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step is developing storyboards. Storyboards are a series of compre-

hensive drawings, rough or refined, that create a template for how a
production will ultimately play out visually. They are also the stand-in
panels for the visuals yet to be filmed or animated once the boards move
to the animatic phase.

Storyboards are often based on a completed script, but starting with a
script isn't essential, especially for animators whao focus on the visual. For
them, the storyboard is the perfect place to draw the story. Nonverbal
stories obviously lend themselves to storyboarding without a script, but
even a script with dialogue can begin in the storyboard phase.

There are forms of experimental filmmaking that do not require
boards, animatics, or anything else and they are perfectly valid, important
forms of art and entertainment. However, in telling a story or creating a
visual project that has specific characters, acts, and other technical aspects,
storyboards are essential. Just as a contractor wouldn't start 1o build a
house without blueprints, a filmmaker shouldn’t start making a film with-
out storyboards or a script; this is ¢even more of the case for an animator.

S ince film and animation are anchored In the visual, a logical first

PRESENTATION BOARDS VERSUS PRODUCTION BOARDS

There are many types of boards that serve various purposes. Two major
categories of boards are presentation boards and working production
boards (see Figure 8.1). Production boards are also known as shooting
boards in live-action production.

Presentation boards are described well by their name. Presentation
boards are a set of boards designed to share with others the basic concept
of a visual production beyond the written word. These boards can be
more polished and often rendered in color. They are designed to sell the
concept or project and the story to a specific group. client, company, or 1o
use as testing for focus groups, among many other uscs.

with presentation boards, design is important, so they are usually
created by someone with a graphic-design sense or drawing skills. Gener-
ally, presentation boards are more visually evolved compared to produc-
tion boards, because they are meant to be viewed and understood by
people who might not be savvy 1o the production process. By creating de-
fined and well-executed images and using color and design, presentation
boards bridge the gap for nonindustry people who could have trouble
grasping roughly drawn or complicated technical boards that are more.
almed at informing a crew gearing up for a given production.

Presentation boards can show a general sense of timing. In anima-
tion, they can hint at preliminary character and production design, which
can be crucial to creating a project. They usually do not contain the im-
portant minutiae that go into working production storyboards. Early on
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FIGURER.Y An illustration of the clear difference between working production boards
and presentation boards.

in a project, presentation boards are a smart, no-fault way to present all
the ideas at once in a simple but effective form that can be casily changed
and modified. They serve 1o solidify proof of concept, and they represent
the initial beginning of an actual production—the [irst switch over from
writing to visual production.

Presentation boards can also serve as a call 1o action for anyone who
will contribute to the project, by allowing various departments to stan as-
sessing their role and workload. Animators can roughly se¢ how many
characters and scenes they’ll have, live-action crews can roughly start to
evaluate how many liiming setups they'll have, spedal eflects people can
get a feel of their involvement, and on down the line including every-
thing from sound design to day-1o-day planning of workloads.

Presentation boards rarely contain specifics like frame counts and di-
rection notes. This is because none of that has been established concretely
and it has little to do with getting the visual story. They can be just eye
candy that specifically features all the visually interesting scenes or ele-
ments while glossing over other ideas that haven’t been fleshed out.
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Often, these are large in size, designed specifically for visual presemtations
<0 that people acToss a room an see them. In this case, they often read as
picture boards or graphic novels, and they wind up being redrawn or
recreated to become production boards. In presentation boards, a scene
might be illustrated by one panel, but when it winds up going to produc-
tion boards it might become several dozen or even a hundred panels, de-
pending on the length of the scene and its complexity. Presentation
boards should make an overt attempt 10 tell the story dearly in plctures.
Elements like color, lighting. and compaosition are important 1o creating
an environment where the story lives, and anything to darify the story
will help the project on many levels.

Working production storyboards are decidedly different from presenia-
tion boards. The fundamental dilference is that presentation boards are a
sales 100l, while working production or shooting boards are a detailed map
of the entire visual production that show how the story will be told visually.

In conjunction with the script and a working animatic, production or
shooting boards by their very nature are always changing. They can be
drawn very well, they can be stick figures, or they can be extremely
rough sketches, just as long as everyone who uscs or needs them under-
stands the direction, As a production goes along. the quality of produc-
tion storyboards drawings often gets rougher and rougher, as shots are
changed, inserted, moved, and tweaked, The storyboard artist, no longer
worried about the quality of visuals, but now concentrates on finding and
creating new working shots.

Using Storyboards as a Working Tool

storyboarding and cinematography go hand in hand. Storyboarding is €5
sentially the planning of the cinematic angles and is extremely imporiant
in helping tell the story. Pay attention to the standard rules of cinematog-
raphy so that the foundation of a flow can begin. Establish locations with
wide establishing shots, use close-ups 1o see faces. move the camera
when appropriate, and hold the camera still when necessary. Consider
interesting compositions featuring props or characters. Changing scenes
should always be motivated, just as cuts arc during editing.

Pay attention to the line of sight and give characters room to perform.
Choosing the angles for filming or animating as well as planning the mo-
tion of all moving elements are some important decisions. Alfred Hitch-
cock regarded boarding as the actual creating of the movie, and once
completed he thought the actual filming was quite dull and mechanical.

shooting or working boards, if not drawn by the director, are closely
watched by the director working in conjunction with the storyboard
artists. Unless the director is making his own work, he often reccives
input about the storyboards from the writer, client, producer, art director,
cinematographer, and anyone else whose input could change the visual
layout of the translation from script to visuals.
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Some directors will hand a storyboard artist quick thumbnail draw-
ings, basically asking for not much more than a cleaned-up redraw, A di-
rector will often have concrete ideas about how certain sequences are laid
out and roughly sketch those scenes. The director may not have clear and
immediate ideas about all the other scenes and will look 1o the storyboard
artist 1o interpret the script for those sequences: the director delineates
key images he has visualized and lets a storyboard artist fill in the gaps.
When working with a good storyboard artist, the direcior can often give
the artist as much or as little input as he wanis, and can get another 1ake
on the visual production.

Good storyboard artists often have a much broader or different an
experience than a director and can perhaps create angles and setups that
the director hadn’t considered. Ultimately, however, the director decides
and picks the best of all the ideas that are presented, He then sells his
view to the writers or clients, while trying 1o work within the producer’s
parameters of time and budget.

When there are several people working on a production, it's rare that
there Is an immediate consensus on the storytelling’s proper direction.
The writer might feel that a director’s take on a scene isn’t right, or the di-
rector has made too many changes to the initial idea, The producer may
have comments regarding budget restraints, special-eflect limitations, or
countless other issues. In working with creative individuals, a difference
of opinion is almost always guaranteed as visual entertainment, and sto-
rytelling relies on personal taste and subjectivity,

Working through challenges like writing considerations, an direction
input, styles, angles, and budgetary issues is one of the important functions
of the storyboarding phase; this is precisely where plans of this nature get
sorted out. Visual and technical types of details and other certain consider-
atlons never clearly come across in a script alone. Style, set design, props,
lighting, blocking placement, and staging are rarely considered on the writ-
1en page, but are supremely important,

All of the elements that fall into the visual world can and should be
addressed in the storyboarding phase, which can work in conjunction
with changing and modifying the script to reflect the leap from written
words 10 visuals. A simple line in a script can create a nearly infinite
number of visual treatments. The line, *Two characters have a silly
comedic fight,” could be created in countless ways and could last a few
seconds or several minutes.

It's easy 10 change words and easy to change drawings. This solves
many problems upfront and sets the upcoming project to function effi-
ciently, because knowing what is coming up and true preplanning are in-
valuable in film and animation.

Scenes can be erased, cut, and edited, all with a stroke of a pen. It also
allows the director to focus on the llow, or the *harmonious structure”
that F, W, Murnau recognized. Mechanical details are tested and technical
issues like hookups In the action that flows from one scene to the next
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are hammered out, only to remain flexible later on, A visual flow isn't
just cutting on the action, but it's cutting on the action in the right place
so that the scenes naturally hook up with each other. Although the exact
timing of the hookups won't come until the animatic phase, the direcor
can seriously start 1o plan angles for each and every shot and still know
that a final commitment to a specific shot or angle treatment is still seve
eral steps away. Working production boards usually have all the informa-
tion about each spedific shot. including the dialogue track or line.

Using rough boards and a stopwatch, you can make a surprisingly ac-
curate timing of the whole project. Because of the cost of animation.
boards and animatics have always been integral to the animation making
process. This process wasn't always used in live action, although feature
film is becoming so expensive that it almost warrants doing some form of
boards. Plenty of live-action productions are still filmed without boards,
and instead have scene and shot breakdown lists. There are standard
ways to film standard scenes; however, making even the simplest story-
boards or animatics for any animated or live production can create an
obvious level of organization and comfort, unless the production is pro-
foundly simple or purely experimental. When working in the storyboard-
ing and animatic process it is immensely liberating to be organized. '

Even on small solo projects, when creating a piece that has more
than a couple of shots, each new panel of shooting or production boards
compounds the possibilities exponentially. Going through the story-
boarding process in great detail serves several purposes. It forces the di-
rector to figure out all the scenes, not just the pivotal or exciting ones. It
also makes the director focus on the film as a whole, so no scene is
treated as mundane or as just a connector between (wo Interesting
scenes, From an editing paint of view, storyboarding presses the director
to examine how all the shots work In conjunction with each other. It also.
makes the director create a fit between the dialogue and the picture, e«
ther by extending shots, spacing lines out, editing lines completely, or
going back to the writer for different lines.

Storyboarding brings all the theories and principles of composition.
screen direction, and cinematography 1o bear, so that many paramount.
decisions are beginning to be made and tested. The working storyboard is
unlike the presentation boards as it is meant to be a very close represen-
tation of the final angles, where objects, characters, and landscapes are in
space and have a sense of lighting. The aspect of the storyboard panelina
real sense is the first defining of the two-dimensional space where the vi-
suals will exist. If a story is going to be created in a specific aspect, then
the board frames need to reflect it. The National Television System Com-
mittee (NTSC) television aspect ratio is 4:3 or 1.33:1. The Academy flat
aspect ratio is also the high definition (HD) ratio of 16 x 9 or 1:85.1. Itis
the dominant ratio for theatrical films and has been in use since the mid-
1950s, To make the theatrical presentation more dynamic, CinemaScope
or anamorphic was developed and lts aspect ratio is 2,35:1; it s also
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known as Panavision and has the widest standard aspect ratio of all. Tllus-
trations of each ratio are shown in Figures 8.2 through 8.4.

NTSC Television
Academy Standard

4x3 1.33:1

FIGURES.2 The NTSC television standard aspect ratio.

Academy Flat
1.85:1 16x9

Standard modern
theatrical presentation

FIGURES3 The Academy flat aspect ratio or the standard film presentation.

Anamorphic Presentation

2.35:1

Also Panavision and CinemaScope

FIGURES.4 The CinemaScope or Panavision widescreen aspect ratio.
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Video-game cut sequences often use an academy flat aspect | -,;_];
similar to 1.85:1 that plays cut sequences in the letterbox-type scenario
but its exact aspect can vary from game to game. The Internet and pro
jeats destined for Internet or computer play don't need 1o be tied to any
specific shape or aspect ratio, They can be completely wental
specifically when using programs like Flash where an aspect ratio [ike
column could be created (see Figure 8.5). Storyboard aspect ratios need
to be accurate to the actual used aspect ratio. If storyboarding is dong
with an arbitrary aspect ratio, and the acwual production is going to be
in CinemaScope, the composition can’t really be thought out, because
CinemaScope is a very distinct rectangle and needs to be treated as such
to truly start to consider compeosition. In animation, and often in live ac-
tion, storyboarding truly is the act of commposing the shot and wearing the

FIGURES.S An illustration of the
extreme aspect ratio that media and
animation can have on the Intemet

or on the computer.
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PREPPING FOR ANIMATICS

In creating complex moves or storyboards where parts are moving or
some type of motion is ultimately going to be added, it’s important 1o run
through the animatic software 1o know how to prep elements. Making a
rough matie on an element of storyboard is not a complex job. However,
if many have to be made, it's wise to define how the elements are treated
quickly and efficiently. In certain software the easiest way to create float-
ing elements is 1o paint in the areas that are not needed with a consistent
chroma key color,

Once an element is on a green screen, it can be easily manipulated in
an animatic that features motion that is required for developing timing or
for background separation. The level of polish on the antwork in Figure
8.6 is for presentation animatics and boards, Images on a chroma keyed

FIGURES.S  An illustration of the foreground
elements, the background, and the elementon a
green-screen layer, and then the final combined
elernents ready for movement (see Color Plate 14),
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STORYBOARDS AND PHOTOSHOP

color background are easily keyed out and also tell the editor ex:
what is and isn’t an element by its obvious color. Other software works
quicker with an alpha channel. Depending on the software, the alpha
channel can be embedded in a 32-bit targa file or saved separately. Other
software doesn’t recognize 32-bit targa files and instead requires a 24-b
image file and an alpha channel to be saved separately. If many draws;
are being boarded and prepped to create some sense of movement, it's
important to set up a system of creating and saving files so the many files
do not have to be converted or reexported.

When drawing or creating storyboards, Photoshop or similar digital ma-
nipulation software can be extremely effective in creating additional pan-
els with a minimum amount of work. Creating true working storyboards
often means creating dozens and dozens of individual drawings, but being -
Photoshop savvy can help eliminate redrawing and can casily create clear
timings for movement. In Figure 8.7, the storyboard panels started from
one single drawing. The character drawing is the same and is duplicated.
To create gestures, the hands are crased and then redrawn directly in
Photoshop, or as a simple element, and then inserted in the storyboard
panel. This creates panels that can be incredibly precise and that dearly
show movement without having to draw the character over and over.

FIGURER? Panels have been alterad in Phatoshop to create new panels without having to redraw each one

from scratch,

p—

If eye moves or expression changes are essential to timing, they 00
can be quickly altered in Photoshop or similar programs. The Shards of
Death storyboards, all of which are contained on the CD-ROM saved as
Figure 8_21.jpg. illustrate this technique, as do the animatic versions that
are also on the CD-ROM. The creatures’ expression change is essential to
the scene. and one initial drawing is modified several times to create
those changes; the panels don’t have to be redrawn from scratch. In the
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upcoming animatic phase, these types of changes appear very smooth to
the eye. This is because the original panel isn’t altered and the back-
ground doesn’t move at all, which can help to create a clearer read.

If the panels are redrawn from scratch, then background elements
move from panel to panel, creating visual bumps. These shifts aren’t
detrimental to the project. However, being able to utilize Photoshop can
not only speed up the process, but can also improve the dynamic level of
the boards, which is faster than redrawing panels from scratch. Taking
that process to another level, storyboard artists short on time can draw
templates and then create parts that are then brought together in Photo-
shop to create panels.

Like the animatic, storyboards are one step in a process designed to
eliminate or minimize problems while allowing the filmmaker to concen-
trate on telling the best story possible. Storyboards shouldn’t be the first
time drawings or images come into existence on an animated production.
They should begin once characters have been established in some form.

THE LANGUAGE OF STORYBOARDS

There are all kinds of systems and descriptions for labeling and indicating
movement on storyboards, and these techniques can change from studio
to studio and from artist to artist. There are no ironclad rules. Suffice it to
say that the indicators and descriptions should clearly and concisely de-
scribe what it is the storyboards are meant to represent when it comes to
turning the boards into animatics and ultimately animation.

In classic film storyboards, symbols were often used that reflected di-
rections that were derived from analog film cutting, but those symbols
were somewhat archaic. Normal language and simple words are clearer
and don’t require a working knowledge of outdated film techniques.

A panel that has a smaller box, inside often indicated by a dotted line,
with arrows aiming in or out, describes a push in or pull out. An arrow with
the description of whether the move is a push, pull, or zoom is labeled inside
the arrows. If a dolly or pan move begins and ends with two distinctly differ-
ent images, an arrow with the respective label can stretch across two or
more panels if necessary. Panels do not exclusively have to run in a column
down a page. If dialogue or other direction fills the page, then the pan or
dolly indicating arrow can be broken with a clean broken or “torn” edge.
This indicates that the move continues on the panel above or below the
panel in question. Figures 8.8 through 8.10 show these concepts.

Boards often have to deal with movement in dimensional space, be-
cause depth is an important part of staging and composition. If a character
or camera move starts close to the camera, rounds a tree, and disappears
over the horizon, then the character, camera, or object is moving in depth
and the boarding needs to reflect that. Creating arrows and indicators that
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show depth does this. Tapered arrows go a long way toward conveying 3D
movement in a single drawing. Curved or tapered arrows, as shown in
Figure 8.11, can indicate action or character moves or erratic camera
moves. If there is confusion as to whether or not an indicating arrow is for
a character or for the camera, a simple label written in the arrow can delin-
eate what it is that is moving.

FIGURE8.8 A move in, orazoom intoa specific element.

DOLLY == Pay
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FIGURE8.9 A pan or dolly move across a single panel or two board panels.
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FIGURES.10 A broken arrow can
show a move on boards that are
drawn in a column or a move that
continues on the next page of the
storyboards,

FIGURES.1T  Curved arrows indicate turns either by characters, objects,
or the camera and are labeled to clarify.

Similar to the pan or dolly move crossing multiple panels, a tilt or
crane up or down can move across several panels if different information
Is required in each. If a pan down or up or a crane down or up also moves
In or omt simultaneously, a tapered arrow can indicate this compound
move. Camera shake or vibration can be simply indicated by putting ac-
tion lines around a panel. A camera that is dutched or set off level can be
casily represented in storyboards by simply drawing the panels with a
nonhorizontal line, If a whip pan or a camera moves from one place 10
another very quickly, then a panel is created with a double-ended arrow
with a notation that reads “whip or zip pan~ added inside the arrow, This
concept is {llustrated in Figure 8.15. In traditional film, a diagonal line in-
dicated wipes and dissolves across the board, but now the transitions are
usually just labeled between the panels. Black frames or FTB (fade 10
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FIGURES.12 Tilt and crane shots can move

across multiple panels,

D

black) indicates fades to black. In drawing storyboards, often a complex
angle is hard or too time consuming to draw even for a skilled animator,
and it's acceptable 1o use scrap, photocopies, or traces of images with spe-
cific angles. Elements that will be added later can be indicated by simple
text in the panels. These concepis are shown in Figures 8,12 through
8.19.

Frames from existing films or videos can be used—anything that will
clearly convey the idea to anyone who has 1o bring elements to the shot
that is being created. Just as a costume designer can grab swatches of fab-
ric, storyboard artists are free to use angles and Images as composition
references. Of course, using other artists’ footage and artwork beyond in-
spiration is potentially copyright infringement (see Figure 8.20).

Among the films on the companion CD-ROM are the two films Shards
of Death (Shards.mov) and Grime Shoed Diaries (Grime.mov). Both these
projects began with dozens and dozens of designs, a few animation tesss,
and one working scene or two and then went into an extensive story-
boarding session once a script was in place and the designs were done.
Shards of Deatl (see Figure 8.21) was very straightforward as a talking film
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FIGURER.14  How to illustrate a dutched camera FIGURES.1S The standard panel to illustrate a whip
angle, pan or quick movement.

FIGURES.16 Curved arrows that have a level of depth to
them indicate character turns or camera tumns. A label s
added inside the arrow to delineate between the two,

with mostly subtle movements and dialogue. Grime Shoed Diartes was far
more complex in its scope, with camera movements, and visual layering.

Boards for the Grime Shoed Diaries, as shown in Figure 8.22, were
made up of extensive pencil sketches. Drawings were done far more elab-
orately than needed, especially for a film that was a solo project and had
no input from others. Working in detail on the boards enabled a level of
focus that allowed the development of many ideas and visual gags and al-
lowed for the creation of another layer of subtle humor. Boarding was
truly the point where all the cinematic cholces, camera placement, and
moves were established. Unlike Shards of Death that played out on one
singe set, Grime Shoed Diaries had many backgrounds as the character
moved from scene to scene, In an attempt to create the feeling of a huge
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FIGURES.18 A placeholding panel for footage or
anwork to be supplied by others.
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FIGURES.17 Dissolves are simply labeled between FIGURER.1S A placehoiding pane! for product
panels, shots and titles.

faceless city, It was necessary to create many shots of the detective small
In frame or not in frame, with just visual texture shots of the city. Angles
from high in the air give the sense of huge vertical spaces, Bulldings al-
ways stretch out of frame and seemingly into infinity.
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FIGUREB20 A vacation photo is used to create a storyboard Image,

The style of the animation is still flat, like a comic book, and com-
bines flat layers with extensive camera moves that reveal more informa-
tion. The camera is integral in the film because it delivers many joke
punch lines with specific reveals. The opposite is true of Shards of Death;
punch lines came from the characters and not the camera, With voice-
over narration, the camera reveals visual jokes that run contrary to the
dialogue. Close-ups are used in contrast to the huge wide shots and allow
the camera to focus on the facial expressions. With animation, it’s possi-
ble to create shots that are impossible or nearly impossible, such as being
able 1o go underground to see inside a coffin (see Figure 8.23). Grime
Shoed Diaries features a quick scene where the shot zooms into the micro-
scopic bacteria on an eyelid. Animation is made of extremes and when
used correctly, inventive shots can have tremendous impact, Ultimately,
boarding and cinematography are nearly one and the same thing. Grime
Shoed Diaries is complicated visually with many moving layers, while
Shards of Death is a comedy that is based on performance, so the camera
placement plays it very straight.

In Shards of Death, humor developed from using ideas of opposites
and awkwardness—at its root. the comedy is anchored on the well-used
“fish-out-of-water” setup. Awkwardness comes out of pauses, silence,
and discomfort. These clements come out of performance, and this idea
informed the boarding so that the shooting ks very conservative and min-
imal and the shots should be very unobtrusive and normal.
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Specilic emotions call for specific treatment. Grime Shoed Diarfes at-
tempts to be epic in scope and parodies a gritty detective story, with many
shots that attempt to create a gritty, dirty world in which the character
barely gets by. The film is also a parody of a suspense film and is laid o
that way, with long shots with characters moving in the shadows and
lurking around in the foreground and background elements.

The story starts on a large scale, showing an entire city, and then fo-
cuses down to a single person: the detective in his office, where he works
and lives. The majority of the film 1akes place in the city, so it was essen-
tial for the city to have the detail of the genre it parodies. The opposite s
true of Shards of Deatls where Il anything were going to come out of the
two characters’ interaction, then the camera needed to be there capruring
i, silently and cleanly. With the exception of the first panning reveal of
the fairy character, the camera’s use of effect is minimal. 1t works better
than wild shots. which could possibly detract from the performance.
Every shot was considered and shots of the fairy character were pho-
tographed from above the creature and angled down to reinforce the
character’s size both in real size as well as in significance. The green mon-
ster, on the other hand, always had a desk in front of it. to keep the char-
acter feeling very standoffish, serving as a fixture of authority. The fact
that he is a hideous monster at a bland desk is another absurd level of
humor. The tables are turned because in a sense, the fairy is actually the |
straight man in the humor world, because he’s acting consistent with his
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FIGUREB.23  Animation cameras can go to iImpossible locations, even underground
and microscopic,

nature. The monster, however, is more of the comic character because
he’s acting contrary 10 how a horrible creature or monster usually be-
haves, all of which was sorted out in storyboarding.

From a mechanical point of view, Grime Shoed Diaries had more po-
tential editing problems, which had to be addressed in the boards. The
film is almost purely a voice-over, making the visual Sync-up very critical
to visual gags and to animation frame lengths. The detective tells his
story, and it’s important for certain elements to sync-up with the running
dialogue track, either by extending or shortening visuals or adding or cut-
ting lines. Creating 100 few frames or too many frames is extremely
wasteful, and the boarding and animatic should guard against that in ad-
dition 10 all their other functions.

In many instances, a set of storyboards is established, but the board-
ing process itsell often goes on well into the production if necessary,
making revisions and changes 10 deal with unforeseen circumstances.
Much of the information on the reboarding comes from a true give-and-
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take process with the animatic; in modern animation production, board-
ing and animatic production are one process.

Follow the Rules of Ginematography to Establish a Flow

In live action, a cinematographer doesn’t like to have all his shots handed
1o him in the form of storyboards. He often wants to consider the location
and the lighting, and offer his own artistic input. In animation, figuring
out the shots literally decides a multitude of factors of cost and time. For
the storyboard artist in animation, all the issues are addressed simultane-
ously, but the actual rules of cinematography—cutting on action, line of
sight, and staging—cannot be overlooked and need to be adhered to. Di-
rectors and animators have the flexibility of bending the traditional rules
of visual storytelling, However, it’s often a good idea to make the story
work visually with the tried and tested standard that is cinematography
before trying to establish a new look or style.

When in Doubt, Let the Story Decide

When boarding a film or animation or other project, the story weighs in
on every decision. A simple process is to go from the large concepts to the
small. What are the basic lundamental ideas going on? Using that notion,
distill the story to its basics, distill the scenes down to their basics, and dis-
till the characters down to their basics or motivations.

Once the main ideas and the emotions in the film or animation have
been established, it becomes easier to make crucial decisions about every-
thing from costumes and animation poses to lighting and camera posi-
tons. 1s your story or the part of the story you're boarding frenetic and
chaotic? Perhaps using a handheld camera would help tell that story. Is
your story somber and dramatic? If so, smooth dolly moves and tracking
shots can create a link with the viewer, who will feel as if he is a silent
observer in the scene, Il there is physical comedy, are the shots wide
enough so that slapstick can play out? 1f the story is suspenseful, are
there close-ups 1o show the lear or anxiousness of the characters?
Boards, cinematography, and everything else should go through the
“how-to-help-tell-the-story® machine.

Consider Props and Other Objects in Helping Tell the Story

A desert is a desery, but If an alien skeleton sits baking in the middle of it,
it instantly becomes another planet or barren world. The playwright Leo
Tolstoy said to the effect that if you show a gun in a play you'd better use
it. This is true when describing the power of certain props that an audi-
ence has a level of expectation of, Props are excellent storytelling tools.
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Consider Locations

Considering locations is important, Is the location normal or exotic? Does
the location play a significant role in the story, such as someone being
lost in a foreign city? Can a unique world be created? If so, then use it 1o
your advantage; someone lost in a foreign city would be dwarfed against
gothic cathedrals, buzzing foreign cars, or strange alleys, Perhaps angles
from high up could be used as the lost person crosses old city squares. If
the project is more like Shards of Death, then the backdrop is really mun-
dane and bland and there is no reason to feature it. How can backdrops or
sets be utilized to enhance the story and focus performance?

What Are the Boards For?

There is a huge difference between presentation boards and working
boards. Presentation boards need to be well-done, colored. and well-
drafted. Working production or shooting storyboards are a tool used to
create a performance from a very technical point of view.

Move Quickly

The single most important idea when creating boards is 10 not get bogged
down in any one element, drawing detail, or sound design. Block in the
shot first and work from large to small. A danger occurs when too much
time is spent with an element or segment; then it seems like a waste o
change solely because it took too long to get 1o that point. Do the quick-
est thumbnails, be ready to do hundreds, and be ready to throw out a lot
of ideas. The panels that survive can be cleaned up to show others, Be
flexible; it can be helpful to physically cut out panels and have the flexi-
bility of restaging scenes simply by reordering panels,

Focus on Clarity

At least at first, try to explain the story as simply as possible, Boarding i
at many levels cinematography and photography picking and composing
shots. All the rules of depth of dnematography and photography apply,
from lens to composition. Boarding cannot leave important staging and
positioning of characters to animatics. It must be figured out: the me-
chanics of where characters will be and where the camera will move 1o,

Boards Aren’t the Place to Create Characters

Boards are often the starting point of a project, but characters need a de-
sign phase, and it should be separate from boarding.
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Don't Get Hung Up on Pre-Conceived Ideas—Be Flexible

il a filmmaker has a clear ldea that works and couldn't work any better,
then there is no reason to work things over. However, in most cases
scenes aren't so cut and dry, and experimentation often yields improved
resulis,

Prep for Animatics

Don’t draw 100 light so that scanning is difficult; use storyboard paper
that Is conducive 1o scanning. Try to do a run-through of what the edit-
ing software is expecting as far as size, how the files are saved and their
format, aspect ratio, and any other editorial or art issues.

Photoshop and Boards Work Well Together

Using Photoshop to duplicate and manipulate panels is very effective and
Is an Indispensable tool in the modern animation process.

In the Worst-Case Scenario, Go Back to the Writer

Because of the writing culture it's not always possible to go back to the
story and have it changed. In animation, however, the process should
have that flexibility. If something just doesn’t work on the boards, then
maybe It needs a fundamental rewrite,




