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INTRODUCTION
We live in a magical era for animated storytelling. Film festivals flourish
worldwide to celebrate new animation; animated content is being produced
and streamed on new platforms for both kids and adults, and advertisers are
hungrily seeking fresh talent to connect with audiences in a meaningful way.
Skilled storytellers specializing in animation are in high demand, and the
opportunities to thrive in the field are ever-expanding. And yet it has been
difficult to find a resource aimed at providing the skills necessary to become a
successful animated storyteller.
This book is a step-by-step guide on how to make great stories for both
animation and motion graphics. It’s based on the idea that whether you are
creating a character-based narrative or experimental film for festivals, an
advertisement for television or the Web, or a motion graphics title sequence,
being intentional about storytelling is the key to success.

ix

In ten simple steps beginning with pre-production and storyboarding
through color and sound and finally to animation, this book will provide
you with the tools you need to create an effective animated story. You’ll find
concise explanations, useful examples, and short assignments allowing you to
set the theory you’ve learned into action. You’ll also find hints on how to take
full advantage of animation’s limitless potential.
Big consideration went into the idea of exploring animation alongside motion
graphics in the same book. The two forms are often treated as if they come
from different worlds. Certainly, they grew up in different neighborhoods.
Animation (for the most part) has been lumped into the filmmaking
discipline, with its commitment to experimental and character-driven stories
destined for television, movie theaters, and video game consoles. The study of
motion graphics, meanwhile, has been part of the graphic design discipline,
where its focus on branding and content promotion has made it essential to
advertisements, broadcast graphics, and film titles, to name a few. Animation
and motion graphics have been kept apart, and yet these two forms have
much in common and so very much to learn from one another. They are
presented together in this book because they exist hand-in-hand and because
their lessons are mutually beneficial.
For you animated filmmakers eager to get your experimental short into the
Ottawa International Animation Festival, Annecy, or GLAS, you’ll find
plenty in this book that speaks directly to your goal, but I also urge you to
be influenced by the “commercial” culture of motion graphics which stresses
discipline and strict deadlines. It will help you get that short completed
and sent off in time. And for you motion graphics artists working on a new
commercial spot, I address you directly and often, but pay close attention to
the lessons of animation’s experimentalism and nonlinear story structures.
Your motion work will thrive under its influence.
So flip a page and start the fun. Get ready to learn scores of practical skills,
but know you’re also headed on a personal journey. This is about you gaining
the confidence to tell the stories you’ve always wanted to tell and becoming
the storyteller you were always meant to be. With that…may the animated
storytelling begin!
x

STORYBOARDING
Build your visual script
“At our studio we don’t write our stories, we draw them.”
—Walt Disney
Walt Disney is known for many important innovations in the field of
animation and motion graphics. But perhaps his most useful contribution
came in the 1930s when he decided to pin up a series of his rough sketches
in sequence to help explain a story idea to his team. Like many great
innovations, the decision came out of necessity—animation is an expensive
and time-consuming process in which a single misstep can be very costly.

Being able to solidify story before animating could potentially save a fledgling
animation studio like Disney’s more than a few bucks. Plus, the method
suited Mr. Disney’s natural showmanship. He used the visual aid of his
sketches to bring the full scope of his ideas to life, including his thoughts
on timing, staging, framing, continuity, and transitions. He would use these
sketches to get people excited—from his team of artists to potential investors.
The process became essential at Disney, and within ten years live-action
studios caught on as well, making storyboarding as ubiquitous as scripts in
Hollywood backlots.
Storyboarding is your opportunity to work out the visual elements that best
suit your story. It can help you determine most aspects of your animated piece
before moving a single pixel. Boarding saves time and money and can help
get people excited about your project before it’s made. Simply put, the better
your storyboard, the more likely you are to achieve success with your project.

PLEASE NOTE
There are just as
many approaches
to
storyboarding as
there are for sto
ry telling.
Some ar tists begin
with a finished wr
itten
script and “transc
ribe” it to pic tures
.
Ot
hers
start with only a
rough outline an
d do
the “writing” in th
e storyboard proc
ess. I
encourage you to
experiment and
find what
method works be
st for you!

I’ll cover the basics of storyboarding first and then continue on with some
important concepts you’ll need to make your storyboard complete and ready
for animatics. The entire process is organic; let your storyboarding evolve
gradually from simple to more complex.
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BUILD THE STORYBOARD
As you begin the process of storyboarding, you’re creating individual frames
of the action from your story beats. Start out rough and gradually add the
needed details. This process ensures the story is first understandable and
then allows you to add the nuances that make the story more complex and
interesting.

Thumbnailing
Thumbnails are the first rough sketches of your storyboards. They help
you work out the sequencing of your “shots” and provide an opportunity
to establish important aspects of shot composition, framing, staging, and
transitions. Your thumbnail drawings should be rough—stick figures are just
fine. Use Post-it Notes as well—they’re re-positionable and purposefully limit
the amount of detail you can add to your drawing. Approach thumbnailing as
the experimentation phase of storyboarding and keep a wastebasket nearby—
you’re going to be lobbing a lot of hook shots in that general direction.

Thumbnails don’t need a lot of detail to be effective.
Good thumbnail drawings show only the most essential information.
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Richard Borge, Storyboard art

Says professor and story artist Greg Araya, “A storyboard’s first job is to read
quickly and clearly, not to be polished art. You’ll discard or rework panels
all the time, so don’t invest too much into them. Don’t keep a panel if it isn’t
working for your story, even if it’s the best drawing in your board.”

THUMBNAIL REVISIONS
Once you’ve drawn up your thumbnail sketches, slap them up on the wall in
sequence and get ready for some brutal revisions. Do the shots make sense?
Are there leaps in time or logic? Lags in story? Clunky flow from scene to
scene? Pitch your thumbnails to yourself frame-by-frame and voice out any
dialogue you’ve written, or even sing the music you intend to play over the
finished piece. If something isn’t working, be ruthless. Stick a Post-it Note
over problem areas and redraw until it feels right. Any fixes you make here
will save you time and heartache down the road.

Storyboarding
Some storyboard artists take the time to create beautifully polished renditions
of each frame, but the goal here is not high art, it’s clarity. If you are able to
capture the action and emotion of your story with little more than scribbles,
then go for it, but just make sure you’re able to capture all the detail.
Reminder: This is now the place where you should be resolving your shot
composition, framing, staging, and transitions. It is important to consider
where all of your props and visual elements fit into the frame. So don’t come
to me crying when you start animating and say, “Wait, I forgot his hat! My
chef has no hat, but there’s no room in the frame to add it!”
Once you’ve completed your drawings, use the space beneath each frame
to write either dialogue or brief explanatory notes (such as “hears bear”
or “comes to life”). Once you’re done, a casual observer should be able to
understand what’s going on in each frame and even follow the overall story.

STORYBOARD REVISIONS
Time to test out your storyboards by presenting them to a small audience or,
at very least, in front of one person who isn’t afraid to ask you hard questions.
Pitching your storyboard to an audience will force you to clarify your beats
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and the decisions you’ve made about staging and flow. Plus, an authentic
human reaction offers a great sounding board. Watch your audience’s body
language as you pitch—it’s as important as (and often more honest than) their
verbal feedback.
Once you’ve made changes based on feedback, revise your boards and clean
them up for public consumption. Many clients will react better to clean,
elegantly rendered storyboards. If a client needs to be sold on an idea from
boards alone, they better sparkle! If a crew of animators and designers are
using your boards to generate their shot list, then the boards should be
detailed enough so that no element is left up to interpretation.

NOTE ON ST YLE
FR

AMES

In Chapter 1, we
discussed the im
portance
of creating style
frames to comm
unicate
the mood, color
palet te, and tex tur
e of
your project. As
you are working
on your
storyboards, it ma
y be helpful (and
is
customary when
working with a cli
ent) to inser t
a few style frame
s into your story
boarding
sequence. The sty
le frames ac t as
a reminder
of the “look and
feel” of your film
an
d will
suppor t the clarit
y of your storybo
ards.

STORYBOARDING HINTS
Okay, now that you know the steps to set up the basic structure of your
storyboards, what are the best methods for creating effective storyboards?
Or in other words, what do you need to consider throughout the storyboard
process to help bring the full scope of your story to life visually? It has a lot to
do with putting on your director’s hat. You have to compose your “shots” as in
a movie, not only for clarity (which is the most important thing) but also for
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Job, Joris & Marieke, A Single Life storyboards

maximum emotional impact. That means learning a thing or two about shot
composition, framing, staging, and transitions. These are the details that you
add frame by frame making each a perfect unit as they allow the complete
story to unfold.

Shot Composition
Want to give your audience the feel of a majestic location—say, a mountain
peak at sunset? A slow, panning extreme wide shot will evoke the mountain’s
beauty and sheer size. What about the lone climber who finally reaches the
summit of that mountain? How best to capture their joy? A close-up will best
reveal the expression on their face (and tears in their eyes) with maximum
intimacy. Your audience is hungry for information, and shot composition is all
about revealing information to your audience. You can get as close to, or as
far away from, a subject as you want (as director you have the power of X-ray
vision, flight, and invisibility all at once), so take the initiative to bring your
audience right up to the action.
But composing different sized shots isn’t only about providing information
for your audience. It can also be used to withhold information for maximum
effect. Take our mountain climber who has reached the peak. Let’s say we
choose a medium close-up to give the impression that she has finally reached
the peak. We show our climber weeping in triumph, jumping up and down
in victory—she has defeated the great mountain. But then we pull back to
a wide shot to reveal that in fact our climber has only hiked a tiny foothill at
the base of the great mountain and is nowhere near the summit! With one
quick change in shot size, our climber went from skilled and heroic climbing
veteran to hopeless amateur. One size change to comedy gold.
Shot composition grants you the power to reveal information how you wish
to your audience, so use your power with great care.
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Framing
If sizing your shots is all about giving your audience the pertinent visual
information they need, then framing is all about keeping that eye interested.
Framing is the artistry of your shots, the “cinematography,” and, in a way, the
poetry. Sure, you could just plop your subject in the middle of each frame,
hell, you could plop a tornado in the middle of your storyboard frame and,
yes, it will still be a tornado. But you want people to feel the wind, the chaos,
and the movement of the tornado. Dynamic framing is one of the keys to
enhancing the visual drama in your story.
The famed “rule of thirds” provides an easy-to-follow tool for keeping your
framing dynamic. Simply break down your single frame into nine equally
sized quadrants by dividing it both horizontally and vertically into thirds.

Now, instead of placing your subject squat in the middle (which is considered
a “static” location), place it in another box—the top, bottom, left, or right
third of the frame. Try laying the focal point of your subject on one of the
four “intersection points” where your quadrant lines meet.
Why do this, right? Seems random? Well, think of it as entertaining a child on
Easter Sunday. If you want them to find an Easter egg, you wouldn’t just put
it on the table in front of them. Since the child will naturally roam around
for the Easter egg, they will likely be more excited by the egg once they find
it under the park bench. It’s interactive. Same with the subject in your shot.
The eye wants to roam and will feel more gratified if it goes searching to find
your subject. Place your subject in the middle and there’s nowhere to go—it’s
a boring game. Put your subject closer to the edges and there’s room to roam.
Play the game by the rules (of thirds) and your shots will feel more pleasurable
for the eye and will give your story a sense of excitement and suspense.

Staging
While thoughtful framing helps you compose shots around a subject in a way
that keeps the viewer’s eye interested, staging is all about where you put that
subject in space (and the other objects in the shot) in the scene in relation to
the camera. Staging should create a visual and conceptual hierarchy for the
objects and characters in your frame, placing them in a way that reinforces
your overall story.
First thing to consider (as always) is clarity. You want your audience’s eye to
clearly see what’s going on with your subject. So that means avoid crowding
it with unnecessary visual information. Let’s say your project is about an
animator who’s been up all night working on storyboards. Though their
studio may have a big bookshelf or a stereo or heavily framed photos that are
organic to the location, adding them to your shot means that your audience’s
eye will roam to story dead zones—where visual information does not enhance
your story. You want to stage only the visual elements that will enhance your
story. In the case of our animator pulling an all-nighter, you may want to
stage a waste bin filled to the brim with crumpled pages next to her desk,
some empty cans, and/or an alarm clock that says 6:00 a.m. in big red letters
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to the side. Staging items around your subject should help to emphasize the
idea that you’re trying to convey, while not detracting from the importance of
your primary subject.
But staging has advantages beyond enhancing your subject. It can also
provide depth to your shots. In the tangible sense, staging your subject gives a
sense of physical depth to the environment. Let’s look at another example for
this one. One character is handing car keys to another character. Placing the
characters’ hands and keys large in the foreground and the car small in the
background will immediately create depth and interest. This staging allows
the audience’s eye to roam from the larger main subject to the background
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Kino Jin, The Gate storyboards

where it can discover the car. As mentioned earlier with the rule of thirds,
discovery is a lot more pleasurable for the eye than instant gratification.
Giving the eye some physical depth to explore for new information makes for
a more interesting visual composition.
But there is another way that staging adds depth to your shots: in the story
sense. By staging your subject along with important visual information,
you offer your audience a deeper read of what’s happening in your story. In
the case of the animator, the crumpled papers in the waste bin, of course,
represent the animator’s trial and error, but a deeper analysis could interpret
that the overflowed waste bin represents her indomitable spirit. You must
earn this leap through consistent storytelling, but once your audience gets
to interpreting visual information, you may be surprised at some of the
connections they make. This is generally why people call a good story “deep.”

TRANSITIONS AND CONTINUITY
Bold statement alert: Animation’s most powerful advantage over other forms
of filmmaking is the animated transition. There, I said it, caution to the
wind! Anything can happen in between two frames of animation. You can
transform the black pupil of an eye into the black text on a girl’s report card,
a fire-breathing dragon into a baby’s bath toy, or the door to your boss’s
office into the gates of hell. As with animation as a whole, the possibilities
for animated transitions are endless, which is exactly why you must practice
great discipline and make those transitions work with your story. The most
dependable way to ace your transitions is to pay close attention to continuity.
Continuity is the natural flow of visual information from one shot to another
employed to support your story. At its most basic you must ensure that the
story is flowing from shot to shot. If a character is blasted with wind in one
shot, make sure that their hair is messy in the next shot and that it stays
messy until they comb it. If a character is on the second floor of a building,
they can’t run out of the front door and into the street without walking down
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some stairs. You’d be surprised how many films let this stuff slip through
the cracks. The simplest way to guard against continuity errors is to always
follow the logic of the world you’ve created (spatial continuity), the story
you’re telling (temporal continuity), and the physical direction it’s headed in
(directional continuity).

Observe Spatial Continuity
Making sure that the rules you’ve established in your world are consistent
from shot to shot is called spatial continuity. If you establish early on in your
story that there is forest behind a boy’s house, when he runs out of his house
and into the backyard, you know where he’s headed—into the woods. If you
have established the size of his bedroom, when he lies on his bed throwing
a ball against the wall, even if it’s “off-screen,” the audience should know
roughly how far that ball should travel before it bounces back. Or not!
Because using the wonders of animation, let’s say you want to transport the
boy from his bedroom directly into outer space. A great way to achieve that:
A boy throws the ball against the wall and it never returns. Thanks to laws
of spatial continuity, the audience will know that the ball should return
within a second or so—when it doesn’t, they can guess that either something
intercepted it or (suddenly) the wall is gone! When you cut to the boy’s
bed surrounded by outer space, it will actually make sense as a transition
since it follows the law of spatial continuity. You’d be surprised how many
professional films mess this up as well, so take the time to do a dummy check
to ensure that all of your shots follow the physical world that you’ve created.

Observe Temporal Continuity
The consistency of logic in your story is known as temporal continuity.
Animation audiences will go along with dramatic visual change from shot to
shot so long as it’s loyal to the story they’re being told. Temporal continuity
can occur chronologically, or even with flashbacks or flashforwards, but it
must make sense and be earned based on the work you’ve done to set up a
solid story. If you’ve established a love-struck teenager searching at a party
for the object of their affections, when they finally find the person, temporal
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continuity will allow a variety of plausible options. You may see the teen’s
eyeballs transform into hearts; you may see a flashback as the teen’s entire
life flashes before their eyes; a flashforward fantasy may occur that takes you
years into the future as the teen stands blushing at the alter finally marrying
his crush. Transitions can take wild leaps and will be easy for your audience
to stomach so long as they’re consistent with the story you’ve been telling. If
your transition doesn’t make sense to the audience, then you haven’t earned
that leap—so head back to the storyboard.

Observe Directional Continuity
This final rule is pretty simple with directional continuity: Maintain the
direction of any action for an object or character in a sequence from shot to
shot. If a car is driving from the left side of a panel to the right, you must
continue that same movement into your next shot. Switching directions of
vehicles, characters, or any object that is headed in a particular direction is
disorienting to the viewer and a big no-no in storyboarding. Do a second
dummy check here, because directional continuity errors happen all of
the time.

IS IT REALLY WORKING?
TIMING AND ANIMATICS
The notion of timing may seem a bit abstract at this point. I mean, how
can you nail timing on a bunch of static cards? Allow me to explain and
emphasize that timing is one of the most important details you’ll need to
solidify in your storyboarding process. Imagine the horror of the following
situation: You are pitching a final board to a client of a 30-second motion
graphics advertisement to discover when you test out the dialogue it is timing
out to two minutes long! There is no amount of charm that can ease you out
of that pickle. To avoid such a conundrum, you must work to establish the
timing of your project during your storyboarding process.
First step in doing this is to determine how long your whole piece must run,
or the Total Running Time (TRT). Now, break your story into three to five
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chunks and establish how many seconds each one must be. Finally, time each
scene using the dialogue and/or stage direction as a realistic guide. You may
find that you have some trimming to do. You might even have to cut some
beats that you love very much. Time to get brutal because you must hit those
marks! Once you feel that the timing is worked out, pitch your storyboards
again to an audience, this time with a stopwatch in hand.

The Magic Ingredients: Time and Sound
Still don’t trust your timing? Then take a step into the realm of computer
animation by creating an animatic. An animatic is a video version of your
storyboards laid out in sequence on an animation timeline with a soundtrack
aligned. It allows you to see your storyboards (these static shots) come to life
and get a true sense of how your story will time out.
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To create an animatic, you’ll need to use a video-editing program. Many
are affordable, some even free if you look around: iMovie, Adobe Premiere,
Adobe After Effects, Final Cut Pro X, and Toon Boom all work well for
creating an animatic. Plus, there’s a wealth of YouTube videos that can teach
you how to make animatics with any of these programs.
Once you’ve downloaded one of these programs, scan and import your
storyboards into it and lay them out on a timeline. If you have recorded
dialogue, music, voiceover, or sound effects, import those as well and add
them to your sequence. It’s going to take some tinkering to get this right,
and it will always feel a bit awkward (after all, remember you are “animating”
static shots), but do your best to create an honest timeline of your entire story.
Warning: You may be tempted to add new panels to your animatic, to give
it more of an “animated feeling.” But if you are posing out walks, blinks, or
camera fly-throughs, you’ve drifted into animating. We’re not ready for that
yet, so pull back!
You’ll need (again) to bring out your most brutal internal editor. If a beat is
too long, shorten it. If a beat seems expendable and you need the time, get
rid of it. You might even find that you have too much time and be forced
to create a new visual beat. Get to work on that immediately and realign
your animatic with the new beat. Timing is the truth, and the truth will
become crystal clear when you sequence it out on your animatic. This is
where surprises and excuses vanish, because the animatic is your last and final
chance to get your story right before taking the big leap into animation.
If you feel ready—I mean really ready—then let’s go forth!
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Sterling Sheehy, Wakefield storyboards
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ASSIGNMENT
Storyboard a simple premise
Using the method outlined above, create thumbnails, thumbnail revisions,
storyboards, and storyboard revisions for the following simple premise: A
character in a bind discovers a magic carpet. Where do they find it? Where
do they go? That’s all I’m telling you, except that it must be 30 seconds long,
exactly. Once you’ve completed your storyboard, pitch it to a group or a
person. Time it out as best you can, and if you can access an editing program,
go ahead and lay it into an animatic for final timing.
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anticipation and follow through, 182–183
Araya, Greg, 79
AREA 52, 118–119
Arsenic and Old Lace, 57
ASD (autism spectrum disorder), 173
Asset Building, 18–20
At the Quinte Hotel, 65
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audience
being good member of, 199
determining, 5
engaging, 144

B

Babble Bubble story development, 30
Back to the Start, 160
Backseat Bingo, 195, 198–199
“bad art,” creating, 114
Bad to Worse, 57
Battista and Federico, 115
beaded necklace nonlinear
structure, 38, 40–41
Bear Story, 166
beats
distilling, 72
explained, 24–25
Beauty and the Beast, 49
Big Idea, 6–9
Birdmen, 155–156
blur, considering, 185–186
Bonaiuto, Amanda, 167
Boogie-Doodle, 63
book ending nonlinear structure, 38–40
The Book of Life, 146–147
The Book of the Dead, 147
Borge, Richard, 78
Borst, Phil, 31–33
“Boy Meets Girl,” 56–57
brain, percent used, 139
branding
making known, 199
and motion graphics, 155
Breadheads concept art, 152

breaking up sequences, 180
Bruner, Jordan, 109, 115, 155–156
Bucsi, Réka, 68–69, 166
buddy stories, 49

C

calendar, creating, 6, 178–179
Caliri, Jamie, 33–35
Campion, Jane, 68
Caramelo, 147
Carroll, Lewis, 65
center of frame, getting out of, 184
challenging scenes, managing, 180
character and conflict, 28
character-based animation, 26
characters, nailing poses, 182
Charlie and the Chocolate Factory, 49
Cinderella, 49, 57–58
circular movement, 183
Cirrus by Bonobo, Music Video stills, 66–67
Clair, Patrick, 138
clarity, importance of, 4, 11–14
climax in story structure, 26
close-up shot, 82
CMYK (Cyan, Magenta, Yellow, Black), 103
collage style, 165
color
design for movement, 103
high-contrast, 106
making rules, 108
recap, 109
and saturation, 105
supporting subjects, 106
surprise for punctuation, 107
symbolism, 101–102
thematic and accent, 107
white space, 106
Color Blind, three-act structure, 31–33
color palette, limiting, 104–105
color script
creating, 98–102
nursery rhyme, 108
color vocab, 97–98
colors, supporting, 102
comfort zone, going beyond, 114
coming of age plot, 49
concept development, creative brief, 4–5
confidence, gaining, 180
conflict in story structure, 26, 28, 49, 53, 149
conform or adapt, 166–174

connecting with peers, 198–199
continuity/diversity experimental form, 67.
See also transitions and continuity
Cook, Luis, 39
Coraline, 164
Costa, Ariel
Feed Your Creative Brain, 186
Pixel Show, 107
R&D Los Angeles, 60–61
Welcome to the Aescripts + Aeplugins
Playground, 179
countdown nonlinear structure, 38, 42
Creation Story, 57
creative brief, 4, 5, 14, 20, 162, 196
The Croods, 49
cue cards, writing beats on, 25
cutout animation, 71
Cytowic, Richard E., 139

D

Day of the Dead, 146
day-to-day life, designing rules for, 149
dead zones, 84
deadline for piece, determining, 6
design, experimenting with, 16–18.
See also world building
Desrumaux, Celine, 42
diagonal movement, 183
dialogue, 135–137
diegetic and non-diegetic sound, 129–131
directional continuity, 89
directional movement, composing, 183–184
director’s bio, including, 195
Disney, Walt, 75–76
distribution, determining, 5
“Don’t go in the water,” 13–14
Dragon concept art, 151
Draper, Don, 163
Dulaney, Kim
Airbnb, 104
Eno, 102, 106
Linda Loves, 109
OFFF Online Flash Film Festival
title, 155–156

E

editing, 181
Eilam, Maya, 58
elevator pitch, 11–12
ending, choosing, 29–30
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Eno, 102, 106
Enright, Mike, 61
environments. See world building
Eternal Sunshine of the Spotless Mind, 57
experimental forms. See also personal
experimentation
anthology, 68–70
continuity/diversity, 67
cutout animation, 71
overview, 59–62
pure poetry, 64–65
repetition/evolution, 66–67
visual music, 63
experimentation list, 120–124
experimenting
with design, 16–18
with nondigital sources, 125

F

“fail better,” 114
family & community, designing rules for, 149
Feed Your Creative Brain, 186
Fernandez, Ed, 123
files and folders, organizing, 179
film & type style, 165
film festivals
competitiveness, 192–193
determining for submissions, 196–197
networks, 198–201
skipping, 198
submission assets, 194–196
FilmFreeway, 193, 196
Finding Nemo, 49
first draft, 10
first love, story about, 7–8
fluid transitions, 165
Foley sound, 131–133
Fong, Karin, 129, 167–169
Forest, 196–197
format, determining, 5, 161
framing shots, 83–84
Free Radicals, 63
Frey, Jacob, 166
Friedman, Max
Forest, 196–197
Work, 192
From Bad to Worse, 57
Frozen, 49
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G

Game of Thrones, 39–40
The Gate storyboards, 86
Gilliam, Terry, 71, 162, 164
God of War III, 167–169
Godard, Jean-Luc, 36
good versus evil plot, 49
graphs, using in narrative form, 56–58
Gutierrez, Jorge R., 146–147

H

Hamlet, 57
hand-drawn animation, 163
hand-drawn technique, 165
handmade style, 165
Happy Feet, 49
Harold & Kumar Go To White Castle, 57
Harris, Cyriak, 66–67
Harris, Mark Jonathan, 172
Heart, three-act structure, 33–35
Heller, Linda, 70–71
Hemingway, Ernest, 10, 12
Hendrix, Jimi, 111–113
Herman, Gregory, 116–118
high concept nonlinear structure, 38, 45–46
Hitchcock, Alfred, 133
hook, writing for synopsis, 194
horizontal movement, 183
Horses, 181
How long must it be? 5
hue, saturation, and value, 97–98, 101–102

I

Ice Age, 49, 194
ideas. See Big Idea
Imaginary Forces, 129
imagination, stretching, 24
importing still images, 170–171
The Incredibles, 49
Indovina, Lauren, 102, 106
influence
allowing, 15–16
and world building, 146–147
information/motion graphics, 26–27
inspiration
building around, 37, 153–155
sources, 120
INSTANTMOVIE, 70–71
Into Mister Sharky’s Mouth, 189

J

Jabberwocky, 65
Jane Eyre, 57
Janicki, Maciek, 173–174, 181
Jaws
pitching, 11
plot, theme, and elevator pitch, 12
sound effects, 133
tagline, 13
Jin, Kino, 86
Jiron, Miguel, 172–173
Job, Joris & Marieke, 45–46, 81
journey plot, 49
“Just Do It,” 14

K

Keesling, Brooke, 144, 150
Kezelos, Christopher, 43–45
Kinder, Marsha, 172
Kleon, Austin, 191
Koertge, Ron, 65
Kuwahata, Ru, 64–65

L

Leaf, Caroline, 164
length of piece, determining, 5
Li, Richan, 30
linear movement, 183
linear storytelling, 25, 47
The Lion King, 49
The Little Mermaid, 49
live action and hand drawn, 173
live-action footage, shooting, 171
logo, designing for title, 194
look and feel, 15
love stories, 49
A Love Story, 160
Lye, Len, 63
Lyons, Robert, 61

M

Macro Studies 1-20, 116–117
Mad Men, 162–163
Mahoy, Scott, 172
Make Work You Want to Be Hired to
Do, 116
The Maker, 43–45
“Man in Hole,” 56–57
managing challenging scenes, 180
Matsuyama, Shuhei, 100
McDowell, Alex, 143
McKee, Robert, 135

McLaren, Norman, 63
medium close-up, 82
message, exploring, 29. See also short
with message
The Metamorphosis, 57
middle journey, 39
Mitterhofer, Denyse, 105
Miyazaki, Hayao, 160
Moana, 49
Monty Python’s Flying Circus, 71, 162, 164
Morena, John, 118–119
Morton, Louis
Nose Hair storyboards, 96
Passer Passer, 40–41, 122
motion graphics
and branding, 155–156
narration/voiceover, 137–138
three-act structure, 26–27
title sequences, 59
movement case study, 122. See also strategic
movement
Mulan, 49
muse, summoning, 6–10
music
score to “theme,” 133–134
scoring against, 134–135
of “silence,” 134
as sound effects, 132–133
muting soundtrack, 187–188

N

narration/voiceover for motion
graphics, 137–138
narrative form
character’s biggest secret, 55–56
conflict, 53
graphs, 56–58
start later, 54
natural order, designing rules for, 149
Negative Space, 64–65
networking, 198–201
Nightmare Before Christmas, 146
No Reason by TŌTH, 167
nonlinear storytelling
beaded necklace, 40–41
book ending, 39–40
countdown, 42
high concept, 45–46
puzzle, 43–45
recap, 47
Nose Hair storyboards, 96
nursery rhyme, subverting, 107
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O

objective of piece, determining, 6
OFFF brand, 155–156
online communities, participating in, 199
Orpheus, 146
Osorio, Gabriel, 166
outsourcing, 171
overcoming the “monster” plot, 49

P

packaging projects, 193–195
Pan, Hsinping, 120–121
panning extreme wide shot, 82
Paper City, 173–174
Passer Passer, 40–41, 122
Passionless Moments, 68
password protected films, uploading, 193–194
PCS (pre-color script), 99–100, 102
The Pearce Sisters, 39
peers, connecting with, 198–199
personal experimentation, 116–120. See also
experimental forms
physical order, designing rules for, 150
Pixel Show, 107
plots of stories
classic examples, 48–49
writing down, 12
Poe, Edgar Allen, 65
Porter, Max, 64–65
poses, nailing for characters, 182
Pott, Julia, 200–201
premise, storyboarding, 93
pre-production
Asset Building, 18–20
Big Idea, 7–9
concept development, 4–14
creative brief, 4–5
experimenting with design, 17
planning, 4
Previsualization (previs), 14–18
recap, 20
The Present, 166
Previsualization (previs), 14–18
Princess Mononoke, 49
problem in story structure, 26–27
production calendar creating, 6, 178–179
projects
packaging, 193–195
sharing and repeating, 202
starting, 180–181
teasing out, 201
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PSAs (public service announcements)
creative briefs, 4
Water and Ink, 45
Psycho, 133
Purdy, Al, 65
pure poetry, 64–65
puzzle nonlinear structure, 38, 43–45

Q

quest plot, 49
question in story structure, 26

R

R&D Los Angeles, 60–61
rags to riches plot, 49
rebel/life against the grain plot, 49
rebirth and redemption plot, 49
red, symbolism of, 101
“References” file, creating, 16
repetition/evolution experimental
form, 66–67
Reservoir Dogs, 134
resolution in story structure, 26–27
RGB (Red, Green, Blue), 103
rising action in story structure, 26
Robinson, Chris, 62
role reversal plots, 49
rule of thirds, 83
rules for world building, time and
place, 148–150
running time, determining, 89
Rybczynski, Zbigniew, 67

S

saturation, hue and value, 97–98
using mindfully, 105
saving versions, 179
Scarecrow, 160
Selick, Henry, 164
Sensory Overload: Interacting with Autism,
172–173
sequences, breaking up, 180
sharing and repeating projects, 202
Sheehy, Sterling
concept art, 153
Dragon concept art, 151
Wakefield storyboards, 92
ship of fools plot, 49
shooting live-action footage, 171

short with message, creating, 189.
See also message
shot composition. See storyboards
shot intentions, 85
shot length, mixing up, 184–185
shot timing, mixing up, 185. See also timing
and animatics
A Single Life, 45–46, 81
six-word story, 12–13
skill set, working on edge of, 114–115
Slaughterhouse Five, 56
Sleeping Beauty, 49
social order, designing rules for, 149, 151
Sockwell, Felix, 170
solution in story structure, 26–29
The Sopranos, 57
sound. See also time and sound
analysis, 141
diegetic and non-diegetic, 129–131
effects, 131–133
experimenting with, 140–141
leading story, 129–136
overview, 127–129
recap, 140
and time, 90–92
sound marks, hitting, 187
soundtrack, flexibility and muting, 187–188
spatial continuity, 88
Spielberg, Steven, 133
staging items around subjects, 84–87
Star Wars, 49
starting projects, 180–181
Stevens, Jeff, 156
still images, importing, 170–171
stop motion animation, 163–164
stories, moving forward, 24–25
story
finding, 7–9
translating, 162–163
unlocking, 202
Story, 135
story and tone objectives, clarifying, 11–14
Story Ideas document, keeping, 48
story journal, keeping, 48
story structure. See also style and story
beats, 24–25
including for film festivals, 195
nonlinear, 36–47
three-act structure, 25–35

storyboards. See also visual storytelling
best methods, 80–82
creating, 79
framing, 83–84
premises, 93
recap, 93
revising, 79–80
rule of thirds, 83
shot composition, 82
staging, 84–87
style frames, 80
thumbnailing, 77–79
strategic movement, 182–186. See also
movement case study
The Street, 164
structure, building from inspiration, 37–46
“Stuck in the Middle with You,” 134
Studio Head, pitching to, 11–12
style and story. See also story structure
2D CGI, 164–166
2D stop motion, 165
2D/vector, 165
3D CGI, 165
3D stop motion, 165
collage, 165
conform or adapt, 166–168
film & type, 165
fluid transitions, 165
format, 161
hand-drawn animation, 163, 165
handmade, 165
matching, 160–163
stop motion animation, 163–164
techniques + styles, 165
translating story, 162–163
style frame
roughing out, 18–20
and storyboards, 80
subtractive color system, 103
Sundance film festival, 197
Švankmajer, Jan, 65
Symphony No. 42, 68–69, 166
synopsis, writing hook for, 194

T

tagline, creating, 13–14, 194
Tango, 67
Tarantino, Quentin, 134
technique
adapting, 162
overview, 159–160
recap, 175
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technology
designing rules for, 149
protecting, 179
TED-Ed, 138–139
Tell-Tale Heart, 65
temporal continuity, 88–89
ten-card exercise, 72–73
theme of story, identifying, 12, 29, 31
Things used to be hidden, 124–125
“Think Different,” 14
Thor: Ragnarok, 116
three-act structure
character and conflict, 28
Color Blind, 31–33
diagram, 26
Heart, 33–35
overview, 25–27
recap, 47
solution, 28
thumbnailing storyboards, 77–79
time and sound, 90–93, 148–150.
See also sound
timing and animatics, 89–93, 138.
See also shot timing
Tiny Tales, 105
title, logo design, 194
title sequences, designing, 175
Tom & Jerry, 133
tone, brightness, and darkness, 98
tone and story objectives, clarifying, 11–14
Toy Story, 49
transitions and continuity, 87–89.
See also continuity/diversity
transitions case study, 120–122
Triangle, 200–201
TRT (Total Running Time),
determining, 89, 137
The Twilight Zone, 57

U

unlocking stories
anthology experimental form, 68–70
continuity/diversity, 67
cutout animation, 71
experimental forms, 59–62
narrative form, 53–58
pure poetry, 64–65
recap, 72, 202
repetition/evolution, 66–67
visual music, 63
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Up, 49
uploading password protected films, 193–194
USOC Henry Cejudo, 120–121

V

value, hue, and saturation, 97–98
“vector” graphics, 161
versions, saving, 179
vertical movement, 183
video-editing programs, 91
Vimeo, 193, 198
visual competition, limiting, 106
visual music, 63
visual order, designing rules for, 152–153
visual storytelling, fundamentals, 184–185.
See also storyboards
Vonnegut, Kurt, 56, 58
voyage and return plot, 49

W

Wakefield storyboards, 92
Walzel, Cody, 15, 152
Water and Ink PSA, 45
weird science
creating “bad” art, 114
edge of skill set, 114–115
explained, 111
finding, 112–115
recap, 123
Welcome to Kitty City, 67
Welcome to the Aescripts + Aeplugins
Playground, 179
Westworld, 116
What is your objective with the piece? 6
What must it be? 5
What percent of your brain do you use? 139
When is it due? 6
Which Way Is Up? 57
White, Jack, 178
white space, 106
Who is it for? 5
wide shot, 82
Wizard of Oz, 49
Wood, Tara Mercedes, 124–125
Work, 192
workarounds, 170–172
world building. See also design
conflicts, 149
day-to-day life, 149
designing and testing, 157

designing rules, 148
diagram, 149
environments, 144, 148, 150
family & community, 149
getting inspiration, 153–155
natural order, 149
overview, 144–145
physical order, 150
recap, 157
social order, 149, 151–152
technology, 149
time and place, 148–150
visual order, 152–153
Wright, Ian, 112–113

Y

“Yes, and…” rule, 9–10, 143–144
Yolked, 123
Yoom Thawilvejakul, Sirirat, 189

Z

Zhang, Jake, 144–145
Zootopia, 49
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