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DEDICATION

To our talented students at SCAD. You continue to inspire us through your hard work and dedication to the art of storyboarding, and we dedicate this book to you.
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FOREWORD

As a youngster, I was impressed by the fact that Alfred Hitchcock storyboarded the entirety of his pictures and then simply filmed what he had drawn. Orson Welles did the same. Storyboards provided these iconic directors with insight as to the arc of the picture.

Storyboards have always been essential in filmmaking—especially in action sequences. On many of my films, we used storyboards as a daily “bible” of what we were to film. This, along with previsualization (the natural extension of paper storyboards), allowed us to plan the day’s shooting most efficiently by providing solutions to complex action sequences. Storyboards also allowed us to give the second unit (generally responsible for filming establishing shots, inserts, and action sequences involving stunt work) a clear idea of the director’s wishes, which saved us precious production time.

In short, storyboards solve problems and provide clarity, thus saving time and money.

David Harland Rousseau and Benjamin Reid Phillips have written a vital book for all filmmakers, from beginning students to seasoned professionals. Storyboarding Essentials takes readers through all phases of storyboarding and prepares them for the production world.

Enjoy David and Ben’s book! Enjoy storyboarding!



Stratton Leopold

January 2013



Stratton Leopold is a feature film producer. Some of his credits include The Wolfman, Captain America: The First Avenger, Mission Impossible III, and The Adventures of Baron Munchausen. Leopold is a resident of Savannah, GA, and a friend to SCAD.


PREFACE

When we first started teaching storyboarding, we discovered that there were few books dedicated to the “visual mechanics of storyboarding.” Sure, we found countless resources in coffee table books that generally started with the words “The Art of.… ” We discovered a passing nod to the subject of storyboarding in endless websites promoting the work of remarkably talented illustrators, in books specializing in animation, and in books telling the history of cinema. But we found nothing that broke storyboarding down into terms that anyone other than an aspiring illustrator or animator would appreciate.

We muddled through. We met for coffee now and then and shared ideas based on our research and development. Ben drew from his experience in the world of sequential art; I drew from my experience in front of and behind the camera. Together, we developed a fairly comprehensive glossary. We began to break down the differences between moving and static shots. We identified issues related to continuity, screen direction, and visual logic. We even determined a method of interpreting the written word that parallels the method used by assistant directors (ADs) when creating shooting scripts and call sheets.

Through all of this, we discovered commonalities between the four main applications of storyboarding: live action, animation, advertising, and visual effects.

There is no “right way” to draw for storyboards—and they don’t have to be beautifully rendered. The one important requirement is that the panels must clearly indicate framing height, camera angle, and movement. All else is fair game. To prove the point, in this book we have included a series called “A Difference of Opinion.” In each installment, two artists go head-to-head, and each artist presents his or her take on the same scene from the same script excerpt. The artists were given panel count and time restrictions. The artists’ boards are quick and to the point, with each panel clearly communicating camera angles, framing heights, and movement directions. As you look at the drawings, ask yourself how you would have approached the same scene.

Storyboarding Essentials won’t teach you how to draw better or faster, but if you have drawing ability, you will appreciate the chapter on rendering. The book doesn’t promise to give you shortcuts, but following important chapters, it does include exercises on numbering and visual logic, which reinforce key concepts.

Storyboarding Essentials is intended for a variety of disciplines, including illustration, film, television, advertising, and animation. Filmmakers will appreciate its common sense approach to framing heights and camera angles; aspiring ADs will benefit from its practical take on breaking down the script; illustrators with some drawing skill will value the discussion on composition and visual language; and virtually everyone will appreciate the insight provided by outstanding professionals through stand-alone interviews with Ken Chaplin, DGA/DGC, animation veteran Keith Ingham, and illustrator Whitney Cogar.

We hope this practical introduction to the “invisible art” of this specialized visual narrative will provide you, the reader, with a strong foundation for building the bridge between story and screen.

David Harland Rousseau and Benjamin Reid Phillips

Savannah, Georgia
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The Types of Storyboards



Storyboards are powerful planning tools that can be used in a variety of disciplines, with the lion’s share of the work being dedicated to filmed visual narratives such as live action productions and animation. Storyboards are also used for advertising and visual effects, and their use has expanded into the fields of interactive design, game development, and even theme park attractions.

Editorial, or Shooting (Live Action)

Editorial storyboards, or shooting boards, for live action production are mainly concerned with the camera’s position, angle, and movement. They are typically used for complex sequences, action scenes, and stunt choreography. In this traditional sense, they are a cinematographer’s companion.

[image: ]

Editorial Storyboard: This aerial shot captures the magnitude of Confederate soldiers evacuating from the city of Savannah in December 1864.


The Origins of Storyboarding

Storyboarding’s origins are in animation. At the dawn of the industry, animators would create story sketches for their short films. Rather than draft a formal script, these sketches served as effective visual shorthand used to preplan the cartoons. By the mid-1930s, animation studios were employing a system of pinning drawings on boards in the studio during production meetings. The combination of their practical purpose (which was to tell a story) and the method of their presentation (which was to pin the drawings to display boards) gave us the term story board. Somewhere along the way, the two words became one.



Animation

Animation places great demands on the storyboard artist. Beyond the camera’s position and angle, animation storyboards are concerned with timing and layout relative to developing the story and performance. As a result, it is necessary to draw out multiple storyboards for a single shot, which greatly increases the required number of panels.

[image: ]

Animation Storyboards: This series of storyboards has been executed to visualize one shot, or scene as it is called in animation, of a small character trying to reach some dangling fruit.

Comp, or Presentation (Advertising)

Comp, or presentation, boards tend to be more colorful and illustrative, for advertising is concerned with the selling of a concept. The main purpose of these storyboards is to highlight the key moments of a televised commercial campaign in order to demonstrate how the features and benefits of a particular product or service will be pitched to the consumer. Graphics, logos, and text are often used in conjunction with the design of the commercial as part of the overall presentation. As a general rule, comp boards do not serve as blueprints for the filming of 30-second spots; instead, shooting boards are used for such purposes.

[image: ]

Comp, or Presentation, Board: This “beauty shot” of a fictitious hybrid roadster is an example of how drawing, photography, and graphic elements, such as logos, can be combined to help sell a product or idea.

Previsualization (CGI)

Previsualization storyboards, also known as previz boards—a hybrid of live action shooting boards and animation storyboards—have emerged in response to the continued development of increasingly complex computer-generated imagery (CGI). Previz boards concern themselves with camera placement as their primary focus while incorporating performance, motion, and timing elements. As with animation, this often requires multiple drawings for a single shot. Certain shots require a composite of live action and visual effects elements, which require a strong understanding of lighting. This adds to the complexity of these specialized boards.

[image: ]

Previsualization Storyboards: Since computer-generated imagery lives and operates in a world between shooting and animation, these two boards both show a single shot. The arrow in the board on the bottom is used to emphasize and show that the robot has risen up from the ground.


A Visual Road Map



Storyboards have become increasingly complex since the early story sketches created by the pioneers of animation, but their fundamental purpose has not changed. These formatted drawings are used for the planning of a visual narrative.

Collaborative in nature, storyboards rely on the words of the screenwriter, the vision of the director, the world created by the production designer, and, of course, the images drawn by the illustrator. These images are then reproduced, organized, and distributed to members of the production crew who use them as a visual road map of sorts.

When properly organized, storyboards become effective tools for assistant directors and producers. They provide clarity when setting the shooting schedule or planning a budget. Of course, storyboards can also be of great help to prop masters, wranglers, production designers, and script supervisors.

Regardless of genre or discipline, storyboards share a language that reflects the jargon and terminology employed by industries born out of filmed visual narrative. They connect written word to final cut; they concern themselves with what the camera “sees” (framing height, camera angle, and movement); they use standard and recognized formats (aspect ratios); and they even employ similar organizational systems (numbering). While the cinematographer relies on instinct and experience, a good storyboard artist will develop a strong understanding of camera angles and framing heights to help the director achieve his or her vision.

Sometimes, it’s just as important to remember what storyboarding is not. Even though graphic novels have made the leap to the silver screen, storyboards are not comic books; though they are illustrated, they are not meant to tell stories; though they frame an image, they can never replace the skilled eye of a cinematographer; though they are carefully conceived and composed, they can never be a substitute for the director’s vision; though they are polished and presented, they are only a beginning, not an end.

[image: ]

Student Storyboards: In these examples, students were asked to analyze a sequence from a film. The completed images were then posted on a board for critique and review.
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Cast and Crew Shooting on Location for Abraham Lincoln vs. Zombies: The horror film, produced by Four Score Films, LLC, and distributed by the Asylum, was shot on location throughout Savannah in 2012. For dramatic effect, the cinematographer chose to capture from a high angle the movement of the returning heroes. (For more on framing heights and angles, please see this page.)
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Script Basics



While this is not a book on screenwriting, it is important for every storyboard artist to be able to identify the elements of a script and to be able to interpret the written word.

Let’s start with the basics. Every script has five fundamental elements:


1. Slugline

2. Action

3. Character

4. Dialogue

5. Wryly



Each one of these components provides essential information to everyone involved with the film or episode, from the director on down to the production assistant. A good storyboard artist should be able to glean information from each of these elements.

[image: ]

Spec Script Example: Storyboard artists would look for cues that would help them determine framing height, angle, and movement, as well as setting and time of day.

Slugline

When looking at the slugline, the reader notices three vital pieces of information:


1. The relative location of the camera (interior or exterior)

2. The physical location of the scene itself

3. The relative time of day



The slugline is expressed in this simple fashion—and always in all CAPS:

EXT. CITY HALL—DAY

What can a storyboard artist glean from this simple line of text? We know from this master scene heading that the scene is to be shot outside, in front of city hall, during the day. That’s a lot of information provided with less than a half-dozen words.


Tip

It is interesting to note that script formats follow very rigid conventions, from the typeface (12-point Courier) to indention and spacing between elements. There is a reason for this: when properly executed, one page of script equals one minute of film.
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