STORYBOARD TIPS

These are simply tricks and fundamental techniques I've picked up along the way that I've found to be successful in my own work.

Please absorb these pointers to improve upon your own boards.

1. Maintaining Screen Side
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Note: there would obviously be more panels if this was
flushed out, to play up the acting and also hook up the
action. And on the last panel, | would probably frame it
more centered while the female is farther away and
then adjust right as she walks towards camera.

This is a simple theory of cutting that can easily help
create a sense of continuity within a sequence and or
exchange. The idea is not exclusive to 1 character
interacting with another. The same principle can be
used between 2 different groups of characters, or even
a character and an object (le. A telephone. A man
waits anxiously for a very important phone call).

The example above is a bit rudimentary for the sake of
demonstrating the concept. More realistically, you will
have characters moving around as they interact. In this
case what we can do is create multiple patterns to
track the exchange. The important thing to focus on
when trying to handle multiple staging set ups is
making sure the audience clearly sees our new
staging occur. The simplest way to achieve that is by
having characters physically cross paths on screen >>

As long as you continue to establish any new screen
spacing, the sequence should maintain a certain level
of continuity that will allow the audience to follow along
quite easily.
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2. Maintaining Screen Direction

This is a similar to te previous theory however involves more
characters and objects moving in and out of frame.

| think the most important thing to remember with storyboarding is
that; anything and everything we can do visually will invoke a specific
response from the audience. The key is to determine what exactly you
want the audience to feel and then find the best way visually to
achieve that reaction.

Refer to images on next page.

| hear a lot of people say "You can't do that cut" or "You are breaking
the 180 line, you can't do that".... well obviously you can do it,
because if you can board it, you can shoot it. It's not that you "Can't"
do something, it's that that "something" is confusing the audience, or
isn't visually pleasing, or isn't achieving what is necessary of the
scene. All of which are appropriate critiques of a jump-cut or breaking
the line, however not so much if that is the desired effect you hope to
have on your audience.

Please note, there are no "right" or "wrongs" in storyboarding (and
most art forms for that matter), only ways that work better than others.
These are simply tips, tricks and principles | have picked up along the
way that I've been able to apply directly to my own work and found to
be very successful.
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This is all referring to the 180 Rule — which is the principle to never flip the screen side or ® @fj {Dm
direction. The 180 degrees is based upon the invisible line that runs through the shot to Eﬁ

maintain screen direction and continuity. Most times this line is the line of sight between two

characters and is part of a semi-circular area where the camera can be placed to maintain ® @r - ' \
continuity. {‘f’ﬁa é? i i |
e

Always keep the characters on their own sides and you will never cross the line. | know it @m
sounds stupidly simple. But people screw it up all the time. When they start using different

shots and angles, it can slip away from them for a shot or two (or seven) foeie

Action line

. Stage line .
It doesn’t just work with people in a shot. Camera line @]ﬁ - ﬁ \

It can be the guy and his TV. The dog and a tree. The child and the moon.




Just keep asking yourself the questions.

Which side did you establish the TV, the tree, the moon on?
Then which side of the frame must the guy, the dog, the child face to see it?

Then face them that way and keep the person/object on their own side. Now things can get a lot more complicated. Add in a few more
people. Have them all sitting at the dinner table. Have them enter and exit. You can change the line and establish new ones. Then you
follow the same rules. But | think this is enough for one post. | hope it made some sense. | just wanted to give you the simplest
examples so you grasp the basic concept.

Remember you have to learn these rules and learn them well, before you can break them.
How to ‘Cross The Line’

With some directors, this is a hard and fast rule that is not broken; with others, it is broken liberally. Most directors fall somewhere in the
middle. The most important thing (at least to me) is knowing HOW and WHY one crosses the line. To me the 180 is not really a rule; it
is a suggestion. Most of the time we are within the comfortable confines of the 180 semi-circle, but every now and then, to break up
what can turn into monotony and also to generate interest, we go over.

It's up to you to use all the tools available to make your scenes and shots interesting. Just because a character is on the left side of the
screen doesn't mean they have to be there for the whole sequence; or because a car is moving from left to right doesn't mean it has to
be moving left to right in every shot for the rest of the episode, especially in action sequences.

Some suggestions on how to go over the line:

1. Lead the viewer's eye to the part of the screen where you want them to look when you cut over the 180.

2. Create a big enough change in the shot that the characters don't jump or pop.

3. Cut away to a third character or object or action.

4. Cut to a neutral angle - an ON AXIS shot, where the camera is ON the line of action (a POV or eyeline shot).
5. Move the camera over the line, creating a new line.

6. Just do it - to elicit a reaction from the viewer, good examples are the opening of The Insider by Michael Mann.



3. Motivating the Camera

Motivating the camera is a simple technique of using visual cues to set up a cut or camera-move and in doing so, ease the audience

into a new shot or new information. Below is a simple example of how utilizing the above theory can have a huge influence on the
overall feel/continuity of a sequence.
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Hopefully this isn’t over-complicated.
Essentially you should be able to look
through each of the examples and feel the
difference.

Basically: Use a character's eye line to
motivate a cut. It helps ease the audience
through the cut and into new information.
(While also putting us directly in the
character's shoes)

There are many other ways to motivate the
camera. To the right here is a short
sequence |'ve boarded out with various
examples all strung together. The idea is to
create as much continuity within the
sequence as possible, making everything
clear and easy to follow.

Always draw a map for yourself to keep
track of the characters positions within the
environment and in relation to the camera.
On the next page | have pointed out the
specific methods used to motivate the
camera.
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So as you can see in this sequence —
ways to motivate the camera;

- Using a Character's eyeline/P.O.V.

- Having a character move on screen and
adjusting the camera accordingly.

- Having a character exit frame.

There are other ways not represented in the
above example, for instance;

- Having a character enter frame. (illustrated
in a tip sheet below.)

| think ultimately what it comes down to,
specifically for 'cutting', is the fact that a 'cut'
is not natural, it doesn't happen in real life
(unless you take really long blinks).
Obviously we have all seen enough
film/television to accept a 'cut', nevertheless,
anything you can do to smooth out the
transition will only help create and maintain
the continuity of your sequence.

These next examples revolve too around
motivating the camera, however explores
more "what they are saying visually".
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The next three examples are all slight variations of the same scene, each exploring a different approach in regards to the progression of
information that is revealed to the audience, and consequently the effect it has on them.
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Please note that none of these examples are any more

"right" than any other. They are merely different takes on the

same scene. Their purpose is to show how slight variations
in storyboards (and ultimately film) can produce vastly
differing ideas/moods/responses. Ultimately, it would all
depend on what the script calls for or what is necessary of
the scene to determine which of the following (if any) would
be suitable.

| think the most important thing to take away from this
concept of 'motivating the camera’, is just to try and be
conscious of the decisions you are making in your
storyboards. Try to understand what you are actually saying
visually, what information you are revealing to the audience
(and when) and what effect it will have on them. Thinking
about these things as you board can significantly enhance a
sequence and really help 'sell' an idea in the storyboard
stage.

4. Incorporating Design Principles

These next few tip sheets examine the elements of design;
line, shape, space and value, and how to incorporate them
into your storyboards to help direct the eye and clarify
information. The focus here is not the cinematics of
storyboarding but the execution of idea to paper and
ultimately how to utilize design principles to achieve desired
results in an efficient way within a given panel or shot.
Storyboarding is not necessarily about drawing 'good' but
drawing effective.

NOTE: There are two other elements of design, texture and
color. However they would only be used in rare cases with
storyboards and when employed probably wouldn't be for
design purposes but most likely for clarification

T aNorbeesttie DeszenN Pernereres
TNTO STORY ROARDS
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SAME EXACT suoT HWEVER VARIED THE
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THE DEPTH.

(I.e. using colors in digital boards to keep track of specific objects of similar size and shape in a given sequence, such as small prop or

gems, that each have varying story-specific trajectories).



To the right are a few examples of how incorporating
varying line thickness into a panel can help clarify not only
the information presented, but the depth of the shot.

There are many things you can do within a given panel to
help focus or direct the eye to the important information. A
simple way to achieve this is through contrast. Contrast
can exist in many forms, and below we look at how
contrast within a specific design element (shape, space,
value) can create a focal point.

Now we can take these principles and incorporate them
into storyboard panels.

| think the most important thing to take away from the
sewer-rat example (on the next page) is realizing that even
though panel 1 and 3 are the exact same compositions, the
shading can either greatly enhance (1) or greatly distract
(3) from the important information. This holds true of the
other design principles as well. Thinking about these
principles while you are boarding can help in creating clear
and easy to read compositions.

Storyboards, by nature, are disposable. They are not
finished pieces of artwork. The main goal is to present
ideas on paper quickly and clearly. Design principles can
help sell ideas very effectively in storyboards. Below are a
few more examples;
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— CoNTrRAST TN VALLVE
USTNG vALveS OF RLACK,WHITE AND SRAY
To (ReATE A FocAL AREA OF HIoH CONTRAST
SURROUNDED BY AREAS OF (ow CoNTRAST,

— CoNTRAST IN STZEfSHAPE:
CReATENG A PATTERNM VIWALLY OF sI2E 0@
SHAPE, And ThEN @aeAks us THE PATTERN TO
CREATE p_rocAL AREA OF CONTRAST SURRMMDED
QY ARERS oF ReerTzTzoN.

I:Com(lmsv-.m VALUG : HEQE We HAVE CREATED A
ToChL PorNT IN (oNTRAST BY HAVENG 1 CIRCLE
OF WICH (oNTRAST SunnouNDED BY OTHE®R
CTRUES ALl OF Low CoNTR AST.

= CoNTRAST on POSTITION

CLERTING A ComPosITTON WHERE A PARTTCULAR

ELEMENT 15 gNrauelY PLACED TN RELATTON
TO & LARGE. MASS OF CoMPRRABLE 0GJECTS .

QUL EYES ARE ATTRACTED To CONTRAST. CONTRAST
TS AN RREA OF ynvTeue PROPENTIES, WHETHER IV
BE OF SHAPE, $T2g PosTTEON 0R VALUE, wTTHIN
f GIVEN CoMmPosITTON.

D CONTRAST = yYNTaue DESS:

CONTRNST TN SIZE: HERE We CREATE A FOCAL
ARER BY HAUING 1 Smatb SQUARE SuRRouVDED
BY LARGER EQUAL SIZTED, SQUARES.

Hezensenr o corrersr:

SOME OF THESE TVPES OF (gNTRAST ALC
MorE DOMINANT THAN orﬂeﬁc_ds, qu.THINCA
STIVEN ComPosITION, wHEN Useh
STMUCTANTOUSLY.

VAWE > STeg/cimbe > fossrTon

VRLVE TSTHE mosT DOMTNANT AND (AN
OVERPOWENL. THE OTHERS . EXPEREMENT
WITH THESE PRCNCxQPLES TO FIND

A A CoMBTINATIONS THAT Wolk EFFECTIVELY.

Ecw'r%%-r IN @osTTION/PCAMEMENT = HERE
WeE RENTE A FOCAL 4«1&( ey PLacT NG A
SMALL CLSTEL DF gTaRs Nt UNTQUE
AlER DF HE (gedocTion TN RELATZON To
THE LARGER. WMASS. (NOTE: TT TS NOT

ks STeoNG As THE PREUrIUSTWO).

COMBTINE NG CONTRAST: ——— P
IN THTS EXAMNLE = HAVE vSED @ITH ONTRAST TN
VALUE AND (oNTRAST T SHAE TO HELP svabe THE
EYE, (RENTING A Fx AL PoxNT : THE RL2E.
VALUE : HIchEST CONTRAST TN vawE s RETWEEN RLod AND
SURROUNDTING SHAPE

SHAPE: BLDR T= DNLY Rouib/c gruUic s OBECT, TN (OMPOSTTION,
ALL OTHER. OBJECTS ARE stRATHT /ANGLED.,

WO




T aePeesteNe DestenN Pernereles
TNTO STORY ROARDS

APILYINE TT TO Youl RoAaDs:
Examece 2: MAN TN Patson

T aeeeest=ie DeszeN Pexnereres
TNTO STORY ROARDS

APLYZNG TT TO Youl ReAeds:

EXAMPLE 1: AT TN SE el

= I TRIED TO CRENTE A (COMPOSTTEON THAT would

SPOTLIGEHT THE RA R ATIVELY BuT ALSO
Lrreaniy. T, BOTH FTGURA T

WAYS T TREEN TO ACCOMPLISH THES:
\. fLACTNe THE RAT AT THE END OF A sewel. PLPE, wWHICH

ALLINS ME TO DRAW A BTG CIRCLE ALOND THE CHARACTER.

ANY TIME You (AN PIND AN EXCUSETO FIAME YOUR CHARACTER/

INPQOQ‘TMJT :;N:o marr*; A tzﬁ::ji (T.e;THE MooN), THE SUN, A
sPoTLIeHT) co FORTT! 17T 15 ND EFFeCT

SKY Lok #Eee] ERSY Al €CTIVE wAY T°
2. T PLACED THE VANTSHING POTNT GEHIND THE RAT, wHICH
r&i:"s ALL MY LINES (esPeCraLy THE eRTDs) POSNT TO THE

2. CoNT@AST TN VALUE,
—T DeCTBEN To PyT THE RAT TN STLHOVETTE wHIch,
WHEN STRGED AGATNST A CLEAR BACKSRON D CREATES
HicH conmeAsT TN VALVE,

THE dDrrreceNcE TN VALUEL TS ©REATEST BeTweEN
THE RAT AND THE SEwew oPeNT NG
— TFTHE AT TS (0035 GLACK AND THE BACKSR0UND
s 20% BLACk - Ioo-zo=iq_z&]
THE HIGHE & THIS NumecR IS,
THE SLEARTER THE CoNTRAST.
—>THE (B sTDE oF THE PIPE wHIH TS CLOSERTO
THE LFGHT SovrCE TS Y% BLACK
THE®) STBE OF THE PLPE, CLoseR To VS, TS & 70%
THE DIFFERENCE EQUALTNG 70 -40=30%
SMAUER NUMEER Less ConTRAST
> THE ©) sthe oF THE PIPE T a«: Q025 eLack <O
AerTNST @) TT CLENTES CONTRAST AT 90-70= 203
So You CAN SEE, AS WE GET FRATHER AND FARTHER AWAY

FROM THe FocaL ALEA, TH
LEeSS AND LESS. |, THE. RAT, THE CONTRAST Recomes

 INVERSE LzeHTING -
-IN THIS ExaMAE T HAVE MOUED THE LTGHT SQUE so TT
WOULD gE EMTTTING FOOM INSIBE THE PTPE ASTIF WE
WELRE SHINNING p FLASH (IGHT DoWNTT.
= THIS CRENTES HGHEWR CONTRAST TN THE FOREGSROUND
WHICH DISTRACTS FRIW THE TMPORTANT TiFD, THE RAT
- ALTHOWGH foU CAN STLC MAKE DUT THE RAT T IS NoT
NEARLY RS (LEAR AND Does NOT READ As QUICKLY Ac. TN THE

TOP PANEL . Tw THe TO® PANEL QuesTron ARIvT
WHAT  YoJ SHOULD RE Loottn-g‘ezﬁ NS

ALTERNATE SHOT:

= BY HAVE NG AREAS OF HIGH CONTRAST wIHHIN ANVD
IN THE GENERAL AREA OF THE RAT WE CAN PIReCT
THE EYE TO TMPORTANT TNFORMATION.

ﬂ"f///
:l“ @

-1 TRIED TO (RERTE A YmPoSTTEON THAT woutd
RuT THE TowS ol THE MAN, WHILE ALSh MAINGS HIW
FEEL TRAPPED.

—WAYS T 4RIED T ACLOMPLISN THIS?

| ConTRasT TN VALE:
—USING LIGHT AND DARKNESS WE CAN (RERTE AN
RLER- OF HIGH CONT RAST SURROUNDINE THE MAN.
THUIS MAKING HIM A FDCAL POINT OF THE FANeL.

—ALSO By cLo5TNG 0FF THE SHARE OF THE ConTweAsT,
AND SURROUNDING THE Co\RDSETEoN WaTH MYCH MORE
DARKNES S THAN LISHT, g CAN HELP £T\PHAsT=e
VASUALLY THE TOEA OF @ertné TRAPPED.

2. COUTLAST TN SHAPE:
— T TRTED To T NCoRPORMIE A LOT OF VERTILLE SHAPES
AGATNST HORxzonNTAL SHAPES T vrsuaLLY ReTINForlE
THE Thek OF RETwe TRAPPED.
—JEQTHLES EXTST TN THE Persan RARS AND THE
SHAbows THEY CAST. =
— HORTZ0WTALS EXI8T PRIMALTLY TN THE PosTuee o
THE MAN BUT ALSQ TN SOME oF PROPS WHltCH PoPULATE
THE PRTSON CELL (THE BED AND THE STVK).

T IN 02DER Tp gEEP THE Focws on THE MaN T TREED
T HWE THE HIGHEST Feeque nCY OF ConTRAST
WITHTEN ok DIAECTLY SURROUNNENG HTM.

- MEANING, & MASOATTY oF THE CoNTRASTING
VERTTULES and HORTZONTALS ARE wITHIN
THE (HARACTEL TVLELF DR TMwMEDTHFTLY
SUNQOUNDTNG HIM.

EXAMPLE 3: BASKETRALL LINE UP

—UTILIZINE CONTRAST TN SIZE TO CRENTE A
Focp ARBA.

- SHORT gUY DRAWS MOST of THE ATTENTION
T HEMSELE ReCAUSE HE TS WNTQUE ST2E-
(NTSE TN THE Comn POSTTION

Exempre UY: BUIMP I Sk

— UTILT2ING CoNTRAST IN SHAPE TO CREATE A
Fount AQER.

~ AL DRIECTS TN PANEL ARE STRATGHT AND
ANGLED, EXCEPT Fo’ BLImP wHICH TS
QRound AND CURUED .

There is no single 'right' way to present an idea visually. The 'blimp' idea, for instance, could easily be boarded successfully in a variety
of different ways. Ways that would vary in stylistic choices based on the artist, but that could all achieve the same goal of focusing the
attention on the blimp. In fact there are probably compositions that could be more successful than the one presented.

So start experimenting with design principles and find ways to incorporate them into your boards that work for you. Figure out what you
want to convey in a scene, and find the best way to present those ideas to your audience. If you follow all these basic principles closely,
it will make your boards look better.
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