappearing.

Sometimes a level needs to change partway through a clip, and keyframes handle that. Next to the Level slider is a stopwatch icon that opens the Keyframes panel. Set a keyframe where the change should start, step forward and set another at the new level. Shotcut moves smoothly between them. Right-click a keyframe to choose how it moves: Linear, Smooth or Hold.

In this scene, keyframes do a quiet job. When the courier reads the sign and the shot tightens to her reaction, dip the rain a few decibels. The moment then feels more inward. Bring the rain back up as she picks up the parcel and moves. The viewer won't notice the dip itself. They'll only feel the moment go still.

The opposite mistake is effects that bury the ambience. If the footsteps drown out the rain, the street goes away and she seems to be walking in an empty room. Lower the footsteps until the rain sits under them the whole time.

Now the meters. Open View, then Scopes, then Audio Peak Meter, or switch to the Audio layout. The peak meter shows the loudest moment at each instant, in decibels below full scale. Zero is the top of the scale. Anything that reaches zero clips. The waveform's top gets cut off, and you hear a harsh crunch. Keep the loudest effects, here the knocks, a decibel or two below zero, so you have some room to spare.

The peak meter tells you how loud the loudest instant is. It doesn't tell you how loud the whole scene feels. For that, open View, then Scopes, then Audio Loudness. It measures loudness in LUFS, which stands for loudness units relative to full scale. That is a measurement built to follow how loud something sounds to a person. The Integrated reading is the loudness of the whole piece. True Peak is a stricter version of the peak reading.

YouTube adjusts uploads toward an integrated loudness of minus fourteen LUFS, with true peaks kept at or below minus one. The adjustment only goes one way. A video louder than minus fourteen gets turned down. A quieter one is left as it is and is not turned up. So a quiet mix plays quiet next to everything else, and a mix pushed loud gets turned down anyway, and pushing it loud may have cost you clean sound.

To hit the target, use the Normalize: Two Pass filter. Add it, enter minus fourteen as the target, click Analyze and let Shotcut scan the clip. It then applies one fixed gain change. The relative levels you balanced stay exactly as they were. There's also Normalize: One Pass, which adjusts as it goes. Set badly, it can make the level audibly pump up and down. For a short finished scene, Two Pass is the safer choice. Afterward, play the scene through with the loudness scope open and check the integrated figure and the true peak.

Listening twice

Meters catch clipping and loudness. They can't tell you if the scene feels real, so listen to it twice in two different ways.

First, listen on headphones. They show you detail: a click at a cut, a knock a frame late, a gap where the ambience drops out. Then listen on laptop speakers. They are small and thin, and they show you balance. A low thud that sounded full on headphones may vanish. Rain that sounded gentle may hiss. A mix that works on both will work on most of what your viewers use.

On both listens, check the same four things. Is anything crunching, which means clipping? Are there gaps or clicks at cuts? Does any sound land off its action? Is any effect burying the ambience? When something fails, trace it the way you traced faults in the picture: find the one input that caused it and change only that. If one knock is late, move that clip. Don't redo the whole effects track.

Export and keep the records

Export the scene again with the YouTube settings you've used since chapter two. Then play the exported file itself, because that is what the viewer will get. Listen to it once. Confirm the sound survived the export and is still in sync.

Save the project file, the sound files and the records together. The record for each sound covers where it came from, its licence and any credit owed. If a claim ever arrives months after upload, those records are how you answer it. The scene now has a clean picture and a sound pass. Titles and a consistent grade are the next steps toward the finished short.

A Foley tool that starts from your video

One release this month is aimed at exactly the job above. On October twentieth, 2026, NC AI released VARCO Sound. It is a web platform for building generated soundtracks. It takes text, an image or video as input and generates synced effects and background audio. It works in multiple tracks and arranges them on a timeline you can edit. There is a chat-style assistant called the Sound Agent that arranges the sound for you, plus a desktop app.

The production task it affects is spotting and syncing. In this chapter you watched the cut, wrote a spotting list, found or generated each sound and lined each one up by hand. A tool that starts from video claims it can suggest those sounds and their timing from the picture itself. It can't take over the judgment, though. The tool doesn't know the courier's knocks must have a particular rhythm, or that the rain should dip at the reaction close-up. Treat what it makes the way you treat a generated shot. Check it against the frames, don't trust it.

The smallest useful next action is a one-shot test. Export the knock shot by itself. Run it through VARCO Sound. Compare where its knocks land with the contact frames you found by stepping in Shotcut. If it lands both knocks within a frame or so, it could save real time on longer scenes. If it doesn't, you've spent one shot finding that out. VARCO Sound is a commercial subscription. A launch offer runs to November thirtieth with half off the first month. Before using any of its output in a monetized upload, check the licence terms on the tier you're on, the same check you ran on every sound in this chapter.
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