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INTRODUCTION 

What this book entails

Storyboards: Turning Script to Motion is a detailed look at the filmmaking 
process as it relates to storyboarding. We follow one short film, Overtime, 
from script to screen and provide an intimate, in-depth look at the key ele-
ments involved. Included are the original script, storyboard drafts, director’s 
notes, final boards, filmmaker’s commentaries, and the final film. This book 
provides a play-by-play scenario and closely approximates the actual experi-
ence of the process, first hand.

What this book is trying to achieve

Storyboards: Turning Script to Motion is intended to give aspiring filmmak-
ers a realistic look at the storyboarding process. Many books have been writ-
ten about the creative and historical aspects of storyboarding, this book gives 
the filmmaker a true understanding of what it is actually like to work on a 
project. 

Storyboards are an important stepping stone to understand the process of 
translating written word into moving image. This is an integral part of the 
creative process in the entertainment and gaming industries. It is important 
for every filmmaker to have some basic knowledge of the process, in order to 
be better prepared for what it is truly like to work in the field. In this book, 
we will follow the short film, Overtime, from beginning to end to illustrate 
the experience of all the steps involved in being on a project.
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How this book is organized

Storyboards: Turning Script to Motion focuses on one of the many types of 
storyboards and uses Overtime as the example. 

The first part of this book is a brief background on the development of story-
boards in both the film and gaming industries and why they are an important 
aid to streamline communication. Common questions are answered and an 
understanding of the use and preparation of storyboards is given. For a more 
in-depth history of storyboards and the other industries that use them, we 
have provided a list of recommendations at the back of this book.

The second part of this book depicts the journey of the film project through 
completion as it relates to the use and value of the storyboards. It deals with 
the close relationship between the artist and director, drafts, and revisions. 
We then move onto the set, where we experience how the crew uses the 
boards to make the film come to life.

In addition, we have provided a DVD that includes the finished short film 
and some featured extras. These additional resources compare aspects of the 
project from script to screen. The companion files on the disc may be down-
loaded by writing to the publisher at info@merclearning.com.

ON DVD
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A brief background 
on storyboards

CHAPTER  1

OVERVIEW AND LEARNING OBJECTIVES

In this chapter:

●● 1.1 - What Are Storyboards?
●● 1.2 - Is There Only One Type of Storyboard?
●● 1.3 - Why Use Them? What Makes Them Important?
●● 1.4 - What Is Portrayed in a Storyboard?
●● 1.5 - �Are Storyboards Different for Animated Movies  

or in different fields?
●● 1.6 - How Are Storyboards Evolving for the Future?
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1.1 - What are storyboards?

Storyboards are a visual representation of the written word and a means to 
communicate, through images, what those words describe. Drawn in a series 
of frames, the pictures are used by movie directors and game developers 
to visualize physically their ideas and to determine whether or not they ef-
fectively tell the story. Boards enable movie and game creators to view and 
define a particular scene.

Consider a storyboard to be a visual road map to a script, shoot, or develop-
ment process. Where it otherwise might take lines of text to describe camera 
motion or the positioning of objects within the scene, it will take just a glance 
at a storyboard to convey the same information. This enables filmmakers or 
game developers to visualize shots and scenes before the shooting begins.

Each storyboard displays a number of frames on the page that function as 
a window to the eye of the camera. What is detailed within the scene is de-
tailed in the storyboard frame.

In essence, when looking at the frames of the storyboard, the viewer is see-
ing what will be viewed through the lens of the camera. Inside the frames are 
the objects that are depicted in the scene. Objects could include the actors, 
sets, and props.

The number of frames per storyboard page varies with the artist,  
director, and aspect ratio of the camera, however, three frames per  
page is common.

Let’s take a look at an example of lines of text from the script of the film 
project Overtime, along with the corresponding storyboard (Figures 1.1-1 
and 1.1-2). 

Comparing the lines of text from the script with the storyboard page, we see 
that the objects within the frame and the camera movements are shown in 
greater detail on the storyboard than they are described in the script. 

NOTE

ON DVD

BRIEF REVIEW OF TERMS: 

STORYBOARD  A series of drawings, illustrations, or photographs that 
conveys a story or sequence of events and sometimes includes dialogue. 

FRAME  The viewing area as seen by the camera lens.
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FADE IN:

EXT. QUIET CITY STREET – DAY

RACHEL (32) looks a bit out of place 
as a phone repair worker, with 
sunglasses and a wig but she walks 
around with a sense of purpose. FIGURE 1.1-1. Part of the 

script for the short-film proj-
ect Overtime.

FIGURE 1.1-2. A storyboard 
from the short-film project 
Overtime. The full short film is 
included on the companion 
DVD.



A director or a group of creators in preproduction will have to translate the 
style and overall feel of the project from the text of the script into visual ele-
ments. This is where the storyboard process begins.

As the old Chinese proverb “One picture is worth ten thousand words” sug-
gests, it would take several lines of text to describe the object action, camera 
movement, and style of the shot. For example, let’s take one frame (Figure 
1.1-3) from the storyboard and describe all of the style and movement de-
picted within the frame:

The camera will follow the object, RACHEL, 
from a low angle, showing just her high 
heels, then will tilt up to show her phone-
repair clothes and tools. The street will 
be empty and there will be a building to 
her left which she passes as she walks by 
quickly.

This storyboard frame is relatively simple but a full paragraph of text is nec-
essary to explain it. With additional complex camera movements and props, 
the description would extend to multiple paragraphs.
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FIGURE 1.1-3.  One frame from a storyboard drawn for the short film Overtime.
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FIGURE 1.1-4.  These four frames are taken from different storyboards. Each uses arrows as graphic elements to repre-
sent object or camera movement. The upper-left frame shows a dolly and zoom effect. The upper right shows the camera 
as it swings down on a boom. In the lower left the camera is performing a pan. In the lower right the arrows indicate the 
movement of the actor and the camera. 

Arrows and other design elements are used to give the viewer a sense of mo-
tion (Figure 1.1-4). They indicate the desired camera movement, angle, and 
special effect.

Storyboards are a powerful tool for both preproduction and production. 
While in preproduction, storyboards make it possible for the director to vi-
sualize a scene coming to life. Shot sequences, camera setups, and object 
positioning can be worked and re-worked until the storyboard frames are 
functional, representing the director’s vision and depicting the written story.

During production the boards act as a road map to the scenes being shot. 
For example, the crew members use the boards to construct a daily sched-
ule or to set up a shot, and the director uses them to track the coverage of a 
scene, based on the original concepts.

We will examine why this is important and what is portrayed in the story-
boards in the following sections.
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1.2 - Is there only one type of storyboard?

As discussed in Section 1.1, a storyboard is a series of drawings that convey a 
story or series of events. Sometimes the illustrations are photographs and oc-
casionally dialogue is included. In this book, we will cover one style of story-
board known as the editorial or production board. This type of board focuses 
on storytelling and camera movements. Different media use various types of 
art boards. Though the goal of streamlining communication and production 
does not change, the detail and methods of production might. For example, 
television commercials often require more detail and might show only a seg-
ment of the story. Computer games will use storyboards for mapping out the 
game play. Following are a few types of boards:

Editorial or production boards

Editorial and production boards tell a story and are sometimes a drawn 
translation of scripts. They reflect the director’s or development team’s ideas 
about the story and the camera shots.

Concept boards

Concept boards are very detailed illustrations that focus on the location, set, 
background scenery, or a dramatic event.

Commercial boards

Commercial boards are normally in color on large sheets of paper and are 
very detailed. Occasionally they are designed by advertising agencies for 
their clients.

Graphic novel or comic-book boards

Graphic novel and comic book boards are very similar to the editorial and 
production boards but are more detailed. They are not a stepping stone for 
production into moving images; therefore they do not include directions for 
camera movements.

Gameplay boards

Gameplay boards are used to map out the computer game players’ actions 
and their available choices and reactions to the decisions made throughout 
the game.
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A DIRECTOR’S USE OF STORYBOARDS 

Beth Galton
Director for ARF&CO 

ST:  Do storyboards reflect your vision of the script?

BG:  �I usually get a storyboard and script from the agency to bid on. Once I get 
the job, I will redraw the board using their initial ideas and add my additional 
thoughts as to how the copy and imagery could work together. I generally find I 
greatly expand their thoughts.

ST:  �Do you meet with the storyboard artist and talk about the script? If so, how 
many meeting and revisions are common?

BG:  �I usually work with them for the day. We meet in the morning and they look at 
my ideas and drawings and redraw the board so my thoughts are drawn more 
clearly. Most times they complete this process in one day.

ST:  �What do you like to discuss in the meeting to best represent what you are 
looking for in the boards? How much is your vision and how much is their 
artistic creativity?

BG:  �I like to discuss camera movement, and the action that is happening within the 
frame. By the time this is happening, I am usually pretty clear as to what and 
how I want the action drawn. The artist generally takes my terrible drawings and 
makes them come alive.

ST:  �How do storyboards help with your communication to your cast and crew?

BG:  �They give the crew and cast a good idea as to what I am looking for. It is a great 
tool for us to discuss the direction of each scene/set-up. The assistant director 
(AD) quite often cuts it up and posts it on a board so we keep track of each 
scene and have a visual reference of what we need to accomplish during the day. 
(As well as cross off so we know where we are.) We rarely have a script person 
unless there is talent or a complicated spot where timing is important.

INTERVIEW

Web site navigation boards

Web site navigation boards are thumbnails that create connections and aid in 
navigation of a Web site. The animation of the site can be illustrated.

Following is an interview with Beth Galton, a director of television commer-
cials. Beth shares some insight about the practical use of storyboards.
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1.3 - Why use storyboards? What makes them 
Important?

Storyboards have two main functions: first, to illustrate through a visual out-
line the director’s conceptualization of a script. This is done in order to de-
termine if the director’s ideas are effective and to gather them into a central 
area. Second, the storyboard serves as a tool for the project. It becomes a 
reference guide for the director’s vision, mapped out for the cast and crew in 
preproduction and during the shoot. 

First: the director’s vision

The end goal for any storyboard is to communicate a story and to make sure 
everyone involved in the creation of that story has the same understanding 
of what the vision is. This is important because crew members and cast have 
different backgrounds and perspectives, which could lead to different vi-
sions of the same text. For example, if you read the line:

The dog ran past the tree.

What type of dog did you visualize? What type of tree? What direction did 
you have the dog coming from?

FIGURE 1.3-1.  A drawing of the line “The dog ran past the tree.”
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Chances are, your imagination created a scene different from the drawing 
(Figure 1.3-1) and different from that of other readers of this book. It is be-
cause of these differences in perspective that directors need to define how 
they are visualizing a script.

Now, let’s take a look at a line of text from the script of the project Overtime:

Michele strides to the bar, standing next 
to the Man without being recognized.

We can ask the same type of questions. What type of bar? What is she wear-
ing? Where did she stride from? Is she standing to the right or to the left of 
the Man?

All of these questions can be answered with just a glance at the storyboard 
frame, which is what makes a storyboard a great communication tool (Figure 
1.3-2).

A director will read a script and ask these types of questions while develop-
ing an idea of how the story will be told. This is the first step in creating the 
storyboards. Emotion, imagery, and overall message, coupled with camera 
movements and shot sequences will be part of how the director tells the 
story.

FIGURE 1.3-2. A storyboard scetch of the line “Michele strides to the bar, standing next to the Man — without  
being recognized”.
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Some directors like to sketch their own storyboards at this stage in order to 
help them streamline their ideas of the script. Other directors might call in 
an artist to try to capture the style and describe the ideas visually. The artist 
will then research the style the director is looking for to try to represent the 
director’s concept in the storyboards.

A storyboard artist can research the style the director wants by 
watching related movies, analyzing graphic designs and photographs, 
and going to actual locations.

Directors will be able to visualize how the story develops through the story-
boards’ frames. Based on what they see, directors can make editorial modi-
fications and adjustments to camera shot sequences until they are satisfied 
with how the story is being depicted.

Second: reference guide

As well as creating a clear image for people to visualize and comprehend a 
scene, a storyboard is a single point of reference where cast and crew can be 
assured of availing themselves of the same information (Figure 1.3-3).

FIGURE 1.3-3.  A director and a director of photography talking on set about a shot, using the story-
boards as a reference.

! 
TIP
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Storyboards are an important tool for saving time and money during the 
shoot. Sets can be a whirlwind of motion, changes, and confusion. It is often 
said that “making movies is an exercise in Murphy’s Law.” If proper prepro-
duction has been done, and you have a clear storyboard, it will act as a “shot 
map” to keep you on the correct road. You will not get lost in the storm. 

By this point in production, the sequencing is, for the most part, to the direc-
tor’s satisfaction, and the boards are used as a visual reference for upcoming 
shots or as a shot list. Storyboard frames can be crossed off once the director 
is satisfied with a particular shot. Sometimes, because of budget, weather, or 
actor availability, the shooting schedule might need to be rearranged. Hav-
ing storyboards distributed to cast and crew helps everyone in the produc-
tion to readjust to any changes there might be.

The following quote from director Nick Noyes describes using storyboards 
as a communication tool and as a reference guide:

Types of scenes that should be storyboarded

It is beneficial for the entire script to be storyboarded. Even quick thumb-
nails can help clarify sequences. Outside factors such as time and budget, 
however, might make it impractical for any scenes other than the more com-
plicated or expensive scenes to be boarded. Some of these scenes could have 
special effects (SFX), visual effects (VFX), stunts, and complex camera set-
ups. The last thing any production needs is to waste time, money, and effort 
for a shot that is not working. Scrambling to figure out a shot or scene while 

NICK NOYES - DIRECTOR

Storyboards help a lot in preproduction. They really help show the director of 
photography (DP) what I want in each shot. On set they help me when it comes to 
knowing what I want. Everything is just a lot clearer in my head.

Storyboards are another step for you to really get to know your footage. It is a way to 
become aware of problems before you’re on set, and helps you to fully understand 
what you want to shoot. For low-budget films, knowing your film and what footage 
you want is the best way to save money. If I am fully confident in what I want to film 
and what I do not need, it will save me money. All sets are stressful, and the better I 
know my film, the less confusion there will be, which will save the production time 
and money. When I get to the edit, I will not be missing any shots that I know I 
wanted, and it will help with a less “creative” edit to cover the holes I have. Again 
this will help me save money. People tend to get too excited and want to start to put 
images on tape, and forget about the importance of preproduction.

QUOTE
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on set is not desirable, especially if the problem could have been solved in 
preproduction with a storyboard. See Chapter 6 for more information on the 
use of storyboards and visual effects. 

1.4 - What is portrayed in a storyboard?

Before we outline what is drawn inside and outside the storyboard frame, we 
need to look at how the page is constructed and the type of information that 
should be conveyed.

Anatomy of a storyboard

1.	 Number of the scene (SC)

2.	 Letter (or number) of the shot

3.	 Camera frame

4.	 Shows the shot continues to the next frame

5.	 Arrow shows camera movement

6.	 Arrow shows the subject movement

7.	 Subjects to be filmed in the camera frame

8.	 Area for continuation of action and notes

It is good practice to have preprinted frames of different sizes to  
enable faster production of the storyboards.

The storyboard page shown in Figure 1.4-1 has three frames representing 
the camera’s views. The size of the storyboard frame is equivalent to the 
camera frame (see Section 2.3). It is a typical storyboard on an 8.5x11 page 
with a 1.78:1 (high definition) aspect ratio. 

The beginning of each scene is initialed in the top left of the page. The shot 
letter (or number) is marked at the upper left of each frame. If a shot is con-

! 
TIP

BRIEF REVIEW OF TERMS: 

ASPECT RATIO The aspect ratio is determined by the relationship of the 
height of the frame to its width.
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FIGURE 1.4-1.  A storyboard from the project Overtime.

1

2

3

4

5

6

7

8

tinued onto the next frame, then small arrows to the right and left side are 
drawn connecting the two frames.

The items within the frame are known as objects and subjects. Arrows within 
the frames show both camera and subject movements.

Figure 1.4-1 shows the type of information displayed on a storyboard. 
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FIGURE 1.4-2. These images represent how the world or scene will look when using different aspect 
ratios. The photograph on the upper left is the full scene, and the image on the upper right shows what 
will be seen through the camera frame. The bottom two storyboards are the same scene, however one is 
using a widescreen and the other a high definition aspect ratio (see also Section 2.3).

  �Widescreen 
aspect ratio

High definition 
aspect ratio

  �Widescreen 
aspect ratio

  Full scene
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Inside the storyboard frames
■■ Represents the aspect ratio of the camera

■■ Shows the objects and subjects that the camera will film

■■ Use of directional arrows represents camera and subject movement

Outside the storyboard frames
■■ The shot might continue between successive frames for complex 

camera work

■■ Shows continuation of action and additional information outside of 
the frame

■■ Director and script notes

■■ Scene and shot indicators

Seeing through the camera and storyboard frames

The purpose of filmmaking is to encourage an audience to understand a 
story from a particular perspective. A good director knows how to use com-
position, camera/subject move-
ment, light, and focus in order to 
draw the viewer into a scene and 
have them perceive it the way the 
director envisioned it (Figure 
1.4-2).

A good storyboard artist knows 
how to interpret the director’s 
descriptions of a scene and draw 
them clearly so that the crew will 
be able to help the director pro-
duce what he has envisioned (Fig-
ure 1.4-3). In order to accomplish 
this, a good storyboard artist will 
have a firm understanding of film-
making.

Framing for films is, in some ways, 
different than framing for other 
art forms. Many components make 
up the cinematic art form and have 

FIGURE 1.4-3.  With this frame, the storyboard artist drew a smaller 
frame inside the top image. This indicates a camera movement and 
an end point of that movement. The bottom frame shows how the 
shot will end.

Zoom
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FIGURE 1.4-4.  Photograph of feet walking on a street.

an impact on how an image is perceived. For instance, consider the simple 
photograph of feet walking on a street (Figure 1.4-4). 

In a film, this image would take on a different context when motion and 
sound reveal that the feet have paused because of hair-raising laughter com-
ing from off-screen. This cannot easily be communicated in a photograph 
without perhaps altering the framing to include the person walking and the 
person laughing. Making that same change in the film might deflate the 
drama of the scene because the audience would immediately see the source 
of the laughter. Much of this has to be considered when making a film. The 
better the storyboard artist understands how to compose for films, the bet-
ter the working relationship will be with the director. Storyboard artists who 
cannot quickly take in and accurately draw directions risk losing work to 
those who can. 

In the following interview with storyboard artist Ryan D. Beckwith, several 
aspects of storyboard creation are revealed and discussed.



CHAPTER 1   n   A BRIEF BACKGROUND ON STORYBOARDS   n n n   19

STORYBOARD CREATION FROM  
THE ARTIST’S POINT OF VIEW 
Ryan D. Beckwith - www.rdbstoryboards.com

Storyboard Artist

ST: What is your first step when handed a script and/or shot list?

RB: �Rarely having a shot list, I typically only receive some combination of Director’s 
treatment, agency scripts/boards, and perhaps an animatic. I usually go over the 
material very superficially at first, just to let it sink in, before going back over it 
in detail. Here, I am looking for imagery (what will I need to reference?), story 
(how would I frame this if left to my own devices?) and complexity. I am already 
beginning the calculus of budgeting my time.

ST: �How does meeting with the director and or director of photography help with 
your preparation for the storyboards?

RB: �I prefer to put as much responsibility for the boards on the director as I can. This 
is done entirely through exhaustive questioning and perhaps revisiting points 
a director is vague or unclear on, to pin him/her down on a decision. Details 
matter at this point. The director, faced with orchestrating a massive project, and 
responsible for thousands or millions of other peoples’ dollars, is not worrying 
about which hand the model uses to pick up the detergent.

ST: �What information is valuable to have when starting? Are there any potential 
problems to watch out for?

RB: �In many commercial productions, final details are fluid, with changing actors, 
locations, scripts, etc. Trying to establish what is finalized (that which must be 
drawn specifically), and what can be left ambiguous is important. For details 
that are finalized, I will ask to be provided with headshots (for casting) or photos 
(location or products). These are almost universally available and the production 
staff is always happy to provide them. Beyond that I always expect changes. The 
punches to be rolled with will come.

ST: �How much of the boards is your artistic creativity and how much is the 
director’s?

RB: �This varies dramatically from job to job. By rights I deserve a director’s credit for 
some of the commercials I have boarded. On the other hand, I have had every 
independent thought overruled by a particularly involved director. In all cases I 
have the freedom of line, value, and expression of drawing, which is not to be 
underestimated, even in the most confining assignment.

INTERVIEW
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1.5 - Are storyboards different for animated 
movies or in different fields?

For the most part, the production and function of storyboards for both ani-
mated films and in a variety of additional industries are very similar to tradi-
tional filmmaking. In preproduction and production, the story or narrative 
will be translated into a visual road map for motion, and the same creative 
process is followed. There could be slight differences depending on the proj-
ect and the production team. However, the essences and importance of the 
storyboards remain the same.

Animated movies

Animated movies begin with a story developed from a script like traditional 
films or from individual drawings. In preproduction and production, the 
storyboard might acquire a more significant role for the animators. For ex-
ample, a director for a traditional movie has the advantage of watching the 
acting of the cast or seeing the set and can make changes during shooting. 
Without this advantage, storyboards for animated movies are used as a foun-
dation of character and set building in addition to helping develop a more 
detailed animation in 2D or 3D movies.

The storyboards will show an early representation of the characters and 
style. The boarded scenes include greater detail, such as defined emotion 
and backgrounds, to build stronger groundwork for the creation of the real 

BRIEF REVIEW OF TERMS: 

ANIMATION  The techniques used to simulate motion through creating 
frames individually and then editing them as one sequence. 

ANIMATIC  Images of a storyboard or still photographs edited in a sequence 
and synchronized with a soundtrack.

ANIMATOR  One who creates animation.

MOTION CAPTURE  The process of capturing movement and translating 
the information into a digital form or model.
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animation. Because of this, the storyboards for animated films are compa-
rable to a production plan more so than those used for a traditional movie.

In addition to the use of traditional storyboards, a greater use of animatics 
might be used to show the flow of a scene and characters interaction and 
movement. Advances in technology, such as the use of motion capture and 
storyboard software, are increasing the detail and realism animators have 
available to them before the more complete animation starts. 

Different Fields

As stated, storyboards are used in many different fields. Every industry or 
project will have unique set of conditions that can slightly change the way 
the storyboards are created and when they are used within the creative pro-
cess. While the workflow and process of how the storyboards are being used 
may differ, the advantages of the storyboards stay the same. Storyboards can 
streamline preproduction and production for a more effective and time sav-
ing workflow when you have a project using a script or narrative that needs 
to be translated into a visual form.

For example, storyboards are used for animatics. Ordinarily, an animatic 
combines images from a storyboard in addition to adding a soundtrack and 
camera movement to create a mini movie. This allows the development team 
to work on the flow of the script, storyboard, and soundtrack. Seeing early 
samples of the timing and flow of the project can catch issues before the 
more expensive and time extensive production stage. 

In Chapter 5, we will discuss the use of storyboards in video games, motion 
graphics, animatics, motion comics, and electronic learning industries. We 
will highlight a variety of ways storyboards can enhance preproduction and 
production. 

We will also show examples of different styles of storyboards and how they 
might change in order to fit the project needs. See Figure 1.5-1 for a sample 
from a video game storyboard showing both an animated movie and game-
play. 

Figure 1.5-2 shows an example of a storyboard that was created using the 
program Microsoft PowerPoint. The development team for this project was 
not in the same geographical location and wanted to use a common program 
to share ideas. Each team member had PowerPoint available and could use 
it during the brainstorming meetings and cooperative editing.
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FIGURE 1.5-1. Early storyboards of a cutscene and gameplay for the video game TechnoGenesis: Metal Rebirth.

FIGURE 1.5-2. A screen shot of an early storyboard of a presentation using Microsoft PowerPoint.
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1.6 How are storyboards evolving for the future?

Although storyboards are still drawn by hand with pencil and paper, new 
trends have become mainstream. High-powered computers, video cameras, 
and software are allowing more people to create their own movies for a frac-
tion of what the cost of such an undertaking used to be. Along with this 
evolution in filmmaking, new technology—both hardware and software—is 
increasing the ease with which storyboards can be made using technology. 
No matter the size of the movie, the use and advantages of storyboards does 
not change; however, how they are being created is evolving.

Hardware

As we will see in Chapter Six, one of the hardware advancements is that of 
graphic tablets and touch screens. Although graphic tablets have been used 
for some time, the development of these tablets into portable devices makes 
it easier for artists to bring their “workstations” with them anywhere. This 
allows artists to make quick changes to the storyboards on their computer 
while they are still in meetings or on set. See Figure 1.6-1 for an example of 
a graphic tablet and pen.

FIGURE 1.6-1. A sample of a graphic tablet and pen.
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Software

Storyboarding software (also see Chapter 6) has advanced along with the 
computers running them. User-friendly boarding programs allow potential 
moviemakers to see their movie come to life before shooting, just as hand-
drawn storyboards do. Movie-editing software now includes storyboard 
options for a complete preproduction, production, and postproduction 
package. Different software programs use a variety of user interfaces that 
do not require artistic ability. This allows a non-artist the ability to create 
detailed storyboards. See Figure 1.6-2 for a screenshot of a storyboard us-
ing SketchUp by Google.

Alex Fernbach, a director and cameraman, describes the use of SketchUp in 
the following quote:

ALEX  FERNBACH - DIRECTOR / CAMERAMAN

ARF&CO

I have been using a tool called SketchUp now for 6 or so years, and it has completely 
changed my ability to “pre-visualize” a production. They now have a module called 
“layout” which enables the user to insert 3D frames into storyboard form, and 
change perspective and/or magnification and framing.

QUOTE

FIGURE 1.6-2. A screenshot taken of the beginning of a storyboard that is being drawn with SketchUp® 
by Google. 
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Storyboards visually communicate the written word through a series of 
drawings quickly and effectively to be used by everyone in a film produc-
tion. It is an important tool to save time and money during preproduction 
and production. There are many different types of storyboards and they 
can be very simple or very complex, depending on the director’s needs. 
Storyboards are equally important and function in a similar manner for 
both animated films and computer games’ cutscenes. In the past, most 
storyboards were drawn by hand with pencil and paper, but the use of 
touch tablets and computer software is becoming mainstream.

SUMMARY

1.	 What are storyboards?

2.	 Is there only one type of storyboard?

3.	 Why use them? What makes them important?

4.	 What is portrayed in a storyboard?

5.	 How are storyboards different for animated films and in different fields?

6.	 How have storyboards evolved and what will their future development 
be?

REVIEW QUESTIONS: CHAPTER 1

1.	 Write an essay recalling the important information from the text and 
your thoughts concerning how to use the information.

2.	 Discuss and evaluate the storyboarding process.

3.	 Write about what you know about storyboarding and what you want 
to learn about storyboarding.

4.	 List the pro and cons of making storyboards.

5.	 Discuss any experience you might have filming or using storyboards.

DISCUSSION / ESSAY QUESTIONS
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1.	 Take a comic strip without the ending frame and draw the last 
frame using the concepts of storyboarding and your imagination.

2.	 Put a series of photographs or drawings in an order that will tell a 
story.

3.	 Identify and explain a page layout of this storyboard. 

APPLYING WHAT YOU HAVE LEARNED

FIGURE EX-1. Use this, or another, storyboard to explain the page layout.
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4.	  Take this photo and write a description. 

5.	 Draw the text from the script Mad Dash, located on the DVD, 
into a storyboard page using the blank frames that are provided. 
Draw by hand (stick figures work) or use computer software. Ex-
tra blank frames and scripts are located in the back of this book.  

MIKE (22) is sleeping in bed.

JENNIFER (21), Mike’s wife, is sleeping 
next to him in bed. She wakes up with a 
fright and notices her alarm didn’t go 
off.  They are half-an-hour late getting 
ready for work. 

APPLYING WHAT YOU HAVE LEARNED

ON DVD

FIGURE EX-2. Use this storyboard frame to write a description about an image.
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JENNIFER

Wake up! Wake up! 
Mike, we are late for 
work.

MIKE

What! What did you say?

APPLYING WHAT YOU HAVE LEARNED

FIGURE EX-3. Storyboard frames (2.39:1 widescreen) for practice drawing.

Blank storyboard frames for practice



Producing the 
Storyboards

CHAPTER  2

OVERVIEW AND LEARNING OBJECTIVES

In this chapter:

●● 2.1 - Where to start a storyboard project
●● 2.2 - Who should be involved?
●● 2.3 - What information needs to be gathered?
●● 2.4 - Understanding the shot list
●● 2.5 - Common types of camera shots
●● 2.6 - Descriptions and examples of common camera shots
●● 2.7 - How detailed do the storyboard drawings have to be?
●● 2.8 - Who benefits from storyboards and why?

CHAPTER 2   n   PRODUCING THE STORYBOARDS   n n n   29



30   n n n   STORYBOARDING: TURNING SCRIPT TO MOTION 2/E   n   PART 1

2.1 - Where to start a storyboard project?

Storyboard projects for film

Storyboarding is a process that begins with the script coupled with the direc-
tor’s interpretation of that text. We covered the way directors begin to break-
down the script into visual images in Section 1.3. Now let’s take a closer look 
at the process (Figure 2.1-1).

The filmmaking process begins many different ways. Studio executives gen-
erally acquire scripts and hire directors to bring them to the screen. Inde-
pendent producers and directors often write or acquire a script based on 
their own ideas and look to find financing for it. The film student will have an 
assignment to fulfill and will craft a script to meet the requirements of their 
project. On occasion, the director might not even have a finished script be-
fore being inspired with ideas for a film. Regardless of how the project starts, 
the process is the same. The director’s initial read of the script will spark her 
initial thoughts on style, tone, and how she would like to tell the story.

With additional review, the director will take notes on the script and pos-
sibly draw rough sketches or thumbnails to represent shots. These break-
down elements begin to define the overall visual style of the film. Directors 
will then try to visualize types of camera angles, sizes, and movements, and 
shot sequences will emerge. The technical details might change in meetings 
throughout preproduction, especially with input from the director of pho-
tography, but at this stage these initial visual representations are needed in 
order to communicate the style and mood of the story the director is trying 
to tell. These descriptions are the building blocks of the shots and will trans-
late into drawn storyboard frames.

Storytelling is the essence of filmmaking. The job of the director is to tell 
the story as she conceptualizes it and to translate that vision for viewers 
to see. The handling of the script translation and the amount of input 
from crew members differ for each director depending on what seems 
to them to be the most effective way to tell the story.

Often research is done on the subject matter together with style and tech-
nical ideas. Sometimes the director is inspired by established works of art 
from a variety of types of media. Different locations will be scouted and 
sets will be built. Prop and wardrobe ideas will be conceived and gathered. 
Depending on the budget and the size of the production, a director might 

NOTE
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collaborate on ideas with crew members such as a production designer, or 
a costume designer. Ideas for casting the actors start to take shape. The lo-
cation, prop, and talent photographs are taken, and overhead location dia-
grams are illustrated.

FIGURE 2.1-1.  This figure outlines the steps of storyboard development and use. (The storyboard de-
velopment and use for preproduction and production are further illustrated in Chapter 3 and Chapter 4. 
Storyboards are not normally needed in postproduction.)

Script

Storyboard development and use during the three phases of film creation

Director forms storytelling 
ideas for the film

Meeting with the director  
and storyboard artist

Storyboard creation

Preproduction

Production

Postproduction

Gathering preproduction 
information

Storyboards used as 
a communication 

tool on set

Sometimes used by 
the editor to see how 
the director intended 

to cut a scene

As ideas start to solidify, the director may call a meeting, or a series of meet-
ings, with the storyboard artist. The goal of these meetings is to effectively 
bring into focus and communicate the director’s ideas. At this point, the 
story begins to come to life visually. The artist will ask questions about the 
scene, the objects within the scene, and how they interact with each other. 
How the meetings are run and the amount of collaboration from the story-
board artist or other crew members depends on the director. These meet-
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ings clarify how elements of the story will be portrayed so the storyboard 
artist can commence to draw the boards.

Let’s revisit the script portrayal questions from the project Overtime exam-
ple in Section 1.3, along with the line of text from the script.

Michele strides to the bar, standing next 
to the Man without being recognized.

By just reading the line of text, the storyboard artist might have a very differ-
ent concept of the scene than that of the director (Figure 2.1-2). The artist 
might see the bar as a night club that is dark and crowded rather than a pub 
or restaurant, or she might think the Man was distracted as Michele walks up 
to the bar in front of him. Which direction does she come from? What does 
she look like? The artist will have to ask these questions, and the director will 
have to create a dialog in order for the artist to understand what the director 
imagines. All the different objects and their interactions as detailed in each 
scene will have to be discussed.

Sample questions: What type of bar? What is Michele wearing? Where did 
she stride from? Is she standing to the right or to the left of the Man? What 
type of camera movement? How close are the shots going to be? What frame 
size should be used? Are there going to be any special props? What is the 
mood of the bar; dark and broody or light and crowded?

FIGURE 2.1-2. The storyboard frame for the script line “Michele strides to the bar, standing next to the Man – 
without being recognized.”
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Some of these questions, depending on the size of the project, could be an-
swered from the location diagrams, props list, talent photographs, and the 
shot list. This information is all collected in preproduction.

Sometimes, to further clarify what is being discussed in the meeting, the 
storyboard artist will draw a quick stick-figure sketch of a shot or scene so 
the director can be sure they are on the same page. Once the director is 
confident that the artist understands the scene, the storyboard artist will do 
rough boards, quick sketches for each shot, so the director can see how the 
scene is working. For example, the director will be able to see if a particular 
shot works better as a high versus a low camera angle. Once preproduction is 
completed, the production phase can begin. On set, the storyboards are used 
as a communication tool by the director among the rest of the cast and crew.

The following is a quote from artist Ryan D. Beckwith regarding his experi-
ence in preproduction meetings.

Storyboard projects for video games

The starting point for a video game project could be a little different.  The 
mini-movie cutscenes would be very similar to the filming method and 
would begin essentially from the director’s or development team’s  initial 
conceptualization. Sometimes these cutscenes are completely different from 
the game style, however, and serve as separate short films.

Cutscenes are increasingly being integrated into actual gameplay, however. 
With the cutscenes as part of the overall game, many of the preproduction 
questions are answered from the outset. Development teams would already 
have made decisions about the type of overall style, look of the characters, 
use of lighting, and camera angles.

For the overall game, the storytelling, style, shots, and scenes will drive the 
development, as in filmmaking; in addition, however, a game developer will 
be concerned with other factors, such as user involvement and gameplay. 
With the advancing technology in gaming engines and motion capture, the 
games themselves are becoming interactive movies. Either way, the job of 

RYAN D. BECKWITH - STORYBOARD ARTIST

I put preference on building a firm shot list (sketching and taking notes throughout) 
and establishing a shooting style (angles, framing, and mood). With luck, by the end 
of the meeting I have not just prepared, I have already begun.

QUOTE
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the editorial storyboard artist does not change significantly. The artist will 
still need to gather the preproduction information such as the shot list, il-
lustrations, and diagrams and will need to attend meetings with the develop-
ment team or director.

2.2 - Who should be involved?

Production hierarchies and job titles can differ based on the region of the 
world where the artist is working. Although the organization of the produc-
tion might differ, the basic task of the storyboard artist will be the same. 
There will always be a script that the project is based on, and there will al-
ways be a person translating the script: the director.

Because the director is the person who is responsible for translating the 
script, the director is the primary person with whom the storyboard artist 
will meet and interact. The storyboard artist might come into contact with 
other members of the crew, but this is extremely rare. The person having the 
greatest bearing on the artist is the one translating the script. 

Normally, the higher the budget, the greater the number of people involved. 
In this instance a dedicated storyboard artist will be hired as part of the crew. 
On smaller budget projects, however, sometimes an artist is not affordable. 
In that case, usually the director will sketch the boards. If a storyboard artist 
is part of the crew, a meeting with the director will take place to discuss the 
director’s ideas. This is most often an individual meeting.

Primary figures in the collaboration of storyboards

Director
A director is a person who controls the creative aspects of a project and 
instructs the cast and crew. This includes turning the script into images and 
sounds. The director is the mastermind of the project and creates the overall 
vision and style of the film. The storyboard artist will work with the director 
to translate the story into illustrated drawings.

Storyboard Artist
The artist drawing the storyboards might be a professional artist or a crew 
member taking on the role. Quick sketches and nonprofessional drawing can 
still be an effective communication tool; however, the more detail drawn in 
the boards, the more information they can convey.
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Additional crew members involved in the storyboard creation

Filmmaking is a collaborative process. In order to be comprehensive, we 
will briefly discuss other members of the crew who may play a role during a 
storyboarding meeting. As stated above, these individuals will rarely interact 
creatively with the storyboard artist, but because productions vary it will 
benefit you to understand who the artist might encounter in the job field. 

Possible members of the crew who might also be invited to a storyboarding 
meeting are the director of photography, production designer, or producer. 
Some directors work very closely with these crew members even while trans-
lating the script and crafting the shots.

Director of Photography
A director of photography is a movie photographer (cinematographer) who 
is in charge of shooting the movie and is responsible for achieving the direc-
tor’s vision through artistic and technical decisions related to the images.

Producer
A producer creates the conditions for making movies. The producer coordi-
nates, supervises, and controls matters such as fund-raising, hiring key per-
sonnel, and arranging for distributors. The producer will interact with the 
storyboard artist somewhat, however, the role is usually more one of support. 

Production Designer / Set Designer
A production designer is responsible for the overall look of the film’s sets. 
The designer is the key artist of the production, charged with designing and 
dressing the space where a scene will be filmed. The designer works with the 
director and producer to create settings that conform to the visual style of 
the film. They will have schematics of the set, location images, and illustra-
tions of special props. The storyboard artist will use these photographs and 
diagrams to help with the detail of the boards.

BRIEF REVIEW OF TERMS: 

INDEPENDENT FILM / INDIE An independent film or “indie” film is pro-
duced outside of the Hollywood studio system.

MAJORS Motion pictures, normally with a large budget and significant size 
in scope.

SHORT FILM A film that is under 60 minutes in length.
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2.3 - What information needs to be gathered?

Before storyboards can be created, information needs to be gathered. Time 
and budget issues might hinder the collection of all the different types of in-
formation on the list for a project, however, it is important to try and acquire 
as many of the list items as possible in order to create the most comprehen-
sive boards.

■■ Script

■■ Shot list

■■ Location diagrams and overhead illustrations

■■ Talent and location photographs

■■ Prop and wardrobe illustrations and photographs

■■ Talks with the director and the storyboard artist

■■ Aspect ratio

Why is this list valuable to a storyboard artist?

To maximize the effectiveness of the storyboards and to contribute to ad-
equate preproduction, an artist needs to draw each frame so that it closely 
resembles the intended image to be filmed. She must accurately portray 
what the camera will see before the production phase has even begun (Fig-
ure 2.3-1).

Script
The project starts with the script. It is a document that is specially format-
ted and contains the narrative to be filmed. This will provide the artist the 
overall story and a reference to the events.

Shot list
A shot list is a document detailing all of the intended shots for each scene. 
It includes a written description of each shot explaining camera view and 
movement, frame size, and character actions. The storyboard artist will work 
primarily from the shot list. 

Location and set diagrams
Location diagrams are often overhead diagrams of the shooting area. These 
work as a map to place camera setups and track camera movements within 
the shot environment.
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Talent and location photographs
Photographs of the actual actors and locations are a reference for the story-
board artist. With these she can draw the likeness of individual characters.

Prop and wardrobe illustrations and photographs
Props are objects that can be held or used by characters within a scene. 
Wardrobe is any piece of clothing or item worn by a character. Photographs 
or illustrations of any unique props or wardrobe items will help the story-
board artist capture the style of said objects in her drawings. Some produc-
tions might emphasize certain elements more so than other productions. For 
example, a science fiction movie might have very unique imagery that needs 
to be drawn.

Meetings with the director and storyboard artist
One of the major phases  of preproduction is the refinement of the director’s 
vision into definable images and styles. Every director is different, and each 
handles the preproduction process in their own way. The importance of clear 
and precise preproduction planning will save time, money, and a great deal 
of confusion once filming begins and can be achieved from a series of meet-
ings with the director.

Aspect ratio
A storyboard artist should ask about the aspect ratio that is intended to be 
used during production. This will determine the actual frame size and allow 
the artist to closely capture what the camera will see on set.

Preproduction

Text

Imagery

director 
meetings

photographs

script shot list

Types of information used in preproduction for storyboard development

Verbal communication

aspect ratio 

diagrams

FIGURE 2.3-1. An illustration to highlight that the information gathered for storyboard development 
comes from different sources, media, and forms.
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Aspect ratios

As we learned in Chapter 1, aspect ratio is determined by the relationship 
of the height of the frame to its width. The frame of the storyboard needs to 
proportionally match the ratio of the camera frame. This will allow the sto-
ryboard frame to accurately represent what the motion picture camera will 
see within its viewfinder when the cinematographer sets up a shot. Whereas 
consumer video cameras have fixed aspect ratios, professional motion pic-
ture cameras can be adjusted according to what the ultimate distribution 
format for the filmed media will be (Figure 2.3-2).

For example an older television will have an aspect ratio of 1.33:1. The im-
age on that television will appear relatively square. A new wide-screen tele-
vision will use an aspect ratio of 1.78:1 and the image will be wider and 
will appear rectangular. Similarly, movie cameras can shoot in a multitude 
of aspect ratios. Movie theaters will adjust the width of their screens using 
curtains that retract, corresponding to the width of the film’s ratio. Common 
aspect ratios in use for film and television are listed and illustrated for your 
reference (Figure 2.3-3 - Figure 2.3-8 ).

Aspect ratios are usually shortened to leave out the “to 1,” taking for 
granted they are always in relation to 1. 1.33:1 becomes 1.33. and 
2.35:1 becomes 2.35.

FIGURE 2.3-2. A photograph of a larger viewing screen for the Canon 7D camera shooting in 1.78, high definition.

NOTE
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Common aspect ratios

1.33:1 - TV and computer screen
This ratio includes television and computer screens. It is also called 4:3 or 
Academy Standard.

1.66:1 - 16mm Film or European Projection
European standard and 16mm ratio.

1.78:1 - High definition
Video widescreen standard, used in high-definition television. It is also 
called 16:9.

1.85:1 - American Projection
American and United Kingdom widescreen standard for theatrical film and 
35mm ratio.

2.39:1 - Widescreen, Super 35
This ratio includes 70 mm, Widescreen, Cinerama, CinemaScope, and other 
super widescreen formats.

1.43:1 - IMAX
70mm wide film, however the film runs through the camera and projector 
sideways. This allows for a physically larger area for each image.

BRIEF REVIEW OF TERMS: 

16MM  Sixteen millimeter refers to the width of the film. Sixteen millimeter 
filming gives a frame aspect ratio of 1.33: 1 and is considered an economical 
alternative to 35mm filmmaking.

35MM  Thirty five millimeter filming gives a frame aspect ratio of 1.85: 1.

HIGH DEFINITION (HD)  High definition refers to video having higher reso-
lution than standard DEFINITION (SD) and is digitally broadcast using video 
compression.

An important question for the artist to ask is what aspect ratio is intended to 
be used during the filming of the production, in order that the storyboard 
frames will reflect the proportion of the camera frame.
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FIGURE 2.3-3. 1.33 (4:3) – Television

FIGURE 2.3-4. 1.66 - 16mm Film or European Projection

FIGURE 2.3-5. 1.78:1 - High definition (16:9)
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FIGURE 2.3-6. 1.85:1 - American Projection

FIGURE 2.3-7. 2.39:1 - Widescreen, Super 35

Drawing correct aspect ratios

A common configuration for storyboards is three frames per sheet of paper. 
The artist will use various sizes of paper based on the specifics of the job 
and her personal preference. The size and number of frames per sheet are 
dependent on the artist or the director. For example, a director might ask for 
only one frame per board if the artist is hired to draw only key frames. On 
other occasions, she might want more than ten frames in order to determine 
how complete scenes progress. Once the number of frames per page is cho-
sen, the artist will then draw them in their proper aspect ratio.
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FiGURE 2.3-8. IMAX – 1.43:1
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Most often, the boards are transferred to 8.5x11 letter size so cast and 
crew can fit them into the script or shot list. Storyboards are sometimes 
even taped adjacent to the script or shot list for easy viewing.

To determine the proper aspect ratio for a frame this formula can be used:

h x a= w

Frame Height (h) times desired Aspect Ratio (a) equals the 
correct width (w).

Simply take the height of the desired frame and multiply it by the chosen 
aspect ratio that the boards will reflect. The artist will determine a height 
based on how large she wants the frame to be. For example, to fit three 1.66 
aspect ratio storyboard frames onto an 8.5x11 inch page of paper, the desired 
height of each frame could be three inches. To produce a correct 1.66 aspect 
ratio for the frame being drawn, simply multiply 3 by 1.66. Rounding up, this 
will give a width of 5 inches.

3 x 1.66 = 4.98 (5)

Here is another example using a different height, but the same aspect ra-
tio, 1.66. The resulting frame is illustrated in Figure 2.3-9. The height of 2 
inches multiplied by 1.66 equals a width of 3.32.

2 x 1.66 = 3.32

NOTE

FIGURE 2.3-9. The fames is and examples of 2 x 1.66 = 3.32

2

3.32
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2.4 - Understanding the shot list

To effectively depict a scene, the storyboard artist needs to understand com-
position, camera placement, and angles. She also must become familiar with 
illustrating movement. Camera shots can be divided into a few different cat-
egories dealing with the size, angle, and movement of the camera. There 
is also a category that classifies how a shot is used in editing to describe its 
effect on the storytelling of a scene. These components are utilized in the 
primary document the storyboard artist will reference: the shot list.

Translating the shot

The storyboard artist will need more information than can be gained by just 
reading the script. In Section 2.1 we talked about the types of questions a sto-
ryboard artist might ask the director when first starting to capture the direc-
tor’s vision in the sketches for the frames. Many of those questions will begin 
to be answered by the shot list. It is important for the artist to understand the 
language that will be used to relate camera positioning and movement.

For example, take this line of text from a script:

Michele strides to the bar, standing next 
to the Man without being recognized.

The director may decide to break down the line into a shot using this verbal 
description:

“I want to start with a wide shot and then the camera  
will dolly in, then pan left and end up with a close-up of 
Michele.”

That description would be written into the shot list and most likely appear 
in this form:

WIDE SHOT- Camera dollies in, pans left and ends in a 
close-up (CU) of Michele as she strides into the bar.

The storyboard artist will have to be able to accurately translate the direc-
tions into a drawing. In order to do this, the artist needs to understand the 
terminology the director is using so she can draw the frame. In this one set 
of directions alone, the artist will have to comprehend and be able to draw 
a wide shot, dolly, pan, and close-up. A list of different camera shots is ex-
plained and drawn in Section 2.5.
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Reading a shot list
Shot lists are generally organized in the same manner. Usually the scene 
number and sometimes a brief description are written as a header, then, all 
of the shots relating to that scene are placed underneath.

The shot description itself will generally follow a certain pattern. The size of 
the frame is usually written, followed by a brief description of the action the 
camera sees together with the camera’s movement. When a shot contains 
camera movement, the final frame size is also described as well as what is 
being seen within the frame.

The assembly of a shot description will look like this:

FRAME SIZE - Description of the action and camera 
movement, ending frame size and description of what is 
now seen.

The frame size is determined by how close the camera will be to the subject 
it is filming. The shot description should indicate the angle of the camera, 
but it might not always do so, and further elaboration might be necessary. 
The shot description will also indicate the camera and character movement.

Since most shot lists are written in shorthand, the artist will also need to 
understand how the terminology is abbreviated. 

Here is another example from the script of Overtime using an abbreviated 
shot description from scene 4: 

SC#4 – EXT BAR – MOMENTS LATER

B- MS (OTS) - Rachel drops into pass window. Tilt down to 
reveal wig and glasses.

The lines from the shot list translate into:

1.	  This shot is in scene 4

2.	  Location is outside of the bar

3.	  Shot B

4.	  A medium shot (MS) that is over the shoulder (OTS)

5.	  The character action is Rachel drops into passenger window.

6.	  The camera tilts down to show wig and glasses
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FIGURE 2.4-1. The storyboard frames for SC#4 – MS (OTS) - Rachel drops into pass window. Tilt down
to reveal wig and glasses.

Figure 2.4-1 shows the corresponding storyboard for this shot. The B for 
the shot number is in the upper left corner. Arrows between the two frames 
indicate that these two frames are linked. The top frame shows the medium 
over-the-shoulder shot of the subject. An arrow above the subject’s hand 
shows the action of the subject. In the lower frame, the larger arrow pointing 
downward represents the tilt camera movement and its direction.

The artist will have to be able to draw three-dimensional action onto 
a two-dimensional page. To do this, arrows and other design elements 
are used to show the motion of the camera and the motion of the objects 
within the frame.

NOTE
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Drawing the frame
After understanding the director’s intentions, the storyboard artist will now 
have to translate this onto paper. For example, in Figure 2.4-2 there is a 
sketch of a scene inside a bar. The shot calls for a wide shot of the interior 
with a man standing at the bar, while another character enters and takes a 
position next to him. Notice the frame seems to capture a wide area of the 
room. A man is shown standing at the bar while the second character enters. 
Her action is captured by drawing her twice, once to show her walking and 
another time to show where in the frame she will stop. Arrows are drawn 
to indicate the direction and path this character will take. The goal for both 
the double drawing of the character as well as the horizontal and the curved 
arrows is to communicate that the character will walk into the bar from the 
right of the frame to the left side and will stop around the corner of the bar.

Figure 2.4-2 captures script direction from Scene 5, shot A from the film 
Overtime that reads:

SC#5 – INT BAR- DAY - A- WS (MASTER)- Rachel walks 
up to bar as the Man orders a drink at bar. 

BRIEF REVIEW OF TERMS: 

EXTERIOR (EXT) A representation in visual art of the outdoors or a scene 
shot outside a studio.

INTERIOR (INT) The inside, a picture, or a rendering of a building or room.

OFF SCREEN (OS) The action or sound that takes place out of the frame 
of the camera.

FIGURE 2.4-2. The storyboard frame for Scene 5, shot A.
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2.5 - Common types of camera shots

A shot can be fit into a variety of categories including: scale, angle, move-
ment, and editing segues. Listed are some common camera shots used for 
filming and creating storyboards. Most shots are executed with different 
combinations. For example, a master shot could be a wide shot, dolly, track-
ing, and a low angle. In the next few pages, the listed shots are explained and 
illustrated (Figures 2.6-1 through 2.6-13).  

Field-size or scale

The field-size or scale grouping indicates how close or far away the object 
looks in the camera frame when being filmed. It is a proportion shot used to 
determine the dimensional relationship of the camera frame to objects it is 
capturing.

1.	 Close-Up (CU)

2.	 Extreme Close-Up (ECU)

3.	 Full or Figure Shot (FS)

4.	 Insert

5.	 Long Shot (LS)

6.	 Medium Shot (MS)

7.	 Single

8.	 Two Shot

9.	 Wide Shot (WS)

1.	 Aerial Shot

2.	 Canted Frame

3.	 High Angle

4.	 Low Angle

5.	 Over the Shoulder (OTS)

6.	 Profile

7.	 Reverse Shot (Angle)

8.	 Straight On or Frontal

Camera placement or angles

The camera placement or angle category describes the directional relation-
ship between the camera and the object it is viewing. These shots indicate 
the point of view of a camera from which the camera films a subject or scene.



CHAPTER 2   n   PRODUCING THE STORYBOARDS   n n n   49

Camera movement

The camera movement category is any shot that changes the frame, perspec-
tive, or subject view, with the movement of the camera. Some scenes might 
take more than one storyboard frame to represent the action clearly. Com-
bining storyboard frames to depict camera movement is a common method 
used to help closely translate the action onto the page.

1.	 Boom Shot

2.	 Car Mount

3.	 Crane Shot

4.	 Dolly Shot

5.	 Follow Shot

6.	 Hand-Held

7.	 Pan

8.	 Smash Zoom

9.	 Static Shot

10.	 Steadicam Shot

11.	 Swish Pan

12.	 Tilt

13.	 Tracking Shot

14.	 Traveling Shot

15.	 Zolly

16.	 Zoom

1.	 Cutaway

2.	 Establishing Shot

3.	 Freeze-Frame Shot

4.	 Jump Cut

5.	 Master Shot

6.	 Match Cut (Dissolve)

7.	 Objective Shot

8.	 Point-of-View Shot (POV)

9.	 Reaction Shot

10.	 Subjective Shot

Editorial, editing, and point of view

In this category are types of shots that do not describe the camera place-
ment, angle, or movement, but relate how the shot will be utilized for story-
telling or editing purposes.
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Many camera shots are a combination of different shot categories. For 
example, an establishing shot could also be a panning long shot. In 
Figures 2.6-1 through 2.6-13 one element is pulled from the shot for 
further explanation.

2.6 - Descriptions and examples of common 
camera shots

Figure 2.6-1 shows camera shots from the field-size and scale category. The 
camera starts with the frame very close to the subject in an extreme close-up 
(ECU). It is so close that it shows only a small area of the field. In this case, 
it shows just the subject’s eye. The camera then cuts to show more of the 
subject, but is still relatively close to the subject in a close-up (CU) shot. In 
the next frame, the camera cuts again to show a medium shot (MS).

Camera Field size or Scale Shots 

Extreme Close-Up (ECU)
Extreme close-up is reserved for dramatic impact. The shot might show just 
the eyes of an individual. 

Close-Up (CU)
A close-up framed shot is taken at close range when the subject is larger than 
the frame. On a person, the frame is often from the top of the head to the 
top of the chest. 

Medium Shot (MS)
A medium shot is taken from a medium distance and normally from the 
waist up. 

NOTE
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FIGURE 2.6-1. A storyboard displaying a series of frames ranging from extreme close-up to medium shot.

Extreme Close-Up (ECU)

Close-Up (CU)

Medium Shot (MS)
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This storyboard sequence continues in the field-size and scale category. Fig-
ure 2.6-2 continues from Figure 2.6-1 with the camera cutting back further 
to reveal our subject fully. In this case, to show our subject from head to toe 
in a full or figure shot (FS).

In the next frame, the camera has continued to move back. Our subject is 
now revealed to be standing in front of a building in a long shot (LS).

A full shot and long shot are sometimes interchangeable, depending on 
the other shots in the scene.

In our last storyboard frame in this sequence, the camera is out even further, 
for a wide shot. Now our subject is shown to be running away from a UFO.

Full or Figure Shot (FS)
A full shot sometimes is called a Long Shot (LS) and is taken where the 
frame captures the relative distance between the top of a person’s head to 
their feet. 

Long Shot (LS)
The long shot is sometimes called a full shot (FS) and is taken where the 
frame captures a broad view of the environment and away from the subject.

Wide Shot (WS)
A wide shot is taken from a distance and reveals where a scene is taking 
place. 

Extreme Long Shot 
The extreme long shot is a view from an even greater distance than a long 
shot (LS). Often people-sized objects are small within the frame.

NOTE

BRIEF REVIEW OF TERMS: 

FOREGROUND The foreground is part of a scene or picture that is nearest 
to and in front of the viewer.
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FIGURE 2.6-2. A storyboard showing a series of frames ranging from full-figure to wide shot.  

Full or Figure Shot (FS)

Long Shot (LS)

Wide Shot (WS)
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In this storyboard (Figure 2.6-3) the top frame is a two shot. Assuming this 
storyboard was part of a simple three-shot scene, and was the widest shot, 
this shot would be considered the master shot. The camera shifts in the 
next storyboard frame to a single shot with only one subject. Editorially, 
this frame is also a reaction shot; the subject’s face registers quite a look of 
surprise.

The last shot is an insert shot and is the reason for the reaction displayed by 
the subject in the previous frame. Although the purse was previously shown, 
in the first two frames the camera did not show what was inside the purse. 
The insert shot covers the same subject, but from a different, closer angle.

Two Shot
A two shot is a frame that encompasses a view of two people or subjects. 
Many common two shots have one subject in the foreground and the other 
in the background. 

Single
A single shot is a frame that encompasses a view of one person or subject. 

Insert
An insert is a shot filmed that covers action already covered in the master 
shot, but from a different angle or focal length. It is generally used to clarify 
what was already seen. 

Figure 2.6-3 is an example of camera shots being a combination  
of multiple categories. The two-shot is also the master shot in this  
sequence and the single shot is also a reaction shot.  

NOTE
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FIGURE 2.6-3. A storyboard showing a series of frames including a two, single, and insert shot.

Two Shot

Single Shot also a Reaction Shot

Insert Shot
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This series of storyboard frames illustrates different camera angles (Figure 
2.6-4). In the top frame the camera is placed above the subject and is looking 
down onto the subject. In the next frame, the camera is outside and goes to 
an even higher angle, the sky. In the last frame the camera is looking up to 
the subject from below the desk in a low-angle shot.

Camera-Placement or Angles Shots

High-Angle
A high-angle shot is the camera shot usually set above the eye line of the 
subject. 

Aerial Shot
An aerial shot is an extreme high-angle shot that is usually done with a crane. 
It also can be done from airplanes and helicopters. 

Low-Angle
A low-angle camera shot is usually below the eye line of the subject. 
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FIGURE 2.6-4. A storyboard sequence illustrating camera angles from aerial to low.

High-Angle

Aerial Shot

Low-Angle
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In this storyboard, we continue to illustrate various camera angles (Figure 
2.6-5). In the storyboard in Figure 2.6-4, we highlighted camera angles that 
are set up along a vertical axis. This set of frames will highlight angles that 
are set up along a horizontal axis. The first frame shows a profile or side view 
of the subject. In the next frame, the camera is moved in front of the subject. 
In the last frame, the camera views the subject over the shoulder of another 
subject, which shows the man standing in front of another person.

Profile
A profile is a side view of an object or structure, especially of the human 
head. 

Straight On or Frontal
A straight-on is a non-angled view of the subject in the frame. 

Over the Shoulder Shot (OTS)
The over-the-shoulder shot is a view of someone or something taken from 
over the shoulder of another person. The back of the shoulder and head of 
this person is used to frame the image of whatever or whomever the camera 
is pointing toward. 
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FIGURE 2.6-5. A storyboard showing camera angles around a subject.

Profile

Straight On or Frontal

Over the Shoulder Shot (OTS)
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The first frame on this board is the reverse shot from the over-the-shoul-
der shot from the storyboard shown in Figure 2.6-6. The camera has now 
changed the angle to show the subject whose shoulder was viewed in the 
last frame. We see whom the man was talking to. The middle frame shows 
the two subjects turning away from the camera, with the angle of the camera 
tilted to one side in a slight diagonal.

Reverse Shot or Reverse Angle
A shot that views the action from the opposite side of the previous shot. 

Canted Frame
A canted frame is also known as a Dutch angle and is a shot that is tilted 25 
to 45 degrees to one side, causing horizontal lines be at an angle. 

The last frame on this board is a movement shot. The camera will move to 
or around a subject. What makes this shot a dolly shot is that the camera will 
be placed onto a moving platform. This allows the camera to move smoothly.

Camera movement  shots

Dolly Shot 
A dolly is a platform that enables a movie or video camera to move during 
shots. This shot is part of the camera movement category.

BRIEF REVIEW OF TERMS: 

DUTCH TILT, DUTCH ANGLE The Dutch tilt/Dutch angle is also known 
as a Canted Frame and is a shot that is tilted 25 to 45 degrees to one side, 
causing horizontal lines be at an angle.
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FIGURE 2.6-6.  A storyboard showing both camera movement and camera angles.

Reverse Shot or Reverse Angle

Canted Frame

Dolly Shot
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This sequence of frames continues the camera-movement shots (Figure 2.6-
7). In the first frame, there is an arrow indicating the movement of the cam-
era. In a tilt, the placement of the camera remains the same, but the body of 
the camera is rotated up or down. In this case it is rotated up.

Both the boom and the crane shot are high-angle shots with the camera be-
ing attached to a boom or crane. This allows the camera to move freely as if 
it was floating in the air. In the middle frame, the boom shot is used indoors.

In the last frame, the arrows indicate the camera movement and the smaller 
box drawn around the subject indicates the start location of the camera be-
fore the movement.

Tilt / Tilting
A tilt or tilting is a cinematographic technique by which the camera rotates 
up or down. 

Boom Shot
A boom shot is also called a jib shot, and refers to a high-angle shot, some-
times with the camera moving. For this type of shot, the camera is mounted 
onto a boom. 

Crane Shot
A crane shot is taken by a camera mounted on a crane and is often used for 
shots that view the scene from above or to move the camera into or away 
from a subject. 
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FIGURE 2.6-7.  A storyboard sequence with camera rotation and changes in positioning.

Tilt / Tilting

Boom Shot

Crane Shot
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This set of frames (Figure 2.6-8) demonstrates camera and subject move-
ment. The top frame shows a view from the camera mounted on a car look-
ing back toward the driver. The next frame portrays a view from a static cam-
era, with the subject watching a police car speed across the frame. Once the 
car has raced by, the camera moves with the subject as she walks across the 
road. Unlike the dolly shot shown with Figure 2.6-6, the camera on a steadi-
cam shot is not fixed on a platform, rather it is an apparatus that decreases 
the shake of the hands when the camera is held while shooting.

Car Mount
Car-mount shots are taken by a camera that is mounted on an automobile or 
other type of vehicle. 

Static Shot
In the static shot, the camera and frame do not move when shooting. 

Steadicam Shot
A steadicam shot uses an arm and harness to mount the camera to the opera-
tor’s body, allowing for steady camera movement without a track. The stea-
dicam also enables the camera to travel in areas where a dolly with a track 
could not, such as a street with live traffic traveling on the road. 
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FIGURE 2.6-8. A storyboard showing camera movements of both the camera and objects.

Car Mount

Static Shot

Steadicam Shot
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In this storyboard (Figure 2.6-9), the camera is making a series of motions. 
In the first frame, the camera is moving horizontally to show more of the 
canyon. Pans can move left or right at various speeds. The next storyboard 
frame showcases a pan that is so fast the detail in the camera frame cannot 
be observed until it rests on its subject. In the last frame, the camera is mov-
ing with a subject, keeping the frame on that subject.

Pan
A pan is to move a camera laterally left or right to follow an object or to cre-
ate a panoramic effect. 

Swish Pan
A swish pan is a panning shot in which the scene moves too quickly to be 
observed until it rests on its subject. 

Whip Pan 
A type of pan shot in which the camera moves sideways so quickly that the 
picture blurs into indistinct streaks. It is commonly used as a transition be-
tween shots, and can indicate the passage of time and/or a frenetic pace of 
action.

Tracking Shot
A tracking shot is when the camera is being moved by means of wheels, as 
on a dolly. 



CHAPTER 2   n   PRODUCING THE STORYBOARDS   n n n   67

FIGURE 2.6-9. A storyboard sequence showing camera movement.

Pan

Swish Pan

Tracking Shot
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The storyboard frames represented in Figure 2.6-10 show camera move-
ment into or away from the subject. In the first frame, the camera is static 
and the cameraman increases or decreases the focal length of the lens to 
move the camera frame closer or farther away from the subject.

A zolly is drawn in the next frame; it displays the use of a combination of 
a dolly and a zoom moving in opposite directions. In this example, the box 
around the subject indicates where the camera frame will end after the 
zoom, and the arrow shows the direction of the movement of the dolly.

The last frame is the smash zoom. This is a very quick zoom—in this exam-
ple, into the werewolf’s eye. Again, the smaller tilted box drawn on an angle 
represents where the camera frame will stop on the zoom. The camera shots 
in this frame add a dramatic effect for the viewer to appreciate the transfor-
mation of the werewolf.

Zoom
Zoom gradually changes the focal length of the lens. It gives the effect of 
dollying in or out without moving the camera. 

Zolly
Zolly is a shot involving a dolly and zoom combination. Ordinarily, the dolly 
and zoom are moving in opposite directions. 

Smash Zoom
A smash zoom performs the dolly zoom effect very quickly. 
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FIGURE 2.6-10.  A storyboard sequence showing multiple camera frames. The start position and the end position 
after the camera movement.

Zoom

Zolly

Smash Zoom
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The first frame on this board (Figure 2.6-11) is a following shot. The camera 
position does not move but it follows the subject’s movement. In this case, 
the camera follows the werewolf as he runs away from the from the camera 
position.

Follow Shot
A follow shot in a movie is when the camera follows the action of a subject 
from a fixed position using tilts or pans.

Editorial shots 

The next two shots are editorial shots. These types of shots are employed to 
assist in telling the story. The middle frame is a wide shot that establishes 
that the scene is taking place in a church yard. The last shot is of a gravestone 
and is a cutaway shot because this subject was not depicted in the establish-
ing shot.

Establishing Shot
An establishing shot is a wide shot (WS) or a long shot (LS) that provides an 
audience a basic orientation to the geography of a scene.

Cutaway
A cutaway shot is a shot of part of a scene but is filmed from a different angle 
and/or focal length from the master shot; it portrays action not covered in 
the master shot. 
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FIGURE 2.6-11.  A storyboard showing both camera movement and editorial shots.

Follow Shot

Establishing Shot

Cutaway
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There are two shots on this board (Figure 2.6-12) that are both in the edito-
rial category. The first is a match cut (or dissolve) shot. The camera is close 
to an eye of the gravestone from the previous board. The next frame shows 
the moon as a subject with a size about the same as the eye. In editing, these 
two frames will dissolve together.

In the last shot on this board, the camera frame is from the point of view of 
our subject. In this case, the werewolf is looking down at his hands.

Match Cut (Dissolve)
Match cut or match dissolve is a cut from one scene to a completely differ-
ent scene, however, the objects in the two scenes occupy the same place in 
the frame. 

Point-of-View Shot (POV)
A point-of-view shot shows what a subject is looking at through the camera 
perspective. 

BRIEF REVIEW OF TERMS: 

CUT  Calling “cut” stops filming when in production. In editing, it means 
to make an abrupt change of image or sound, or changing from one shot to 
another.

DISSOLVE  A transition between scenes where one fades away and the oth-
er fades in simultaneously.

EDIT  The act of deleting, arranging, and placing together shots and sounds 
in order to construct a flowing sequence.
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FIGURE 2.6-12. A storyboard with two camera shots. The first takes two storyboard frames and is a match cut. The 
second is a point-of-view shot and is also a subjective shot.  

Match Cut (Dissolve)

Point-of-View (POV) also Subjective Shot
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Editorial shots drive the storytelling aspect of a film’s production and are 
used to ensure an appropriate flow to the film’s sequences. 

Master Shot 
The master shot is the filming of an entire scene, from start to finish, and 
from an angle that generally keeps all the players in view.

Reaction Shot 
An actor or actors are shown reacting to another actor’s action or words, or 
to an event that is witnessed.

Objective Shot 
The objective shot is not seen from the subject’s point of view. 

Subjective Shot 
A subjective shot is taken from a subject’s point of view. 

Further Examples of Storyboards and Camera Shots

In Figure 2.6-13, the first frame in this storyboard is a freeze-frame shot. 
This type of shot is hard to depict in a storyboard frame because it is created 
in the postproduction phase with editing. The same is true for the jump-cut 
edit.

Freeze-Frame Shot
A freeze frame is a still, motionless scene or image in the course of a shot 
made by running a series of identical frames or by stopping at one desired 
frame. This shot is part of the editorial category.

Jump Cut 
An edit where the middle section of a continuous shot is removed and the 
beginning and end of the shot are then joined together. Any moving objects 
in the shot will appear to jump to a new position. This shot is part of the 
editorial category.
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FIGURE 2.6-13.  A storyboard with two frames. One shows a freeze-frame shot and the other hand-held shot. Only 
the hand-held shot frame is showing motion.

Freeze-Frame Shot

Hand-Held

The last storyboard frame shows the camera moving with the use of arrows 
drawn into the frame. “Hand held” is written inside the arrow to indicate 
how the camera will be held for filming this shot.

Hand-Held
Hand-held is a shooting technique in which the camera is held in the opera-
tor’s hands. This shot is part of the camera-movement category.
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2.7 - How detailed do the storyboard drawings 
have to be?

Generally storyboards are drawn quickly and without elaborate detail. The 
goal is to clearly communicate the specifics of a shot, not to rival Michel-
angelo. Artistic quality is usually secondary. That is not to say that quality 
is unimportant, just that functionality is of primary consideration. A board 
that is made up of quick line drawings is just as useful as a nicely drawn and 
shaded board if it communicates the intended information correctly. If a 
board is well drawn and detailed but is unable to inform the desired shot, it 
fails in its use. However, keeping the overall shot concepts in mind, a more 
detailed board will be able to increase the amount of information being com-
municated. A balance between functionality and artistry is ideal.

Like graphic novels, boards depict a visual portrayal of text. Unlike com-
ics, they are not the end product but are used as stepping stones toward 
depicting a moving image and might need to be created or changed quickly. 
Because time is a major factor, speed and accuracy is more important than 
elaborate artistic detail.

Directors sometimes draw their own storyboards to help them generate and 
clarify their ideas (Figure 2.7). Not all directors are artists, but even un-
trained line sketches can help convey their concepts. Professional storyboard 
artists often use those sketches as a starting point to draw more detailed and 
effective boards. There are also new computer programs available with pre-
drawn figures, backgrounds, and props that enable filmmakers who might 
not be artistic to develop their own boards.

FIGURE 2.7. The drawing on the left is not optimally artistic, but it does show that the camera shot is a 
single-subject frontal close-up.
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The following quote from Nick Noyes discusses the detail in his storyboards. 

2.8 - Who benefits from storyboards and why?

The storyboarding process will benefit every department. Because the direc-
tor is in charge of production, the more prepared she is, the better prepared 
the crew can be. It is often said that the best offense is a good defense. The 
same can be said for movie making and computer-game creation. A smooth 
production is often the result of adequate preproduction. The more thought-
fully planned out a project is in preproduction, the less potential there will 
be for problems during production.

Crew in preproduction

Film or game projects can be extensive, with responsibilities that are divided 
among various departments. Many highly trained and skilled people work 
on all aspects of the production at any given time, many voices with many 
ideas. The possibility for miscommunication is high, even on smaller crews. 
Given that a storyboard serves as a window for the crew to understand what 
the ultimate product might look like, confusion is lessened, which allows the 
crew to work more efficiently. All departments need a clear and concise plan 
in order to move forward. In some instances, it is very difficult for certain 
departments to accurately complete their work without a clear storyboard. 
This is especially true the more difficult a desired shot becomes. With the 
prodigious use of tools such as visual effects, it becomes far more important 

NICK NOYES - DIRECTOR

When I work on storyboards, I always have my script and shot sheet with me. The 
shot sheet is my best friend when it comes to creating the story boards.

My boards are not very detailed, I draw them to help me visualize the edit, so I can 
start “editing” before the film even starts.

I spend maybe 10 minutes on each board. I am just trying to show angles to see if 
anything jumps out to be problematic in the edit.

For me, the script and storyboards are just an outline, and if I get inspired during 
the shoot, I am more than happy to throw my storyboards away, however, they are a 
preproduction step I will never skip.

QUOTE
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to be prepared in order to capture a shot as intended—on time and on bud-
get. A clear, single voice is needed, and in many ways the storyboard will help 
to relay that voice. Crew members will understand the director’s intentions 
clearly and will see them in one place.

Crew and cast during production

In addition to the players in the preproduction, additional cast and crew will 
find the boards helpful to have on set. The size of the cast and crew and who 
they are depends on the size and type of the production. The list can be very 
long; however, listed below are some of the main departments to represent 
examples of how storyboards affect every aspect of the production.

Director
Time can be a demanding aspect on set. If the shoot is running long, or if 
unforeseen events push the production schedule back on the time chart, 
the director can take a look at the storyboard and review what shots are es-
sential and what could be cut if pressed. The storyboard makes it easier for 
the director to make on-set editorial cuts by removing storyboard frames or 
rearranging them without the deleted shots to see if the cuts will drastically 
affect the flow or the storytelling.

Also, there are times when the storyboards act as the shot list. The director 
will shoot a shot off the board and cross it off to mark the progression. Some-
times storyboards might be in binders or perhaps posted on a larger board. 
On other occasions, the director might ask the video technician for a review 
of the action that was just shot and will compare it with the storyboard. Once 
satisfied, a still from the shot that matches the board is printed and posted 
next to the storyboard. This works two fold, as a means to see the compari-
son, and to cross the shot off the list of what still needs to be done.

The Director of Photography
The in-production use of the storyboards by the director of photography is 
similar to the director’s use: as a guide to the progress on each day of shoot-
ing. The storyboards are also used as a reminder of the type and style of shots 
that were discussed in preproduction.

Producer
Storyboards will allow the producer to check on the progress of the day’s 
shoot and to try to keep the production running on time.
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Cast (talent)
Many cast members like to visualize their performance before the cameras 
start shooting. Sometimes stand-ins are used for blocking and other prepa-
rations before the set is ready for the cast. The storyboards allow the cast 
to see where the camera is in relation to their position on the set. The cast 
members can track camera movement and angle changes. This allows them 
to have a better understanding of the set and camera frame for their mental 
walkthrough and can enhance their performances.

Sound
The sound-recording artist can use the storyboards to locate appropriate 
spots to plant their mikes to capture the desired sound. The sound recorder 
can also understand a little of the style of the film. This helps them when 
recording different ambient and wild sounds.

Gaffer (lighting)
The director and the director of photography will direct how the light should 
be used, but the storyboards help the gaffer understand what types of equip-
ment might be used and if there are any special lighting techniques they can 
prepare for.

The following is a quote from Alex Fernbach about storyboards helping in 
crew meetings.

ALEX  FERNBACH - DIRECTOR / CAMERAMAN

ARF&CO

I hold a crew meeting every day I am on set, whether it is a prep day or a shoot day, 
location or studio. It does not matter. This meeting is held in front of some form of 
storyboard. One in the order of the storyline, and next to it is the order we plan on 
shooting the production. Even if there was no storyboard artist, I will either take 
snapshots to represent the frame, or work in 3-D and output key frames to illustrate 
the idea.

QUOTE
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Storyboarding is a process that begins with the script, coupled with the di-
rector’s interpretation of that text. The director takes notes on the script and 
possibly draws rough sketches or thumbnails to represent shots. The story-
board artist must gather the preproduction information such as the shot list, 
illustrations, diagrams, and must attend meetings with the development team 
or director. For the storyboard projects for video games, the artist also has 
other factors to be concerned with, such as user involvement and gameplay.

Aspect ratio is determined by the relationship of the height of the frame to its 
width. To effectively depict a scene, the storyboard artist needs to understand 
composition, camera placement, and angles. The artist also must become fa-
miliar with illustrating movement. A shot can be described by a variety of 
categories including: scale, angle, movement, and editing segues. Generally 
storyboards are drawn quickly and without elaborate detail. The goal is to 
clearly communicate the specifics of a shot. The storyboarding process ben-
efits every department.

SUMMARY

1.	 Where do you start a storyboard project?

2.	 Who should be involved?

3.	 What information needs to be gathered?

4.	 What is a shot list?

5.	 What are the different kinds of common types of camera shots?

6.	 How detailed do the storyboard drawings have to be?

7.	 Who benefits from storyboards and why?

REVIEW QUESTIONS: CHAPTER 2
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1.	 Brainstorm a story, write a script, and plan a storyboard. If you can, 
work together with other people in a group.

2.	 Review a short movie and discuss the different camera shots, move-
ments, or camera’s point of view.

3.	 Develop a storyboard, showing main ideas and supporting details in 
a narrative, by illustrating important scenes in the story and explain-
ing the scenes using the vocabulary in this book.

4.	 Keep a journal recalling the important information and thoughts 
from the text and write how you will use the information.

5.	 Write an outline about where to start making a storyboard, who’s 
involved, information needed, and the types of shots needed.

DISCUSSION / ESSAY QUESTIONS

1.	 Cut out pictures in a magazine or advertisement and label the kind 
of shot that was used.

2.	 Write the definitions of ten different common shots and draw ex-
amples of them.

3.	 Draw four different kinds of shots and label them.

4.	 Draw a quick sketch and then a second sketch incorporating more 
detail, using the same idea.

5.	 After a short story is read, draw a storyboard for one of the scenes.

APPLYING WHAT YOU HAVE LEARNED



6.	 Using the following blank storyboard frames, write a script descrip-
tion and identify the shot types for each frame. 

APPLYING WHAT YOU HAVE LEARNED
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FIGURE EX-4. Practice (1.78:1 - High definition) storyboard frames for drawing.

Blank storyboard frames for practice
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FIGURE PO2.  A storyboard frame with motion arrows.





Preproduction

CHAPTER  3

OVERVIEW AND LEARNING OBJECTIVES

In this chapter:

●● 3.1 - Information gathering

a.	The Overtime script without notation

b.	The Overtime shot list

c.	 Location diagrams. Talent and location photographs

d.	Prop and wardrobe list for the project Overtime

e.	A director meeting with the storyboard artist during preproduction 

●● 3.2 - Refining the information

a.	The Overtime script with director notation

b.	The script to rough storyboard comparison

c.	 The shot list to storyboard comparison

d.	Location and talent photographs to storyboard comparison

e.	Prop and wardrobe photographs to storyboard comparison
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Part one of this book covers what storyboards are and why they are an impor-
tant part of filmmaking. In part two, we will walk you through the process of 
making storyboards on an actual project. By using the short film Overtime as 
an example, we will focus on how storyboards affect a film from preproduc-
tion to its final cut (Figure 3.1-1).

The following chapter includes information about all of the elements that 
need to be gathered by the storyboard artist in preproduction. Section 3.1 
discusses the initial steps of translating the script into images. The script and 
shot list are still unmarked. The location, talent, and prop photographs and 
the location overhead diagrams are shown, and a mock storyboarding meet-
ing with the director is dialogued.

The storyboard artist helps the director to clearly communicate visual 
ideas during preproduction. Although helpful and more polished, the 
storyboard drawings, the photographs, and the diagram illustrations 
do not have to be created on a professional level, artistically. Film-
makers can benefit from using quick stick-figure sketches and photo-
graphs to effectively communicate the desired information.

In Section 3.2 we will study the information that has been gathered and will 
start to refine the ideas in order to effect clear communication. We follow the 
translation of the script into the storyboards with the use of side-by-side sto-
ryboard comparisons as well as accompanying point-of-view commentaries.

3.1 - Information gathering

Many elements are needed to create clear and accurate storyboards. It is 
important to remember that the storyboard will, in essence, be the film in 
illustration form. The goal is for the boards to be as close a representation 
of the intended film image as possible. To do that, we must begin where all 
projects start: the script. Then, we will gather all the necessary information 
available from the various departments that are working in preproduction.

Let’s review the list:  

! 
TIP

■■ Location and set diagrams
■■ Meetings between the director 

and the storyboard artist
■■ Prop list

■■ Script
■■ Shot list
■■ Talent and location  

photographs
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Script

Common storyboard time 
line in preproduction

Shot list

Location scouting  
and set building

Prop list

Overhead diagrams

Meeting with the director  
and storyboard artist

Storyboard creation

FIGURE 3.1-2. Common check 
list for storyboard creation.

Depending on the project’s size and budget, this list might 
change; however, the basic concepts remain the same. The 
more comprehensive the information gathered, the more 
clearly the information can be communicated in preproduc-
tion, and the smoother the production phase will run.

The time line is a linear visual reference, however, it is not de-
finitive (Figure 3.1-2). The steps might combine or run con-
gruently depending on the size and type of the production. 
Overall however, the director’s time line starts with reading 
the script, and the storyboard artist collaboration starts with 
meetings with the director, during which the artist will be giv-
en the shot list, diagrams, and related photographs. 

The director is the central figure and storyteller of the film 
project and drives what type of information is collected or 
created and when it is collected or created. Although every 
director has their own style and methods, from the storyboard 
artist’s perspective, the end result is similar. 

The storyboard artist’s job is to effectively communicate the 
director’s vision of the story from the point of view of the cam-
era. The artist absorbs all this information and talks with the 
director in order to clarify how to sketch the storyboards. The 
more complete and clear the information given to the artist, 
the more closely the storyboards will represent the final shoot.

FIGURE 3.1-1. The film crew during the shoot of Overtime. An example of all of the 
preproduction information (props, location, cast) coming together for the shoot.
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3.1a - The Overtime script without notation

In the following few pages is the unmarked, original script for the project 
Overtime (Figures 3.1a-1 through 3.1a-9). A director will read a script and 
start to consider how to most effectively tell the story, what the style should 
be, and what camera movements will best represent what is going to be com-
municated. Some directors will draw thumbnails; others will take notes after 
reading the script.

This is where the storytelling procedure starts. The director will work and 
re-work ideas concerning the script.

■■ Is the story a comedy, a drama, a thriller?

■■ What type of cinematography will enhance the story?

■■ What type of soundtrack fits the stylization?

■■ What type of production design, wardrobe, and props?

The process of answering these questions is known as the director’s script 
breakdown. From this, the shot list will emerge together with the style of 
the project. A number of preproduction documents will start with the script, 
however, in this book we have concentrated on what directly impacts the 
storyboard artist.

In Section 3.2a we will look at a marked-up script and read the director’s 
commentary on how the script was broken down into scenes for the telling 
of the story.

BRIEF REVIEW OF TERMS: 

SCRIPT BREAKDOWN A list of the basics elements of the project, includ-
ing special items, equipment, and effects that are necessary for the project.

CINEMATOGRAPHY The artistic creation of moving images using light 
and cameras.

DIRECTOR  A person who controls the creative aspects (translating the 
screenplay into images and sounds) of a project and instructs the cast and 
crew.
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Overtime – v2

FADE IN:

EXT. QUIET CITY STREET – DAY

RACHEL (32) looks a bit out of place as a 
phone repair worker, with sunglasses and 
a wig but she walks around with a sense of 
purpose.

She hesitates at the corner, looking up at 
some windows above her. When she looks back 
down, a FAMILIAR CAR parks itself across the 
street. Rage passes over her face, and then 
she settles down and waltzes over.

RACHEL

You’re blowing my cover.

MICHELE (28), a severe looking young woman, 
nearly jumps into the passenger’s seat. Then 
she recognizes Rachel and recovers.

MICHELE

The wind is blowing your 
cover!

Rachel grabs her collar, nearly yanking her 
from the car.

RACHEL

I’m being nice. Scram, 
before I call the boss 
on you.

FIGURE 3.1A-1. The first page of the unmarked script.
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MICHELE

On ME? Seriously, is 
that the best you got!!!

MICHELE ducks for cover. A MYSTERIOUS MAN 
(50) is locking the door to his apartment.

Rachel, already leaning into the car, sees 
the man and DIVES INTO THE CAR. Legs and 
boots get pulled in the window just as the 
Man turns around.

INT. CAR – DAY

They’re in pain, but too scared to move.

MICHELE

Did he see us?

RACHEL

I don’t think so. Let me 
check.

She pulls out a compact and lifts the little 
mirror above the dash.

In the mirror, the Man gets into his car.

RACHEL

No. Thank god . . . Don’t 
just lie there, follow 
him!

FIGURE 3.1A-2. The second page of the script.
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They straighten themselves out, Michele 
fighting to keep the driver’s seat.

EXT. DIVE BAR – DAY

The Man pulls up in front of the old bar 
across the street. Michele and Rachel watch 
him go in.

RACHEL

Stay here. He’ll notice 
you.

MICHELE

Yeah, and you’re going 
to blend into the 
woodwork in that getup 
-- or you have a spare 
dress stuffed in that 
belt?

Smiling sweetly, Rachel reaches into a pocket 
– DRAGGING OUT A DRESS.

EXT. DIVE BAR -- MICHELE’S CAR – SAME DAY

An ODDLY DRESSED WOMAN with short hair gets 
out of Michele’s car.

RACHEL

You keep watch, Michele.

Rachel leaves, and Michele grabs the wig and 
sunglasses Rachel left on the car seat.

FIGURE 3.1A-3. The third page of the unmarked script.
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INT. DIVE BAR – SAME DAY

It’s not too crowded. There are tables for 
lunch, but nobody eating.

The Man is ordering some beers, so Rachel 
leans against the end of the bar.

MICHELE walks in wearing Rachel’s wig and 
sunglasses! But she is acting tough enough to 
frighten the men off.

Michele strides to the bar, standing next to 
the Man -- without being recognized.

Rachel moves up from the end of the bar; 
getting so close the Man bumps her.

MAN

Excuse me.

No hint of him recognized Rachel. Rachel 
thinks she is winning their game.

Then the Man spots Michele – instant 
interest. Michele beams. Oh yeah, now Michele 
winning the game!

Door chimes ring. A MYSTERIOUS WOMAN (?) 
enters the bar. She’s sexy, tough -- and both 
women hate her.

The Man grabs his beers and runs toward the 
mysterious woman, leading her to a table.

Rachel moves first, getting the closer table. 
Michele settles for a table COVERED WITH 
PLATES FROM THE PREVIOUS DINER.

FIGURE 3.1A-4. The fourth page of the unmarked script.
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As they watch, the Man and the woman lean 
close. She pushes her beer aside, whispers 
something. The Man turns aside to grab the 
beer back.

MAN

Scotch, please, make it 
a double.

While the man is distracted, the Woman 
sprinkles powder into his beer.

Both Michele and Rachel sit up, alert – but 
are afraid of blowing their cover!

Panicked, Michele forks a bit of food and 
FLINGS IT at the man. It lands in his beer!

The man looks over, and Michele acts 
innocent.

They go back to talking until the chicken 
wings arrive.

AT THE TABLE the woman talks in the Man’s 
ear, trying to hold his gaze while her hand 
SPRINKLES more powder onto the chicken wings.

Then she gives Michele a cold stare while the 
Man picks up a chicken wing.

They’re both panicked, but what to do?

Rachel grabs a bottle of ketchup.

He raises the chicken wing toward his mouth 
to take a bite.

FIGURE 3.1A-5. The fifth page of the unmarked script.
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Rachel squirts ketchup all over the Man’s 
face!

Spitting, the Man wipes it off and leaps to 
his feet.

MAN

You want a piece of me?

RACHEL

Yeah! Yeah, I – sorta 
do.

MAN

Do I know you?

WOMAN

Honey, let’s just get 
out of here.

Michele leaps to her feet – knocking over the 
small table where she was sitting.

MICHELE

Illidia? Illidia Snow!

The Woman pauses nonchalantly then knocks 
Michele into her seat, and heads for the 
back. The Man is torn between fighting Rachel 
and following his sweetheart - which allows 
Michele to chase after her. 

FIGURE 3.1A-6. The sixth page of the unmarked script.
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EXT. DIVE BAR – SAME DAY

Michele bursts out of the door – there’s 
nobody there. The woman vanished.

The back door opens. Michele spins around and 
Illidia catches her, and throws Michele to 
the ground.

ILLIDIA

Michele Estavanti, you 
stole my boyfriend. 
Prepare to die!

Illidia lifts her hand to strike. From 
behind, Rachel grabs it!

Two against one – it is unfair odds. Illidia 
counters Rachel’s every move while knocking 
Michele down every time she attempts to get 
up. Illidia is having fun.

Police lights dance across the wall. They all 
turn, look into the light, and find the Man 
standing there.

MAN

Illidia Snow, you’re 
under arrest.

ILLIDIA

Honey . . . lose my 
number! 

FIGURE 3.1A-7. The seventh page of the unmarked script.
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She throws both Rachel and Michele toward 
the Man and is gone before anybody can get 
to their feet. A plain clothes agent chases 
after Illidia. 

MAN

What are you two doing 
here?

MICHELE

Rachel dared me to come 
here dressed like this.

MAN

But – how did you know 
that was Illidia?

MICHELE

She made high school 
living hell.

MAN

Go home and stay out 
of trouble. Let the 
professionals handle 
this – Oh, and thank 
you. Good to know you 
have my back.

The Man runs off. Michele and Rachel finally 
relax – or just plain collapse.

FIGURE 3.1A-8. The eighth page of the unmarked script.
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RACHEL

We have GOT to stop 
stalking him! It isn’t 
healthy.

MICHELE

Are you kidding? Our 
stalking saved his life!

RACHEL

HE’S the FBI agent. We’re 
just office assistants.

MICHELE

We’re more than that. 
We’re better than that!

But they aren’t, and they know it.

MICHELE

Hey, I bet there are 
people the FBI would pay 
us to stalk.

RACHEL

Yeah. We’re kind of good 
at it, aren’t we?

MICHELE

Yeah, we kinda are.

They punch knuckles together and head off arm 
in arm.

FIGURE 3.1A-9. The ninth page of the unmarked script.
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3.1b - The Overtime shot list unmarked

After reading the script, the director will break down how the story will be 
told. Part of that process is to decide how and where the camera should be 
used to effectively tell the story.

The following pages include the original shot list for the project Overtime 
(Figures 3.1b-1 through 3.1b-3). The director broke down the script into six 
scenes. Within the six different scenes there are a number of shots with a 
variety of camera positions, angles, and movements. The shot list is the writ-
ten road map to the shoot; the storyboards are the visual map.

In Section 2.6, some common types of shots were illustrated with accom-
panying definitions. It is important that the storyboard artist recognize and 
understand the terminology and the abbreviations in the shot list.

The scenes start with a master shot followed by close-ups, cutaways, and 
camera movement directions for complete coverage. The grayed-out lines 
are indicators that a shot can be cut for time or budgetary matters. In scene 
three, the grayed shot D: MCU – SNAP ZOOM (Figure 3.1b-1, Bottom) 
was cut from filming, and Rachel’s reveal of her dress under her overalls was 
covered in an over-the-shoulder shot.

The shot list, together with the overhead diagrams, help to create film docu-
ments such as a shooting schedule, as well as the storyboards.

BRIEF REVIEW OF TERMS: 

COVERAGE Shooting a scene from many different angles in order to prop-
erly tell the story.

SHOOTING SCHEDULE  A projected plan of each day’s shooting for a 
production.

SHOT LIST  A form constructed to show all intended shots in a production.

MEDIUM CLOSE-UP (MCU) A shot that is cropped between the shoul-
ders and the chest.
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FIGURE 3.1B-1. The first page of the shot list, including scenes one through three.   

 Scene Heading

Shot

Heading

 Type of Shot
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FIGURE 3.1B-2. The second page of the shot list, including scenes four and five.  

 Shot that could be cut
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FIGURE 3.1B-3. The last page of the shot list, including scene six. The final scene.

 �This blank area respresents 

the end of the shot list and 

the end of the film.
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3.1c - Location diagrams. Talent and location 
photographs

Scouting for a location and building a set are art forms in themselves. They 
are the visual environment for the story. Production designers and their 
staffs try to build or find the perfect setting in which to envelop the viewer 
with the director’s story. The importance of the location photographs and 
diagrams should not be overlooked.

The two-day shoot for project Overtime took place in both an inside and an 
outside location. We scouted a few locations and selected Morin’s Diner. 
Photographs and quick sketches were made. The images helped the director 
plan the two-day shoot and the storyboard artist to accurately represent the 
location in the drawings. The location sketches were later developed into 
overhead diagrams (Figure 3.1c-1).

FIGURE 3.1C-1. This diagram is of the outside street area. In the final shoot, the movement of the car was changed 
to park on the left side of the road, for safety reasons
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Location diagrams

Overhead location diagrams are used to illustrate camera placement within 
a set or location for particular shots. They are a great tool used not only by 
the storyboard artist but also by directors, assistant directors, and directors 
of photography. Storyboard artists use the diagrams to supplement location 
photographs and to clarify exactly where a camera setup will be. By looking 
at the diagram, the artist can estimate what the camera will pick up behind 
the actor, making certain the shot is captured accurately in the drawings. 
Utilizing tools such as this helps professional storyboard artists execute their 
drawings with precision (Figure 3.1c-2).

FIGURE 3.1C-2. This diagram is of the inside bar area. It is an early draft for the camera placement. Even if the dia-
gram is a quick sketch on a scrap piece of paper, thinking about the camera positioning will help your production.
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BRIEF REVIEW OF TERMS: 

LOCATION / FILMING LOCATION The place where some or all of a proj-
ect is produced, in addition to or instead of using constructed sets.

SET The location where shooting is taking place, either indoors or outdoors.

SETUP Each new camera angle, especially when lighting must be moved.
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Talent photographs

Images of the cast are always used when made available to the storyboard 
artist. Actor headshots are often the reference of choice for drawing talent 
likenesses. For this book, we used stills from the short film Overtime as ex-
amples (Figure 3.1c-4).

Location photographs

Photographs of locations and sets play a number of different, valuable roles 
in preproduction, including that of being a reference for artists creating the 
diagrams and storyboards (Figure 3.1c-3).

FIGURE 3.1C-4. From the upper left Rachel - Ramona Taj; upper right Michele Estavanti - Leighsa Bur-
gin; lower left, Illidia Snow - Alisha Finneran; lower right, FBI Agent - Fiore Leo.

FIGURE 3.1C-3. Two location photographs from inside the bar.
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3.1d - Prop and wardrobe list for the project 
Overtime

Although it may not be as important for this short film as it might be in other 
films, it is always a good practice to check if any props or wardrobe pieces 
are unique. Images or descriptions of these items will help the storyboards to 
closely depict how the objects will look when filmed (Figure 3.1d).

■■ Phone repair equipment

■■ Overalls for phone worker

■■ Wig, sunglasses, gum

■■ Old car with one large front 
bench-style seat 

■■ Chicken wings

■■ Table food

■■ Beers (nonalcoholic)

■■ Scotch (apple juice)

■■ Two white-button dress shirts

■■ Squeeze bottle ketchup

■■ Powder and a bag for the 
powder

■■ Police light

■■ Undercover car

■■ Dress and high heels

■■ Beer and scotch glasses

■■ Compact mirror

FIGURE 3.1D. A sampling of props from Overtime. Left - Rachel’s dress; top right - phone equipment; 
lower right - compact mirror.

Original prop list
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3.1e - A director meeting with the storyboard 
artist during preproduction

The importance of meeting with the director during preproduction was dis-
cussed in Sections 2.2 and 2.3. In this chapter, we have created an outline 
example of a meeting for the project Overtime. To review, the number of 
members at the meeting will vary; usually only the storyboard artist and the 
director will meet, but occasionally the director of photography, production 
designer, or producer could be present as well.

The director provides the overall vision and storytelling style of the proj-
ect, while the director of photography, who will be executing the shots, will 
provide insight regarding camera techniques. The production designer will 
help execute the director’s vision through set design and art direction, and 
the producer will usually manage the ideas from a logistical and budgetary 
point of view. The storyboard artist will take notes based on the director’s vi-
sion and the shot list. Sometimes the artist quickly sketches the ideas so that 
everyone in the meeting can see them come to life. This also helps everyone 
to determine what will be effective and what will not (Figure 3.1e).

A preproduction meeting dialogue

The next few pages represent a fictional dialogue that could transpire during 
a preproduction meeting. The text is slightly different than the actual meet-
ing dialogue for Overtime. The dialogue changes were made to represent 
the points of view of the meeting attendants should they all be present dur-
ing the meeting at once. The speakers in the dialogue are indicated by their 
titles. 

Director: Thanks for coming everyone. I wanted to review 
the opening shot sequence of the film. I thought a lot about 
how the story should start and wanted to talk about how I’d 
like to execute it.

My visual strategy for the film is sort of “old Bond meets new 
Bourne” while, of course maintaining a comedic edge to it. I 
envision starting with smoother camera moves, then transi-
tioning to hand-held camera for the end. 
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Let’s take it from the top, scene 1, shot A on the shot list. We 
start with a MCU. I want to reveal character in the opening 
shot. I’d like to have Rachel wearing high heels with her un-
dercover telephone overalls. That will tell something of her 
and have some comedic value. For the camera reveal I want 
to move with her, using one long shot that starts low and close 
to the street, then tilts up to the heels and then Rachel’s over-
alls. The camera will then move around to the front of her.

Producer: I am sorry, but we do not have the budget for a 
steadicam. We have some for wardrobe and props, but not 
enough for extra camera equipment.

Director of Photography: I have a camera stabilizer that 
might work for the shot you are thinking of. It is a hand-held 
stabilizer that was built by hand, but it should work.

Director: It might. It would be better than the camera being 
just hand held and if we don’t have the budget to rent a stea-
dicam then we can test it out and see how it works.

Director of Photography: How long of a move were you 
looking for?

Director: We should carry Rachel all the way until the story 
introduces Michele for the first time. The shot will be long, 
but dynamic if we get the timing right. Do we have an over-
head diagram of our location?

Director of Photography: And any location photographs? I’d 
like to see how much space we have for the move.

Production Designer: Yes, here they are.

Director: Take a look, if we start on this side of the alley, have 
Rachel walk toward the street and park the car just to the left 
of the alley opening, it should be able to be shot all in one 
continuous shot.
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Storyboard Artist: Ok, I see now. We start low, tilt up as she’s 
walking, circle the camera around Rachel, then pan back 
toward the street as the car pulls up. Do you want to be in 
MCU the whole time?

Director: I do at first. In the opening I want the audience to 
see the high heels and maybe expect to see a dress when the 
camera tilts up to reveal the undercover overalls. But as she 
turns away from camera to go to the car, we’ll let the frame 
stay wide and drift toward the car.

Production Designer: Do you ever plan on looking back away 
from the building toward the other end of the street? If so, 
I’ll need to come up with a way to dress that area.

Director: No, don’t worry about over there. We’ll frame that 
out.

Storyboard Artist: I’ve got a question before I start to sketch. 
You said a moving shot starting from the heels then tilting up. 
Did you want to be directly behind the heels or from either 
three-quarters to the left or right?

Director: I want to be directly behind the heels as we tilt up.

Storyboard Artist: Can I see the location photographs? 
When the script calls for Rachel to look up at some windows, 
which one is she looking up at?

Director: This one here. See if you can draw focus to it in 
your board when you sketch it out.

Storyboard Artist: How did you want to handle the camera 
move around Rachel; up to the window, then down to the 
car? Did you want a 360 degree movement around Rachel?

Director: No, I want the camera to move up after Rachel is 
revealed and then stop momentarily over her right shoulder. 
That way, we’ll catch both the window and the car pulling 
up. Then, after Rachel sees the car, have her turn toward the 
camera to reveal her reaction before continuing the move.
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Storyboard Artist: So, Rachel reacts toward the camera after 
seeing Michele’s car pull up, then you want me to follow her 
until she reaches the car, and then pan to Michele sitting in 
the car?

Director: Yes, I was thinking of ending the shot with a me-
dium shot of Michele.

Production Designer: Here, I also have pictures of Rachel’s 
props and wardrobe for you to reference.

Producer: I have the actor’s headshot with me, too. Here you 
go.

Storyboard Artist: To recap, you want a long tracking shot to 
open the film starting in MCU looking at the pavement and 
then titling up to high heels. After that you want the shot to 
move the camera to the right of Rachel. Then stop in place 
momentarily and tilt up when Rachel looks up at the win-
dows. The camera then follows Rachel when she starts walk-
ing again and then drifts into Michele in the car for the final 
movement. Is that right?

Director: Yes, that sounds about right. Let’s draw up some 
thumbnail sketches to make sure!

FIGURE 3.1E. These images are frames taken from the opening storyboards, with the arrows showing the camera 
movements. During the meetings, storyboard artists can draw brainstorming concepts so that the director can see 
what ideas work and what needs to be reworked.
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3.2 - Refining the information

In the previous section, we explained that translating the script into shots be-
gins with the director’s first reading of the script and continues through the 
information-gathering phase. In this section, we will refine the breakdown 
into complete storyboards.

This script, shot list, and photographs are now marked and compared to 
the quick first drafts of the storyboards (Figure 3.2). With these drafts the 
director can begin to see what shot ideas and storytelling choices work as 
intended for principal photography. The storyboards enable the director to 
tweak shots before they are on set.

Once the storyboards are approved, the shift from sketching phase to com-
pletion phase will begin.

Storyboards are sometimes used in postproduction. Their main func-
tion is for the editor to discern how the director intended to cut a scene. 
Because changes often take place during shooting, however, editors 
generally focus on what was actually shot.

NOTE

FIGURE 3.2. This is a photograph of the quick first drafts of the storyboards, used to tweak shot ideas and the 
flow of the story.
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In Section 3.2e all the elements come together. Each page of the storyboards 
for the short film is shown with the corresponding text of the script. We 
begin at the top of the script and continue to the final sketching of the sto-
ryboards for the complete arc from the script, to preproduction, and then 
production.

3.2a - The Overtime script with director notation

The director’s interpretation of the script begins the project. The decisions 
the director makes dictate how materials, such as the shot list, are made. 

The following script of Overtime is marked with notes the director made 
when reading the script (Figures 3.2a-1 through 3.2a-6).  The marks indicate 
thoughts on style, beginning and ending of shots and scenes, and camera 
movements.

Commentary

The Director
Marking a script is simply the process of writing notes, or ideas that you 
intend to use for filming. The way a script is marked will depend on the 
preference of the director. This particular script has notes I made to my-
self regarding style choices, camera movements, shot numbers, and actors’ 
blocking. I also “lined” the script to indicate how long I intended to take a 
particular shot throughout a scene.

BRIEF REVIEW OF TERMS: 

POSTPRODUCTION The general term for all stages of production occur-
ring after the actual shooting and ending with the completed work.

PREPRODUCTION The process of preparing all the elements involved in a 
project before actual shooting.

PRINCIPAL PHOTOGRAPHY The primary phase of production in which 
the project is actually shot, as distinct from preproduction, postproduction, 
or reshoots.

PRODUCTION The process of actual shooting of all the elements for a film 
project.
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FIGURE 3.2A-1. The first page of the marked up script.

The number and letter 

represent the different 

scenes and shots.
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FIGURE 3.2A-2. The second page of the marked up script.

The lines represent 

the different shots 
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FIGURE 3.2A-3. The third page of the marked up script.

Notes for the end 

of the scene.
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FIGURE 3.2A-4. The fourth page of the marked up script.

Overlapping  

lines indicate 

overlapping 

shots
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FIGURE 3.2A-5. The fifth page of the marked up script.
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FIGURE 3.2A-6. The sixth page of the marked up script.
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3.2b - The script to rough storyboard comparison

In the next few pages, we are going to look at side-by-side comparisons of a 
script to the first storyboard sketches (Figures 3.2b-3 – 3.2b30). These draw-
ings were the first indications for the director to see if the story and the types 
of camera shots would work as intended.

As an artist, do not spend time on shading the detail on the quick 
sketches. Wait until the director is final with the storyboards before 
adding detail and shading. Chances are, there will be many rounds 
of changes and corrections to the sketches that need to be worked out 
before the director is satisfied.

For the artist, these boards are the culmination of all the acquired infor-
mation and the ideas discussed in the meetings with the director. Because 
storyboards are used as tools to communicate, the storyboard artist and the 
director have to make sure they understand each other.

Oftentimes, cast members study the storyboards to visualize their perfor-
mances before they go on set. The storyboards allow the actors to see where 

FIGURE 3.2B-1. On set, the director cannot be everywhere at once. The storyboards help communicate the direc-
tor’s vision to other members of the cast and crew, even when the director is busy with other tasks.

! 
TIP
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FIGURE 3.2B-2. Cast members between takes, looking at the storyboards during production. This is an example of 
the cascading effect storyboards have in the production stage of the project.

the camera will be in relation to their own positions, and they can track the 
camera movements. This allows them to understand what will be unfolding 
in the camera frame and can help them with their performances.

The storyboards might go through a number of revisions before the story-
board artist can truly depict on paper what the director is thinking. This is 
the last major step for the storyboards in preproduction. The clearer the 
storyboards are that are created in preproduction, the more clearly the infor-
mation is communicated to the cast and crew in production (Figures 3.2b-1 
and 3.2b-2).

Always try to have backup plans. Something will always change.  
The more planning you can do in preproduction phase, the smoother 
the production phase will be—even if complications develop.

In the following script-to-storyboard comparison, we will share both the di-
rector’s thoughts and the storyboard artist’s view, as well as comments by the 
producer, under the commentary headings.

! 
TIP
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FFADE IN:

EXT. QUIET CITY STREET – DAY

RACHEL (32) looks a bit out of place as a 
phone repair worker, with sunglasses and a 
wig, but she walks around with a sense of 
purpose.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-3.

Commentary

The Director
I wanted to open the film with energy and movement to establish the pace 
of the film, while using my shots to reveal character. So, I chose to start with 
a tracking shot that tilts up from the ground, revealing Rachel’s heels first 
so that the audience is drawn in by that detail—expecting perhaps to see a 
dress as we continue to tilt, but instead of seeing a dress, we reveal her util-
ity overalls. My hope is that the audience will begin to learn about Rachel’s 
character through that camera reveal.

The Producer
We scouted a few locations before picking Morin’s Diner. With this location 
we were able to set up for all our different types of shot sequences, includ-
ing our “Quiet City Street.” The storyboard artist received location photo-
graphs and started to sketch the opening shot. This script did not include 
details on how we would be introduced to Rachel or what the quiet street 
actually looked like, so the director’s storytelling and location photographs 
determined these details for the storyboard artist.

BRIEF REVIEW OF TERMS: 

TRACKING SHOT - A tracking shot is when the camera is being moved by 
means of wheels, like on a dolly.
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FIGURE 3.2B-3. Page one in the rough storyboard sketches for the film Overtime.   
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In Figure 3.2b-4 the storyboard continues the establishing shot and there 
are no corresponding lines of text in the script, but there is a description in 
the shot list.

As taken from the shot list:
A- MS- City Street, Camera GLIDES tilted toward the ground revealing 
high heels in full stride. We tilt up to reveal Rachel wearing overalls and car-
rying a utility bag. We swing OTS and continue to track with her, capturing 
her rhythmic step. She trips. (MASTER)–Rachel settles at the corner and 
ruffles through her utility bag. She looks up at the window, checks her watch, 
and then spots a familiar car pulling up. Rachel turns away and then walks to 
the car. She talks to Michele and jumps into the car as the Man exits build-
ing. The car follows the Man.

Commentary

The Storyboard Artist
For the opening shot, I chose to use a series of frames to illustrate the path 
and length of the camera move.

The Producer
The script did not go into some details, like whether Rachel was wearing 
high heels, whether the wall was on her left, or the camera angles tilting up 
and moving around Rachel. These details were all worked out by the direc-
tor and brought to the page by the storyboard artist.
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FIGURE 3.2B-4. Page two in the rough storyboard sketches for the film Overtime.
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She hesitates at the corner, looking up at 
some windows above her. When she looks back 
down, a FAMILIAR CAR parks itself across the 
street.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-5.

Commentary

The Director
The overall visual plan for the film was to subtly marry elements from older 
spy films with elements from new spy films; “Old Bond meets new Bourne.” 
I aimed to achieve this by using pans and wipes along with hand-held camera 
work and fast cutting.

The Storyboard Artist
As a storyboard artist, I try to capture as much of the director’s intention as 
possible. All of the camera movement the director wanted is indicated with 
successive frames and arrows to indicate the direction of the camera move-
ment. Most intentions can be captured but sometimes there are elements 
that will only really be evident in motion on screen. The goal is to get as close 
to the intention as possible



CHAPTER 3  n   PREPRODUCTION   n n n   125

FIGURE 3.2B-5. Page three in the rough storyboard sketches for the film Overtime.
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Rage passes over her face, and then she 
settles down and waltzes over.

Compare the line of text from the script to the storyboard sketch in Figure 
3.2b-6.

Commentary

The Director
I chose two camera strategies to help reveal the character traits of our two 
heroines:

1.	 I saw Rachel as being very high energy and slightly absurd. I thought 
of her as being bird-like, so, I used camera movement and dramatic 
angles on her.

2.	 With Michele, I wanted to be more reserved since she is the seri-
ous “straight-woman” of the film, so, in general, I tried to keep the 
camera more static on her, and boarded her a little more traditionally 
within the framework of a quickly paced and dynamic film. 

The Storyboard Artist
The boards reflect the shooting strategy. The camera angles and movement 
were tested in the boarding phase.
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FIGURE 3.2B-6. Page four in the rough storyboard sketches for the film Overtime.
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RACHEL

You’re blowing my cover.

MICHELE (28), a severe looking young woman, 
nearly jumps into the passenger’s seat. Then 
she recognizes Rachel and recovers.

MICHELE

The wind is blowing your 
cover!

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-7.

Commentary

The Producer
For this sequence, we originally planned on having Rachel stand on the 
street side, but safety reasons dictated that she needed to be on the sidewalk 
side instead. This changed the storyboard from the original sketch.
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FIGURE 3.2B-7. Page five in the rough storyboard sketches for the film Overtime.
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Rachel grabs her collar, nearly yanking her 
from the car.

RACHEL

I’m being nice. Scram, 
before I call the boss 
on you.

MICHELE

On ME? Seriously, is 
that the best you got!!!

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-8.

Commentary

The Director
The moment that Rachel and Michele see the agent demonstrates the shoot-
ing strategy for the characters. When Michele sees the agent, she dives down 
onto the seat. We boarded it so the camera does not move until Rachel jumps 
into the car. At that point, the camera pulls back.

The Storyboard Artist
Capturing motion in a single frame can sometimes be tricky. Aside from us-
ing arrows, one method often used is to draw the subject in motion several 
times along their line of travel. Usually the transitional positions are drawn 
lightly and the final position is drawn boldly. This helps to distinguish the 
movement from the final point of travel. I will most likely use this method to 
indicate Rachel jumping through the car window.
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FIGURE 3.2B-8. Page six in the rough storyboard sketches for the film Overtime.



132   n n n   STORYBOARDING: TURNING SCRIPT TO MOTION 2/E   n   PART 2

MICHELE ducks for cover. A MYSTERIOUS MAN 
(50) is locking the door to his apartment.

Rachel, already leaning into the car, sees 
the man and DIVES INTO THE CAR. Legs and 
boots get pulled in the window just as the 
Man turns around.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-9.

Commentary

The Storyboard Artist
You will notice throughout the boards that oftentimes I will draw outside the 
frame lines of the shot. In general I have found that it is good practice to do 
this to give a sense of what is just outside the frame. Sometimes directors will 
look at a board and change their mind on the sizing, based on what they see 
in the periphery of the frame. Sometimes it is necessary to draw outside the 
frame to clarify where the shot is in relation to the space, if the background 
is nebulous or narrow in field of view.
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FIGURE 3.2B-9. Page seven in the rough storyboard sketches for the film Overtime.
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INT. CAR – DAY

They’re in pain, but too scared to move.

MICHELE

Did he see us?

RACHEL

I don’t think so. Let me 
check.

She pulls out a compact and lifts the little 
mirror above the dash.

In the mirror, the Man gets into his car.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-10.

Commentary

The Director
Car scenes can be somewhat repetitive and boring to shoot since space is 
limited. In trying to come up with an interesting way to shoot Rachel and Mi-
chele in the car, I chose to use a high angle. This choice became accentuated 
by how the blocking worked out in rehearsal. The actors came up with the 
idea of Rachel rolling on top of Michele to scope out the agent on the street. 
This choice added to the humor of the scene while continuing to establish 
the relationship between Rachel and Michele.
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FIGURE 3.2B-10. Page eight in the rough storyboard sketches for the film Overtime.
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RACHEL

No. Thank god . . . Don’t 
just lie there, follow 
him!

They straighten themselves out, Michele 
fighting to keep the driver’s seat.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-11.

Commentary

The Storyboard Artist
Here, in the frame of Rachel and Michele sitting up in the car, I employ 
four methods of showing motion. The first is the use of successive frames 
for the single shot, second is the use of small arrows to indicate character 
movement, third is the use of a large arrow to indicate the car’s movement, 
and finally, I used lines to indicate speed. It is up to the artist to combine 
whatever methods they feel fit to illustrate what is intended.
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FIGURE 3.2B-11. Page nine in the rough storyboard sketches for the film Overtime.

This blank frame indicates 

the end of  the scene.
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EXT. DIVE BAR – DAY

The Man pulls up in front of the old bar 
across the street. Michele and Rachel watch 
him go in.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-12.

Commentary

The Director
The location we secured doubled for the street location at the beginning of 
the film and the exterior of the bar. I chose to set this scene in the parking 
lot of the bar to avoid seeing too much of the surrounding area. This allowed 
us to make the most of our time and resources.

From a story perspective, I thought that having Rachel and Michele follow 
the agent at close proximity added to their character. It showed how inexpe-
rienced they are.

The Storyboard Artist
From a storytelling perspective, I exaggerated Rachel’s crouched position 
so that just the top of her head and fingers are visible, to convey a comedic 
feel to the final frame on this page. Knowing that this is a comedy, and that 
the director will be drawing upon the humor of the actors, this frame subtly 
conveys the tone of the film.
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FIGURE 3.2B-12. Page ten in the rough storyboard sketches for the film Overtime.
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RACHEL

Stay here. He’ll notice 
you.

MICHELE

Yeah, and you’re going 
to blend into the 
woodwork in that getup 
-- or you have a spare 
dress stuffed in that 
belt?

Smiling sweetly, Rachel reaches into a pocket 
– DRAGGING OUT A DRESS.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-13.

Commentary

The Storyboard Artist
Rather than draw two separate frames to indicate the snap zoom at the bot-
tom of the page, I chose to use arrows leading to a smaller frame. This saved 
time and conveyed the intention with greater clarity.
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FIGURE 3.2B-13. Page 11 in the rough storyboard sketches for the film Overtime.
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EXT. DIVE BAR -- MICHELE’S CAR – SAME DAY

An ODDLY DRESSED WOMAN with short hair gets 
out of Michele’s car.

RACHEL

You keep watch, Michele.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-14.

Commentary

The Director
During rehearsals, Ramona Taj, who plays Rachel, came up with the idea 
of wearing a sari, a traditional Indian dress, as the second disguise Rachel 
would wear in the film when she is undercover.

In the script Rachel reveals the dress to Michele as proof that she is always 
prepared. I wanted to show off Rachel’s pride in her disguise by shooting her 
heroically. I chose to shoot her in slow motion and with a low angle to make 
her seem like a comic book character. The camera movement adds to the 
drama of the moment while adhering to the shooting strategy for Rachel’s 
character.
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FIGURE 3.2B-14. Page 12 in the rough storyboard sketches for the film Overtime.
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Rachel leaves, and Michele grabs the wig and 
sunglasses Rachel left on the car seat.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-15.

Commentary

The Storyboard Artist
Storytelling with images is done by utilizing many methods; juxtaposing 
frames, arrows, and also body language. If I draw a frame of a child looking 
innocent with their head cocked and juxtapose it with a frame of an adult 
looking cross while holding a broken lamp, it tells you that the adult is upset 
with the child, who is being coy about breaking the lamp. The artist should 
try to put as much body language and facial emotion into the frame as is 
called for to convey what is happening in the scene.
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FIGURE 3.2B-15. Page 13 in the rough storyboard sketches for the film Overtime.

This blank frames indicate 

the end of  the scene.
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INT. DIVE BAR – SAME DAY

It’s not too crowded. There are tables for 
lunch, but nobody eating.

The Man is ordering some beers, so Rachel 
leans against the end of the bar.

MICHELE walks in wearing Rachel’s wig and 
sunglasses! But she is acting tough enough to 
frighten the men off.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-16.

Commentary

The Director
For Michele’s entrance into the bar I chose to contrast what I did with Rachel 
in the previous scene. When I revealed Rachel in her disguise, we sketched 
her like a comic book character. With the reveal of Michele’s disguise I want-
ed to show her as a tough gal, a rebel, since she defied Rachel’s order to stay 
put in the car. We  sketched Michele in a static frame walking toward the 
camera. I wanted this shot to be in slow motion as well to heighten Michele’s 
attitude as she entered in defiance.

Directors sometimes draw quick thumbnail sketches and give these 
sketches to the storyboard artist in addition to meeting with the artist 
to create the storyboard.

NOTE
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FIGURE 3.2B-16. Page 14 in the rough storyboard sketches for the film Overtime.
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Michele strides to the bar, standing next to 
the Man -- without being recognized.

Rachel moves up from the end of the bar; 
getting so close that the Man bumps her.

MAN

Excuse me.

No hint of him recognizing Rachel. Rachel 
thinks she is winning their game.

Then the Man spots Michele – instant 
interest. Michele beams. Oh yeah, now Michele 
is winning the game!

Door chimes ring. A MYSTERIOUS WOMAN (?) 
enters the bar. She’s sexy, tough -- and both 
women hate her.

The Man grabs his beers and runs toward the 
mysterious woman, leading her to a table.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-17.

Commentary

The Storyboard Artist
Always try to capture the essence of the action of each shot in a dramatic 
way, even if the shot and action happening within it are simple. For example, 
I tried to give Illidia a devious look as she enters the second frame.
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FIGURE 3.2B-17. Page 15 in the rough storyboard sketches for the film Overtime.
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Rachel moves first, getting the closer table. 
Michele settles for a table COVERED WITH 
PLATES FROM THE PREVIOUS DINER.

As they watch, the Man and the Woman lean 
close. She pushes her beer aside, whispers 
something. The Man turns aside to grab the 
beer back.

MAN

Scotch, please, make it 
a double.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-18.

Commentary

The Storyboard Artist
As stated earlier in the book, boards often are not ornately drawn. I kept the 
boards for this film rather simple. You’ll notice the backgrounds are mostly 
implied with loose lines. This reflects the needs and capabilities of the pro-
duction. The boards needed to be turned around quickly, and since there 
weren’t many specific sets, props, or wardrobe that needed elaboration, the 
simplicity of the boards works for this film. Some productions with specific 
or elaborate details like period, sci-fi, or fantasy films may require more de-
tail to depict the world being portrayed. In cases like this, more time has to 
be allotted to the storyboard artist so they can properly render the world.



CHAPTER 3  n   PREPRODUCTION   n n n   151

FIGURE 3.2B-18. Page 16 in the rough storyboard sketches for the film Overtime.
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While the man is distracted, the Woman 
sprinkles powder into his beer.

Both Michele and Rachel sit up, alert – but 
are afraid of blowing their cover!

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-19.

Commentary

The Director
For the poisoning scene I knew that I wanted lots of tension while still car-
rying over the comedic tone of the film. The comedy would come from the 
scenario and the acting, but the tension must come from the editing. In 
thumbnail sketches I drew most of the scene with close ups that I could 
intercut to build the tension through the edit. The intimacy of the close-up 
forces the audience to be further immersed in the action of the scene and 
the drama of each character.

The Storyboard Artist
I try to talk to the director about how they intend to cut a scene. Usually gen-
eral notes are given regarding how the shots should be arranged or repeated. 
Once complete, the director will look at the arrangement to make sure it is 
telling the story as they intended. If it is not, revisions will be made. This 
scene is a good example of how storyboarding can help a director figure out 
how they want to edit the footage.
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FIGURE 3.2B-19. Page 17 in the rough storyboard sketches for the film Overtime.
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Panicked, Michele forks a bit of food and 
FLINGS IT at the man. It lands in his beer!

The man looks over, and Michele acts 
innocent.

They go back to talking until the chicken 
wings arrive.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-20.

Commentary

The Storyboard Artist
Screen direction is another subject that can get tricky. You always want to 
make sure that the frames you are drawing have proper screen direction. 
For example, when you have two people talking and you are covering each 
person in separate shots, you want to make sure that the people are facing 
each other when the shots are intercut in editing.

The 180 degree rule is used to make sure that proper screen direction is em-
ployed. Draw a line between the positions of the two characters, then keep 
your camera angles on one side of the line. Generally this is easily achieved 
with only two characters present in the scene. But when you start to get into 
multiple characters and then add character movement to the equation, like 
in this bar scene, it can get complicated. In situations like this, it is good to 
rely on the overhead diagram to plot out the character movements. This is 
especially true if you are feeling unsure about the screen direction. Once the 
characters’ movements are plotted, establish 180 degree lines between the 
characters or subjects who are interacting with each other. Then, keep all 
your camera angles on one side of the line when drawing your coverage. This 
way you can make sure that your screen direction is correct for your frames.
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FIGURE 3.2B-20. Page 18 in the rough storyboard sketches for the film Overtime.
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AT THE TABLE the Woman talks in the Man’s 
ear, trying to hold his gaze while her hand 
SPRINKLES more powder onto the chicken wings.

Then she gives Michele a cold stare while the 
Man picks up a chicken wing.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-21.

Commentary

The Storyboard Artist
The storyboard artist needs to be able to understand filmmaking. While this 
project was broken down into shots before the boards were made, that’s 
not always the case. Sometimes the director is still trying to work out how 
they want to tell the story and in some cases the director may be at a loss on 
exactly how they want to convey a scene. In instances like this it may fall on 
the artist to come up with suggestions on how a scene can be translated into 
visuals. The artist needs to be prepared to create visuals that match the style 
and tone of the script. When boarding for other directors I always prefer 
them to be as prepared as possible with clear intentions and a detailed shot 
list. This allows for the boarding process to be quick and usually requires few 
revisions.
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FIGURE 3.2B-21. Page 19 in the rough storyboard sketches for the film Overtime.
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They’re both panicked, but what to do?

Rachel grabs a bottle of ketchup.

He raises the chicken wing toward his 
mouth to take a bite.

Rachel squirts ketchup all over the Man’s 
face!

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-22.

Commentary

The Director
Once Rachel decides to squirt the agent, the danger of the poisoning and the 
resulting tension is broken.

I chose to have the storyboard artist board the end of the scene with wider 
shots to help relieve the tension visually.
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FIGURE 3.2B-22. Page 20 in the rough storyboard sketches for the film Overtime.
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Compare the lines of text from the script to the storyboard sketch in Figure 3.2b-23.

 
Spitting, the Man wipes it off and leaps 
to his feet.

MAN

You want a piece of 
me?

RACHEL

Yeah! Yeah, I – sorta 
do.

MAN

Do I know you?

WOMAN

Honey, let’s just get 
out of here.

Michele leaps to her feet – knocking over 
the small table where she was sitting.

MICHELE

Illidia? Illidia 
Snow!

The Woman pauses nonchalantly then knocks 
Michele into her seat and heads for the 
back. The Man is torn between fighting 
Rachel and following his sweetheart - 
which allows Michele to chase after her.
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FIGURE 3.2B-23. Page 21 in the rough storyboard sketches for the film Overtime.

End of the scene
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EXT. DIVE BAR – SAME DAY

Michele bursts out of the door – there’s 
nobody there. The woman has vanished.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-24.

Commentary

The Director
For the opening of the fight scene, I chose to break the camera strategy of 
static frames that I employed with Michele throughout the film. I decided to 
go with a sweeping camera move to show Michele’s shift into “action mode” 
and to signify the beginning of the impending fight.
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FIGURE 3.2B-24. Page 22 in the rough storyboard sketches for the film Overtime.
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The back door opens. Michele spins around and 
Illidia catches her, and throws Michele to 
the ground.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-25.

Commentary

The Director
For the fight sequence I knew that I wanted to shoot it handheld, with the 
feel of the action sequences of the Bourne films. I wanted the action to feel 
raw and chaotic, peppered with reaction shots for comedy and close-ups 
for dialogue. So, I elected to thumbnail sketch the fight sequence sparsely 
to show general camera angles that would cover the action of the fight, and 
frames that would show coverage for reaction shots and dialogue. I did this 
because I knew that the best way to get footage that looked real and chaotic 
was to have a general plan of attack, but then to simply react to what we see 
in the fight as if we were bystanders trying to watch.
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FIGURE 3.2B-25. Page 23 in the rough storyboard sketches for the film Overtime.
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ILLIDIA

Michele Estavanti, you 
stole my boyfriend. 
Prepare to die!

Illidia lifts her hand to strike. From 
behind, Rachel grabs it!

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-26.

Commentary

The Storyboard Artist
Since I knew that most of the fight scene was going to be captured live on 
the set, aside from certain beats that wanted to be boarded, I did not have to 
go too far into boarding many of the details of the fight. I had choreography 
video of the fight as a reference for the boards. However, had the shooting 
strategy for the fight been different, and were I required to draw the scene, 
it could have taken many pages of frames to convey. On large movies espe-
cially, when the script calls for lots of action, multiple storyboard artists are 
hired to complete the work.
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FIGURE 3.2B-26. Page 24 in the rough storyboard sketches for the film Overtime.
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Two against one – it is unfair odds. Illidia 
counters Rachel’s every move while knocking 
Michele down every time she attempts to get 
up. Illidia is having fun.

Police lights dance across the wall. They all 
turn, look into the light, and find the Man 
standing there.

MAN

Illidia Snow, you’re 
under arrest.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-27.

Commentary

The Director
The close-ups here illustrate my intentions for finding moments that may 
be humorous within the fight sequence. I hope to find moments that are 
humorous in different ways. The goal is to have Rachel’s close-ups reveal 
her utter surprise and worry over how badly Illidia is beating her. Michele’s 
close-ups will contrast Rachel’s by showing her sheer frustration that she’s 
powerless to do anything to Illidia.
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FIGURE 3.2B-27. Page 25 in the rough storyboard sketches for the film Overtime.
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ILLIDIA

Honey . . . lose my 
number!

She throws both Rachel and Michele toward 
the Man and is gone before anybody can get to 
their feet. A plain clothes agent chases after 
Illidia.

MAN

What are you two doing 
here?

MICHELE

Rachel dared me to come 
here dressed like this.

MAN

But – how did you know 
that was Illidia?

MICHELE

She made high school 
living hell.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-28.

Commentary

The Storyboard Artist
Trying to capture the peak moments of movement is generally important 
when drawing action. The point just after an impact is a good place to start. 
The frame of Illidia throwing Rachel depicts the moment just after she is 
released, freezing the action in time, and setting up the next impact.
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FIGURE 3.2B-28. Page 26 in the rough storyboard sketches for the film Overtime.
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MAN

Go home and stay out 
of trouble. Let the 
professionals handle 
this – Oh, and thank 
you. Good to know you 
have my back.

The Man runs off. Michele and Rachel finally 
relax – or just plain collapse.

RACHEL

We have GOT to stop 
stalking him! It isn’t 
healthy.

MICHELE

Are you kidding? Our 
stalking saved his life!

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-29.

Commentary

The Director
For the final portion of the film I wanted to slow things down to allow the 
audience to take in the twist of the story; the reveal that Rachel and Michele 
are really just office assistants. I chose to go with static coverage to allow the 
dialogue and the acting to carry the film to a close.
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FIGURE 3.2B-29. Page 27 in the rough storyboard sketches for the film Overtime.
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RACHEL

HE’S the FBI agent. 
We’re just office 
assistants.

MICHELE

We’re more than that. 
We’re better than that!

But they aren’t, and they know it.

Compare the lines of text from the script to the storyboard sketch in Figure 
3.2b-30.

Commentary

The Storyboard Artist
The final shots between Rachel and Michele were drawn in a simple fashion 
to convey the slower pace intended in the direction for the final interchange 
between Rachel Michele. It is good to always try to find ways to communi-
cate the director’s vision in whatever way you can, even if it is small. I chose 
to draw their messy hair and weary smiles to convey what they went through 
in the film and the seeming bond that they now share.
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FIGURE 3.2B-30. Page 28 in the rough storyboard sketches for the film Overtime.

End of shooting
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3.2c - The shot list to storyboard comparison

FIGURE 3.2C-1. The first page of the shot list including scenes one through three.
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FIGURE 3.2C-4. Shot SC#1 - B.

FIGURE 3.2C-7. Shot SC#2 - A.

FIGURE 3.2C-10. Shot SC#3 - A.

FIGURE 3.2C-2. Shot SC#1 - A.

FIGURE 3.2C-3. Shot SC#1 - A1.

FIGURE 3.2C-6. Shot SC#1 - D.

FIGURE 3.2C-9. Shot SC#2 - C.

FIGURE 3.2C-12. Shot SC#3 - B.

FIGURE 3.2C-5. Shot SC#1 - C.

FIGURE 3.2C-8. Shot SC#2 - B.

FIGURE 3.2C-11. Shot SC#3 - A1.

FIGURE 3.2C-13. Shot SC#3 - C. FIGURE 3.2C-14. Shot SC#3 - D.

For this section we compare the shot list to the individual storyboard frames. 
In the second scene we start to see why storyboards could sometimes be 
used as shot lists, and why it is helpful to have storyboards in addition to your 
shot list. For example, the positioning of the actors and the camera in shot 
SC#2 - A - 2SHOT (dutch) - Rachel and Michele scrunched in car is unclear 
when reading the shot list description. Now look at Figure 3.2c-7. In an in-
stant, the storyboard frame was able to capture the type of shot as well as the 
actors’ and camera’s positioning in the style the director imagined.
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FIGURE 3.2C-31. The second page of the shot list, including scenes four and five.
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FIGURE 3.2C-16. Shot SC#4 - B.

FIGURE 3.2C-19. Shot SC#5 - B.

FIGURE 3.2C-22. Shot SC#5 - E.

FIGURE 3.2C-25. Shot SC#5 - H - With reveal.

FIGURE 3.2C-27. Shot SC#5 - J.

FIGURE 3.2C-15. Shot SC#4 - A.

FIGURE 3.2C-18. Shot SC#5 - A.

FIGURE 3.2C-21. Shot SC#5 - D.

FIGURE 3.2C-24. Shot SC#5 - G.

FIGURE 3.2C-26. Shot SC#5 - I.

FIGURE 3.2C-17. Shot SC#4 - C.

FIGURE 3.2C-20. Shot SC#5 - C.

FIGURE 3.2C-23. Shot SC#5 - F.

FIGURE 3.2C-28. Shot SC#5 - K.

FIGURE 3.2C-30. Shot SC#5 - M.FIGURE 3.2C-29. Shot SC#5 - L.
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FIGURE 3.2C-37. Shot SC#6 - E.

FIGURE 3.2C-39. Shot SC#6 - G.

FIGURE 3.2C-33. Shot SC#6 - A.

FIGURE 3.2C-34. Shot SC#6 - B.

FIGURE 3.2C-36. Shot SC#6 - D.

FIGURE 3.2C-38. Shot SC#6 - F.

FIGURE 3.2C-41. Shot SC#6 - I.

FIGURE 3.2C-35. Shot SC#6 - C.

FIGURE 3.2C-40. Shot SC#6 - H.

Storyboards translate the script into visual elements by using drawn pictures, 
while the shot list does so using text. Positioning of the cast in relation to 
the camera and the surroundings are communicated in the shot list, but are 
shown visually and with greater clarity in the storyboard. Where the story-
board surpasses the shot list is in it’s ability show where the characters are 
in space, how the shots relate to each other, what the characters’ emotions 
are—in other words, storytelling.
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Commentary

The Storyboard Artist
When translating storyboards from a shot list, it is always important to re-
view each shot with the director to clarify what is intended. Shot lists are 
often written in the director’s shorthand, and elements of the shot can be 
missed or misunderstood if the list is not clarified. When you meet with a 
director, be sure to ask questions about anything that is unclear, and always 
summarize your understanding of the shot so that you are certain both of you 
are on the same page. If you are boarding your own work, try to make sure 
that the corresponding shot list is clear and concise for all involved.

FIGURE 3.2C-32. The last page of the shot list including scene six. The final scene.
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3.2d - Location and talent photographs to 
storyboard comparison

The following figures are a comparison between location photographs or 
screen shots of the cast to the final storyboard. There is a close resemblance 
between the photographs and the boards. This enables the director and crew 
to accurately see what the camera will film.

In Figures 3.2d-1 and 3.2d-11 the location photographs show a bar with 
rounded edges on one side and rounded smaller tables on the other side. 
The storyboard artist was able to capture this look effectively in Figures 
3.2d-2 and 3.2d-12, allowing the director to clearly see the shot in the loca-
tion where filming will take place.

Consider Figures 3.2d-10, for example. This sketch includes three cast mem-
bers standing at the bar. In one glance, because of the detail in the drawing, 
it is clear what the positioning is for each actor, who they are, the props they 
are using, and their wardrobes.

Commentary

The Storyboard Artist
In keeping with the idea that storyboards should be as close to the filmed 
image as possible, it is important to capture the likeness of the actors and 
locations while drawing. Although boards with less detail will work for a pro-
duction, the closer you can draw the image to the actual intent of the film, 
the easier it will be for the person looking at the boards to visualize the story.

Boards are usually done in great volume. In the interest of time, the frames 
drawn should capture a likeness while being simple enough to allow the art-
ist the ability to keep up with the work load.

FIGURE 3.2D-2. Inside bar sketchedFIGURE 3.2D-1. Inside bar.
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FIGURE 3.2D-4. Ramona Taj sketched.

FIGURE 3.2D-6. Leighsa Burgin sketched.

FIGURE 3.2D-8. Alisha Finneran sketched.

FIGURE 3.2D-10. Fiore Leo sketched.

FIGURE 3.2D-12. Inside bar sketched

FIGURE 3.2D-3. Ramona Taj.

FIGURE 3.2D-5. Leighsa Burgin.

FIGURE 3.2D-7. Alisha Finneran.

FIGURE 3.2D-9. Fiore Leo.

FIGURE 3.2D-11. Inside bar.
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3.2e - Prop and wardrobe photographs to 
storyboard comparison

For this project, the props were predominantly everyday items. There were, 
however, a few props that were unusual. Photographs of these props are 
helpful for the storyboard artist for the creation of the storyboards. The 
more imagery available to the artist, the closer the storyboards will resemble 
how the story will unfold through the eyes of the camera.

The ornate Indian-style dress in Figure 3.2e-9 is clearly represented in the 
sketch in Figure 3.2e-10. It helps to define a prop and get a feel for the char-
acter. In Figure 3.2e-8 the car matching the photograph of the car in Figure 
3.2e-7 gives the feel of the scene.

Commentary

The Storyboard Artist
In addition to photographs, sometimes the artist will go to the location to see 
it and get a feel for it in person. Models can also be used by the storyboard 
artist for locations or for characters that may be created by effects teams. All 
of these tools can help the artist in creating the likeness of the world that will 
be filmed.

FIGURE 3.2E-.2. Drawing of the high heels.FIGURE 3.2E-1. Photograph of the high heels.
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FIGURE 3.2E-4. Drawing of the hard hat.

FIGURE 3.2E-6. Drawing of sunglasses and wig.

FIGURE 3.2E-8. Drawing of the front of the car.

FIGURE 3.2E-3. Photograph of the hard hat.

FIGURE 3.2E-5. The sunglasses and wig props.

FIGURE 3.2E-7. Photograph of the car.

FIGURE 3.2E-10. Drawing of the dress.FIGURE 3.2E-9. Photograph of the dress.
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The storyboard is the film in illustration form. Overtime is used as an example 
of the process of making storyboards on an actual project. The focus is on how 
storyboards affect a film from preproduction to its final cut. The chapter also 
includes information concerning all the elements gathered by the storyboard 
artist in preproduction. The use of side-by-side storyboard comparisons, 
together with accompanying point-of-view commentaries, shows the initial 
steps of translating the script into images and demonstrates the importance 
of storyboards. Scouting for a location or building a set creates the visual en-
vironment for the storytelling. Props or wardrobe images or descriptions will 
help the storyboards to closely depict how the objects will look when filmed. 
The director provides the overall vision and storytelling style of the project.

SUMMARY

1.	 Who gathers information and how is it gathered for the storyboard?

2.	 What does the director do when he first gets a script? Explain the 
process in detail.

3.	 Why are location diagrams and photographs important?

4.	 Why is it important to map as much of the film in storyboards as 
possible?

5.	 Why is it important to have both a storyboard and a shot list?

REVIEW QUESTIONS: CHAPTER 3
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1.	 Keep a journal recalling important information from the text and ideas 
of how to use the information when making your own storyboard.

2.	 Summarize each section of the book and discuss the parts that would 
be most helpful.

3.	 Discuss or write about any personal experience you have had, or 
movie you have watched, using what you have learned from the book.

4.	 After a short story or script is read, develop storyboards to go with it.

5.	 After reading the unmarked script, discuss how you would have bro-
ken down the story into scenes.

DISCUSSION / ESSAY QUESTIONS

1.	 Make a common preproduction storyboard time-line sample.

2.	 Develop a short story and draw a storyboard for the story.

3.	 Create a shot list for the story.

4.	 Film a scene based on one of your storyboards.

5.	 Watch a movie. Pick a short segment of the movie and write a shot list 
for that segment.

6.	 Watch a movie. Pick a short segment of the movie and draw a story-
board of that segment.

APPLYING WHAT YOU HAVE LEARNED





Production

CHAPTER  4

OVERVIEW AND LEARNING OBJECTIVES

In this chapter:

●● 4.1 - Day of the shoot of the short film, Overtime
●● 4.2 - Storyboard-to-actual shot comparison
●● 4.3 - Updated boards because of on-set changes
●● 4.4 - The shot list-to-film comparison
●● 4.5 - Cast and crew credits for Overtime
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4.1 - Day of the shoot of the short film, Overtime

In this chapter we will cover the events that occurred during the two-day 
shoot for the film, Overtime. This short film is shown in its entirety on the 
DVD. We will compare the storyboards to screen shots from the short film, 
cover on-set changes, and compare the shot list to the actual shots. We pro-
vide animated, side-by-side comparisons on the accompanying DVD.

The goal of this chapter is for you to see through the eyes of the people 
working on the project (Figure 4.1). The sections that compare storyboards 
with the corresponding film stills will include commentaries from the vari-
ous cast and crew members. We included these different viewpoints in order 
to illustrate how different departments will use the storyboards for different 
reasons.

For example, while the director of photography will use the storyboards to 
help set up the proper shot, the sound recordist might use them to plan what 
mikes should be used and where they should be placed so that the mikes are 
not seen in the frame. One of the most important people to use the story-
boards will be the script supervisor. The script supervisor uses the boards to 

FIGURE 4.1. This photograph is part of the opening shot sequence. The camera movement for the shot is shown in 
the overhead location diagram in Section 3.1c.

ON DVD
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ON DVD

help keep track of what shots have been completed in order to be sure that a 
scene is covered properly. Actors might use the boards to find out where the 
cameras will be so they can mentally rehearse before shooting starts.

4.2 - Storyboard-to-actual shot comparison

The following section compares the final storyboards to the final cut of the 
film. These comparisons are a bridge between what was conceived in pre-
production, opposed to what actually was shot on set. You will find the sto-
ryboard comparisons to the completed short film, Overtime, on the accom-
panying DVD.

You will see that the following storyboards are different than the quick 
sketches depicted in the previous chapter. In Chapter 3 we learned that, in 
the early phases of preproduction, the boards are used to test shot ideas for 
scenes from the script. At that point, it is not necessary to spend time final-
izing the artwork when there is such a high probability that changes might 
be made. Once the director is satisfied with the sketches, the artist can fully 
complete the boards (Figure 4.2-1).

FIGURE 4.2-1. In this photograph, the director is sitting in the prop car overseeing the shot where Rachel and Mi-
chele are confronting each other in the front seat. The storyboards are being used as a reference.
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FIGURE 4.2-2. This is the opening storyboard for the short film. 
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FIGURE 4.2-2C. The camera is now moving in front of Rachel in order to show 
a hard hat as well as the heels.

Compare the storyboard 
page (Figure 4.2-2) to fames 
from the short film (Figures 
4.2-2a – 4.2-2c).

Commentary

The Director
While filming, this shot did 
not work out the way it was 
boarded. When I originally 
conceived it I wanted it to 
be one long camera move 
that would introduce us to 
Rachel and lead us all the 
way up to the point where 
she confronts Michele in 
the car. My idea was for the 
camera to reveal Rachel, 
starting from her heels and 
continuing to move with 
her as she made her way 
through the scene. I wanted 
the opening to be dynamic 
so that the energy would 
come from the interplay be-
tween Rachel and the cam-
era. On shoot day, it ended 
up having to be broken into 
different shots.

FIGURE 4.2-2B. The camera is tilting up to reveal more of Rachel as she walks.

FIGURE 4.2-2A.The opening scene for the short film and our first look at 
Rachel’s high heels.



194   n n n   STORYBOARDING: TURNING SCRIPT TO MOTION 2/E   n   PART 2

FIGURE 4.2-3. The arrows bring to life the camera movements and are represented in the final cut of the film.
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Compare the storyboard 
page (Figure 4.2-3) to 
frames from the short film 
(Figures 4.2-3a – 4.2-3c).

Commentary

The Director
This type of shot would best 
be done with a steadicam. It 
being a low-budget produc-
tion, we were not able to rent 
the equipment necessary, so 
we built a camera stabilizer 
or ‘poor man’s steadicam.’ 
Unfortunately, the restric-
tion of the stabilizer and 
our lack of time prevented 
us from truly capturing the 
shot as precisely as I wanted 
it. I decided to cover the 
scene with other angles to 
assure we maintained the 
highest quality and produc-
tion value. As a result, you 
will notice multiple shots 
in the film that are differ-
ent from the boards. This 
is fairly common. Things do 
not always work out on set 
the way you intend them to, 
so having a backup plan and 
the ability to improvise are 
important.

FIGURE 4.2-3C. This shot varied slightly from the storyboard in order to show 
the phone repair equipment. The camera movement is the same, however.

FIGURE 4.2-3B. The shot was deleted from the final cut.

FIGURE 4.2-3A. In this scene, the camera is more stationary rather than mov-
ing around Rachel. This is an example of the final shot being close to, but not 
an exact duplication of, the storyboards because of on-location adjustments.

	� This storyboard frame was 

filmed, but the scene was  

deleted from the final cut  

of the short film.
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FIGURE 4.2-4. This storyboard was changed just a little, with the car pulling up on the other side of the road to reflect 
the updated shot. 
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Compare the storyboard 
page (Figure 4.2-4) to 
frames from the short film 
(Figures 4.2-4a – 4.2-4c).

Commentary

The Director
Even though we did not get 
this shot the way we want-
ed to, our coverage did al-
low for some good cutting 
points that actually added 
to the humor of the scene. 
Sometimes things work in 
your favor and in this in-
stance they did.

The Producer
The street we originally 
scouted was a main street, 
which we decided to be too 
busy, and we needed to find 
an alternate location for 
the opening sequence. The 
location we chose has mul-
tiple alleys and side streets, 
which made it ideal. For 
safety reasons while on set, 
we also decided to change 
the position of the car in 
the shot. On a larger pro-
duction, a change like this 
could have been re-boarded 
for cohesiveness. 

FIGURE 4.2-4C. Rachel sees a car that she knows, parking in front of the 
building.

FIGURE 4.2-4B. An over-the-shoulder (OTS) shot of Michele’s car.

FIGURE 4.2-4A. This shot was inserted in editing.
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FIGURE 4.2-5. Storyboard number four in the film sequence and our first look at Michele. 



CHAPTER 4   n   PRODUCTION   n n n   199

Compare the storyboard 
page (Figure 4.2-5) to 
frames from the short film 
(Figures 4.2-5a – 4.2-5c).

Commentary

The Sound Recordist
Storyboards make it much 
easier for me to be the “in-
visible person” on set. I can 
anticipate what the shot will 
need, sound-wise, and have 
the gear ready to move in 
when I have the OK, plus 
I will already have a good 
idea how to keep out of 
frame once the camera is in 
place.

FIGURE 4.2-5C. Michele parking and trying to look inconspicuous.

FIGURE 4.2-5B. Rachel crossing the street and walking around Michele’s car 
from behind.

FIGURE 4.2-5A. Rachel trying to hide from Michele.
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FIGURE 4.2-6. Storyboard number five. The B in the upper-left side of the page indicates that this is the start of shot B. 
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Compare the storyboard 
page (Figure 4.2-6) to 
frames from the short film 
(Figures 4.2-6a – 4.2-6c).

Commentary

Cast Member
When I am handed story-
boards on set, it helps me 
put everything together. 
The problem when I am just 
looking at a script is that it is 
a very flat way of looking at 
my part and the scene. The 
boards bring that other di-
mension. I get to see where 
everything is in relationship 
with each other and in rela-
tion with the camera. I get 
to see through the eyes of 
the director just a little bit 
more, and that helps me 
with my performance.

FIGURE 4.2-6C. Michele not impressed with Rachel’s story.

FIGURE 4.2-6B. A close-up (CU) of Rachel.

FIGURE 4.2-6A. A close-up (CU) of Michele.
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FIGURE 4.2-7. Storyboard number six. This first stunt of the film takes place when Rachel dives into the car.
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Compare the storyboard 
page (Figure 4.2-7) to 
frames from the short film 
(Figures 4.2-7a – 4.2-7c).

Commentary

The Director
For the shot where Rachel 
dives into the car, I origi-
nally wanted the camera 
inside the car and to pull 
back as she leapt toward it. 
After trying out the move 
in rehearsal, our director of 
photography and I decided 
the gag would work best if 
we did it on a cut, so we left 
the camera static and al-
lowed the energy to come 
from Rachel’s movement. 
This allowed the motion to 
be quickened in editing and 
made for funnier action in 
the film.

FIGURE 4.2-7C. This shot was filmed in the way it is shown on the storyboard, 
but was edited out in postproduction.

FIGURE 4.2-7B. A close-up (CU) of Michele.

FIGURE 4.2-7A. A close-up (CU) of Rachel.
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FIGURE 4.2-8. Storyboard number seven in the production. 
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Compare the storyboard 
page (Figure 4.2-8) to 
frames from the short film 
(Figures 4.2-8a – 4.2-8c).

Commentary

The Director
After watching the rehears-
al, we also chose to add a 
couple of different angles 
on Rachel’s legs diving into 
the car that might work bet-
ter for the cut. This straight-
on close-up worked the best 
in editing. 

FIGURE 4.2-8C. The Man is unaware that he is being watched.

FIGURE 4.2-8B. Our first glimpse of The Man.

FIGURE 4.2-8A. Rachel’s feet, after the dive.



206   n n n   STORYBOARDING: TURNING SCRIPT TO MOTION 2/E   n   PART 2

FIGURE 4.2-9. Storyboard number eight in the production and the start of scene two.  
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Compare the storyboard 
page (Figure 4.2-9) to 
frames from the short film 
(Figures 4.2-9a – 4.2-9c).

Commentary

The Director
The shot of the FBI agent 
in the reflection of Rachel’s 
compact mirror was intend-
ed to be a camera move 
toward the compact as the 
agent stepped into the re-
flection. This was another 
shot, as simple as it seems, 
that proved difficult to get. 
Three individual points of 
motion had to be coordi-
nated: the camera, the actor 
operating the compact (who 
in actuality could not see 
the agent in the reflection) 
and the agent. The timing 
of the move proved so dif-
ficult that we had to shoot it 
in two pieces; the compact 
being lifted up in search of 
the agent, and the compact 
finding the agent. The di-
rector of photography end-
ed up using a snap-zoom to 
add camera “movement” to 
the shot. 

FIGURE 4.2-9C. The Man, seen in the compact mirror.

FIGURE 4.2-9B. Rachel shows off her spy skills.

FIGURE 4.2-9A. The crowded front seat of the car.
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FIGURE 4.2-10. Storyboard number nine in the production and the end of scene two. 

This blank frame indicates 

the end of  the scene.
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Compare the storyboard 
page (Figure 4.2-10) to 
frames from the short film 
(Figures 4.2-10a – 4.2-10c).

Commentary

The Director of 
Photography
On-set, there are parts of 
the day where the sched-
ule might get hectic or we 
lose track of where we are; 
shooting is like we are in the 
center of a tornado. It is re-
ally nice to have the boards 
to go back to like a map. 
They are a great skeleton 
for the movie, a great center 
of gravity for that tornado 
that is production.

Storyboards, as a tool used 
by director, cast, and crew 
members, help to maintain 
organization amid the fran-
tic activity on set.

FIGURE 4.2-10B. Rachel pops up beside Michele.

FIGURE 4.2-10A. Michele ready to follow The Man.

BRIEF REVIEW OF TERMS: 

BLOCK / BLOCKING to plan or rehearse to work out the movement of the 
camera and placement of the cast and crew during a shot or scene.

DIRECTOR OF PHOTOGRAPHY (DP) A movie photographer who is in 
charge of shooting the movie and is responsible for achieving artistic and 
technical decisions related to the image.
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FIGURE 4.2-11. Storyboard number ten in the production and the beginning of scene three. 
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Compare the storyboard 
page (Figure 4.2-11) to 
frames from the short film 
(Figures 4.2-11a – 4.2-11c).

Commentary

The Director
The boarded shot for the 
opening of this scene got 
scrapped entirely. The di-
rector of photography want-
ed to get something that 
gave us a better establishing 
shot. Not to mention that 
the camera move was prov-
ing to be too long and would 
have taken up too much 
screen time for the quick-
paced film we were trying 
to make. So we chose a low-
angle static shot that gave us 
an establisher and conveyed 
that our characters were se-
cretly tailing the agent. It 
ended up saving us time on 
the shoot day and working 
nicely in the edit.

FIGURE 4.2-11C. Rachel and Michele stopping in front of the bar.

FIGURE 4.2-11B. Rachel and Michele’s car following.

FIGURE 4.2-11A. The Man’s car arriving at a bar.
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FIGURE 4.2-12. Storyboard number 11 in the production. Shot B and C of scene three. 
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Compare the storyboard 
page (Figure 4.2-12) to 
frames from the short film 
(Figures 4.2-12a – 4.2-12c).

Commentary

The Director
In the last shot of this page, 
Rachel reveals that she is 
wearing a dress under her 
overalls. I had the story-
board artist board a snap-
zoom to move the focal 
point from a two shot into 
a close-up of the exposed 
dress. But as we watched 
the performance, we chose 
not to zoom in and allowed 
the scene to end on Rachel’s 
victorious smile instead. I 
felt this small moment add-
ed to Rachel and Michele’s 
competitive relationship in 
the film. This is another ex-
ample that illustrates how 
events on set can change 
what was intended in the 
boards.

FIGURE 4.2-12C. Rachel showing off her dress.

FIGURE 4.2-12B. The Man walking into the bar.

FIGURE 4.2-12A. Rachel and Michele talking about the next step.
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FIGURE 4.2-13. Storyboard number 12 in the production. Shots A and B of scene four.  
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Compare the storyboard 
page (Figure 4.2-13) to 
frames from the short film 
(Figures 4.2-13a – 4.2-13c).

Commentary

The Director
In the boards, there was 
one frame indicating a for-
ward camera move toward 
Rachel as she victoriously 
exits the car. We filmed the 
shot as boarded, but we de-
cided to get it both pushing 
in and pulling out. We also 
got it in two different frame 
sizes; medium-wide and 
medium-close-up. I ended 
up using the push-in and 
the push-out camera moves 
in the edit, making a micro 
montage. 

FIGURE 4.2-13C. Michele coming up with an idea.

FIGURE 4.2-13B. Rachel telling Michele to stay in the car.

FIGURE 4.2-13A. This shot was made into slow-motion in editing.
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The blank frames indicate 

the end of the scene.

FIGURE 4.2-14. Storyboard number 13 in the production, and the end of scene four.  

This storyboard and shot ended scene four and day one of filming. Because 
of some bad weather, we had to change the shooting schedule around. Some 
of what we originally planned to do on day one was moved to day two and 
vice versa. When things are changed on the fly like that it is important to go 
over everything with the crew to make sure we are all on the same page. We 
used the storyboards to go over the changes in what would be done so our 
cast and crew could adjust. All in all, it was a relatively smooth first day, in 
spite of the inclement weather.

Compare the storyboard page (Figure 4.2-14) to the frame from the short 
film (Figure 4.2-14a).
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Commentary

The Producer
We almost forgot this shot. 
It was the end of the day 
and we were almost out of 
time, so everyone was rush-
ing. But, luckily the shot 
was drawn in the boards. It 
was a good reminder.

FIGURE 4.2-14A. The wig and sunglasses on the car seat.

FIGURE 4.2-15. This is a photograph from the first day of shooting. This director has the storyboards in his hands 
and is crossing off the frames after each shot is filmed.

Our next set of storyboard-to-actual shot comparisons begins with scene 5.
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FIGURE 4.2-16. Storyboard number 14 in the production and the start of scene five.  
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Compare the storyboard 
page (Figure 4.2-16) to 
frames from the short film 
(Figures 4.2-16a – 4.2-16c).

Commentary

The Producer
For the location of the short 
film, we had to find a spot 
that could accommodate 
all of our different scenes 
both inside and outside. 
Ideally we wanted to stay in 
the same area for the two- 
day shoot. Morin’s Diner 
worked out perfectly. They 
had some experience with 
film crews in the past when 
Morin’s Dinner was featured 
on the TV show Good Eats, 
so were very accommodat-
ing. The storyboards made 
it easy for me to show them 
what we were doing and 
how we were going to use 
their space. This was helpful 
to them because they were 
able to adjust the seating of 
their customers around our 
shoot. This worked well, 
especially in the front bar 
area, because there were 
multiple entrances. The 
storyboard artist used the 
location photographs in the 
drawings and even drew 
the shape of the tables and 
chairs so it was very clear to 
everyone where the action 
and camera were planned 
to be positioned.

FIGURE 4.2-16C. Michele’s slow-motion entrance into the bar.

FIGURE 4.2-16B. Rachel trying to look inconspicuous.

FIGURE 4.2-16A. Rachel’s entrance into the bar.
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FIGURE 4.2-17. Storyboard number 15 in the production, showing shots D, E and F.  
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Compare the storyboard 
page (Figure 4.2-17) to 
frames from the short film 
(Figures 4.2-17a – 4.2-17c).

Commentary

The Director
In the shot of everyone at 
the bar, we looked at the 
blocking of the action and 
decided that looking down 
the length of the bar was the 
better angle as opposed to 
looking across it, which was 
how it was boarded. This 
allowed us to cover their 
movements toward the back 
of the room as well. We cov-
ered them with a camera 
move that ran the length of 
the bar. This added a sense 
of urgency to Rachel’s walk 
as she moved to the end of 
the bar, beating Michele for 
a closer position to the ac-
tion.

FIGURE 4.2-17C. Rachel and Michele taking up new positions.

FIGURE 4.2-17B. Someone new enters the bar.

FIGURE 4.2-17A. Rachel and Michele taking up positions.
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FIGURE 4.2-18. Storyboard number 16 in the production, showing shots G and H.  



CHAPTER 4   n   PRODUCTION   n n n   223

Compare the storyboard 
page (Figure 4.2-18) to 
frames from the short film 
(Figures 4.2-18a – 4.2-18c).

Commentary

The Director
Here, rather than shoot the 
side angle that was board-
ed, we set up a wide master 
shot of the poisoning scene 
that was over the shoulder 
of Rachel and Michele. This 
change did several things: 
it gave us a better looking 
shot, it included the agent 
and the villain—which al-
lowed me to join all four 
characters in one frame—
and we were able to see 
what was happening in all 
of the action. The inclu-
sion of all four characters 
in one frame made the edit 
more interesting, since the 
other shots were all tighter 
frames.

FIGURE 4.2-18C. The mystery woman is up to something.

FIGURE 4.2-18B. The mystery woman and The Man at a table, talking. 

FIGURE 4.2-18A. Looking over their shoulders Rachel and Michele are watch-
ing The Man.
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FIGURE 4.2-19. Storyboard number 17 in the production, showing shots I, J, and K.  
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Compare the storyboard 
page (Figure 4.2-19) to 
frames from the short film 
(Figures 4.2-19a –- 4.2-
19c).

Commentary

The Director
For the close-ups of Rachel 
and Michele, we stayed with 
the over-the-shoulder angle 
and captured their perfor-
mances in profile. These 
frames continued to keep 
the agent and villain in the 
background. I felt that this 
framing increased the ten-
sion of the scene since the 
audience can now see the 
action of the poisoning hap-
pening in the background 
while our two heroines are 
frantic in the foreground. 

FIGURE 4.2-19C. Michele’s reaction close-up shot.

FIGURE 4.2-19B. Rachel’s reaction close-up shot.

FIGURE 4.2-19A. The mystery woman slipping something into The Man’s 
drink.
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FIGURE 4.2-20. Storyboard number 18 in the production, showing shots L, M, and N.  



CHAPTER 4   n   PRODUCTION   n n n   227

Compare the storyboard 
page (Figure 4.2-20) to 
frames from the short film 
(Figures 4.2-20a – 4.2-20c).

Commentary

The Director
In the script, a plate of 
chicken wings was brought 
out to the couple. During 
the shoot, we eliminated 
the chicken wings and left it 
with just fresh drinks being 
brought over. Even though 
we shot close-ups of the 
poison being poured into 
the fresh drinks, I chose to 
stay with the two shot in the 
edit because it played bet-
ter.

FIGURE 4.2-20C. The mystery woman reaches behind her for more poison.

FIGURE 4.2-20B. The food flung into The Man’s drink.

FIGURE 4.2-20A. Michele flings food as a distraction to stop The Man from 
drinking from the glass.
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FIGURE 4.2-21. Storyboard number 19 in the production, showing shots O, P, and Q.  
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Compare the storyboard 
page (Figure 4.2-21) to 
frames from the short film 
(Figures 4.2-21a – 4.2-21c).

Commentary

The Sound Recordist
With storyboards, I can 
think, ahead of shooting, on 
areas I can place the mikes 
to capture the best sound. 
The boards give me a sense 
of the style the director is 
going for. This can change 
how I capture the audio. I 
have a better understand-
ing of what kind of ambient 
sounds or wild sounds the 
director might be looking 
for.

FIGURE 4.2-21C. The Man is unaware of what is going on.

FIGURE 4.2-21B. She pours a liquid into the second drink.

FIGURE 4.2-21A. The mystery woman keeping The Man distracted.
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FIGURE 4.2-22. Storyboard number 20 in the production, showing shots R, S, and T.  



CHAPTER 4   n   PRODUCTION   n n n   231

Compare the storyboard 
page (Figure 4.2-22) to 
frames from the short film 
(Figures 4.2-22a – 4.2-22c).

Commentary

The Director
We were only able to af-
ford two replacement shirts 
for our agent for the part 
where Rachel squirts him 
with ketchup. This gave a 
total of three takes to get 
the squirting shot right. So, 
for each angle of this scene, 
we shot the action right up 
to the point of the squirting 
and cut. Then we moved to 
the medium shot, depicted 
here, to execute the actual 
squirting of the ketchup. 
We were able to get it in 
only two takes.

The Producer
We tested how far the 
ketchup would squirt out of 
the bottle before the shoot. 
We knew we only had a 
few takes and had to find 
out how far back we should 
hold the ketchup.

FIGURE 4.2-22C. The Man with ketchup all over his face.

FIGURE 4.2-22B. Rachel’s turn to make a distraction.

FIGURE 4.2-22A. Rachel has to think fast.
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End of scene 5

FIGURE 4.2-23. Storyboard number 21 in the production and the end of scene five.  
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Compare the storyboard 
page (Figure 4.2-23) to 
frames from the short film 
(Figures 4.2-23a – 4.2-23b).

Commentary

The Director
The close-ups of Michele 
and Illidia, the villain, as 
they confront each other, 
were added as a suggestion 
of the director of photog-
raphy. He did not feel that 
we had the confrontation in 
a dramatic enough way in 
the two shot. He suggested 
getting them in close-ups 
to punch up the drama. It 
worked out quite nicely.

FIGURE 4.2-23B. The showdown starts.

FIGURE 4.2-23A. Illidia is finally identified.
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FIGURE 4.2-24. Storyboard number 22 in the production and the start of scene six.  
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Compare the storyboard 
page (Figure 4.2-24) to 
frames from the short film 
(Figures 4.2-24a – 4.2-24c).

Commentary

The Director
The fight sequence was 
originally scripted to be out-
side, but the weather pre-
vented us from doing that. 
We were fortunate enough 
to be shooting in a location 
that had multiple dining 
areas that were not in cur-
rent use, so we used a brick 
room with an open center 
that worked for us, visually 
and practically, in terms of 
space for the stunts.

FIGURE 4.2-24C. Illidia sneaks up on Michele.

FIGURE 4.2-24B. Illidia is gone.

FIGURE 4.2-24A. Michele looking for Illidia.
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FIGURE 4.2-25. Storyboard number 23 in the production.  
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Compare the storyboard 
page (Figure 4.2-25) to 
frames from the short film 
(Figures 4.2-25a – 4.2-25c).

Commentary

Cast Member
“When you are on a set that 
has storyboards, they can 
guide you to know what to 
expect with your shot list, 
and that is huge, because 
then you can concentrate on 
what you need to do rather 
than being confused. Even 
if it is just stick figures, it is 
helpful.

I like how they tell me the 
depth of field, because I 
can see if it is a three or 
two shot and if the frame is 
tight, plus how much I am 
in focus. For an actor it is 
good to know. The director 
is doing so much already on 
set and is busy talking with 
other members of the crew; 
it is nice to be able to see all 
these things without having 
to ask the director.

FIGURE 4.2-25C. Michele is on the ground.

FIGURE 4.2-25B. She knocks down Michele.

FIGURE 4.2-25A. Illidia pushes Michele in a hand-held shot.
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FIGURE 4.2-26. Storyboard number 24 in the production, showing shots D and E.  
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Compare the storyboard 
page (Figure 4.2-26) to 
frames from the short film 
(Figures 4.2-26a – 4.2-26c).

Commentary

The Director
The fight scene was a great 
deal of fun to shoot! My 
plan of boarding the key 
elements of the scene and 
finding the rest by letting 
the camera act as a viewing 
bystander worked. We got 
some nice angles, and we 
were able to get the chaotic 
feel of the Bourne films that 
I wanted. 

FIGURE 4.2-26C. Rachel is no match for Illidia.

FIGURE 4.2-26B. Someone grabs Illidia from behind.

FIGURE 4.2-26A. A canted shot of Illidia.
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FIGURE 4.2-27. Storyboard number 25 in the production, showing shots F, G and H.  
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Compare the storyboard 
page (Figure 4.2-27) to 
frames from the short film 
(Figures 4.2-27a – 4.2-27c).

Commentary

The Gaffer
The boards allow all depart-
ments to understand what 
shot they are trying to cre-
ate. In that regard, it helps 
them understand where the 
camera will be, where the 
lights should be placed, and 
even what wardrobe will be 
needed. When I review the 
boards, I have a better idea 
of what is going to happen 
with the shot, which allows 
me to prepare the equip-
ment before the director 
comes over to discuss it. 

I have worked on sets with-
out storyboards and it is just 
confusing. The boards give 
us more information about 
scenes and shots, which 
means we can better pre-
pare. The more prepared 
we are, the more efficiently 
we can work.

FIGURE 4.2-27C. The Man shows up.

FIGURE 4.2-27B. Illidia knocking down Michele again.

FIGURE 4.2-27A. Rachel’s reaction shot.
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FIGURE 4.2-28. Storyboard number 26 in the production, showing shots I and J.  
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Compare the storyboard 
page (Figure 4.2-28) to 
frames from the short film 
(Figures 4.2-28a – 4.2-28c).

Commentary

The Producer
Time was starting to be-
come a factor, especially 
since we had to change 
things and move inside due 
to bad weather. However, 
a strong plan B and a flex-
ible location really helped. 
For the most part, we were 
able to follow the origi-
nal storyboards with only 
slight modifications, which 
helped the crew make up 
some time.

FIGURE 4.2-28C. A three shot showing everyone on the ground.

FIGURE 4.2-28B. Illidia making her escape.

FIGURE 4.2-28A. Illidia pushes Rachel and Michele into The Man.
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FIGURE 4.2-29. Storyboard number 27 in the production, showing shots K, L, and M.  
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Compare the storyboard 
page (Figure 4.2-29) to 
frames from the short film 
(Figures 4.2-29a – 4.2-29c).

Commentary

The Director
This film was shot rather 
unusually in that the scenes 
were filmed in script order. 
They are usually shot out 
of order because, typical-
ly, location restraints, cast 
availability, and many other 
factors prevent shooting 
in script order from hap-
pening. After two days of 
shooting, with stunts and 
all, we ended principle pho-
tography with the final in-
terchange between Rachel 
and Michele. We shot the 
fight scene at the end of the 
last day, and we were run-
ning out of time. I was not 
able to get the close-ups we 
had boarded for the final 
dialogue. I chose, instead, 
to cover Rachel and Mi-
chele in a wide and a tight 
two shot. Even though I 
would have rather had the 
close-ups for the edit, al-
lowing the two shot to play 
out helped to slow things 
down to allow the audience 
to catch up with the story.

FIGURE 4.2-29C. Rachel and Michele, pleased with their work.

FIGURE 4.2-29B. A two shot of Rachel and Michele.

FIGURE 4.2-29A. The Man thanks both Rachel and Michele for looking out 
for him.
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End of short film

FIGURE 4.2-30. The last storyboard for the film Overtime.  
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Compare the storyboard 
page (Figure 4.2-30) to 
frame from the short film 
(Figure 4.2-30a).

Commentary

The Producer
This is the final shot of the 
film. I am happy to say, 
even with our changes and 
weather issues, we stayed 
on schedule for most of the 
shoot.

FIGURE 4.2-30A. The last shot for the film. It is a wrap.

BRIEF REVIEW OF TERMS: 

ACTION An event or series of events that form part of a dramatic plot; also 
it is the word that is yelled as a cue that the filming of a new take is about 
to start.

PRODUCER The individual who creates the conditions for making movies. 
The producer initiates, coordinates, supervises, and controls matters such 
as fundraising, hiring key personnel, and arranging for distributors.

STUNTS Acrobatic or dangerous actions.

TAKE A single, continuous filmed performance without interruption of the 
run of the camera.

WILD TRACK Sound recorded without images.

WRAP  “It’s a wrap!” is a phrase used by the director to signal the end of 
filming.

After viewing these sequences of storyboard frames and film stills, you can 
understand that the storyboards are a valuable tool on location and during 
production.
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4.3 - Updated boards because of on-site changes  

The following are two examples of changes that needed to be made on the 
short film, Overtime. Although these are both changes that happened on the 
fly, we included a modified storyboard to demonstrate what it might look like 
if the changes had been caught ahead of time.

In every production, there is conflict and change that happens both in pre-
production and on set. Budget constraints, weather issues, and equipment 
failure are just a few examples of what can hinder your schedule. When 
unexpected changes occur they can cause a great amount of confusion, espe-
cially when they affect the way a scene will be filmed. Updated storyboards 
can really help to communicate the new plan. In this case, the new boards 
do not need to be refined. Even a quick sketch distributed to the crew will 
serve as a good guideline.

Scene #1
For your reference, this frame is marked as “A” on our shot list and is part 
of the opening sequence of the movie. Below is a description of the original 
idea, which was a single shot ending on Michele in the car.

Commentary

The Director
In this scene, we were forced to change our location and the position of 
our picture car at the last minute, for safety reasons. The original street had 
far too much traffic on it for us to work without a police detail. The traffic 
noise would have also been an issue for sound recording. The change added 
length to what was already an extensive shot. Unfortunately, we were not 
able to capture the shot well enough so that each part worked. With each 
take there was always a portion of the shot that got botched due to a timing 
or mechanical error.

To remedy the issue and properly capture all of the action, we covered the 
screen-time of the original boarded shot with multiple angles that would 
correct the shortcomings of our master. When changes occur, it is best to 
re-board your shot or scene to reflect the revision. Although we did not have 
the time or luxury to make the board changes on set, the examples illustrated 
in Figures 4.3a, 4.3b, and 4.3c show what would have been done if we had 
caught the issue early, during location scouting.



CHAPTER 4   n   PRODUCTION   n n n   249

FIGURE 4.3B. An updated storyboard frame.

FIGURE 4.3C. This is a still photograph from the actual shot sequence.

FIGURE 4.3A. This is the original storyboard sketched.  

Original storyboard

Updated storyboard

Actual shot
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Many times, change happens on the fly, and re-boarding is often not an op-
tion. There are other times when it is necessary, however. One common 
example of this might be during a location scout. This is when the key mem-
bers of the crew meet at the film location. They use the boards to go over 
each shot and evaluate whether it is possible or not. Often changes need to 
be made. This would be a great time to re-board the scene because filming 
has not yet begun. Another example is when something unexpected happens 
on set. The change may be too elaborate to effect without re-boarding, and it 
is pushed to the following day in order to allow time for proper preparation.

Scene #5 - INT BAR- DAY 
This frame is noted as “F” in both the shot list and storyboards. It was re-
worked for editorial reasons to enhance the storytelling of the film.

Commentary

The Director
This camera angle was chosen over the boarded shot because it was more 
visually stimulating and it worked better for capturing the blocking of the 
actors. Changes like this are common on the set, because once confronted 
with the reality of how a scene actually works, with live people moving and 
contributing to the scene, often times it takes on its own life. The filmmaker 
then needs to be able to adapt to what they see if they like it, or rework the 
scene to better suit their vision.

The Storyboard Artist
 When revisions need to be made to the boards, it is important to treat the 
scene as if you were starting from scratch. This is especially true if the chang-
es are significant. While not every board may need to be redrawn, you want 
to make sure that the new changes are working within the entirety of the 
scene. For instance, you may want to ask yourself how the new shot will fit 
between preceding and upcoming shots. 

Figures 4.3d, 4.3e, and 4.3f depict the change of only a single shot, but some-
times an entire scene is rewritten. New action, characters, art direction, or 
locations could be introduced, and each has to be referenced for accuracy in 
order to reproduce their likeness. When significant changes like this occur, 
the chance of mistakenly drawing elements from the discarded scene is pos-
sible. Being diligent in gathering and updating the new information will go a 
long way toward preventing mistakes.
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FIGURE 4.3E. An updated storyboard frame.

FIGURE 4.3F. This is a still photograph from the actual shot sequence.

FIGURE 4.3D. This is the original storyboard sketched.  

Original storyboard

Updated storyboard

Actual shot
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4.4 - The shot list-to-film comparison

FIGURE 4.4-1. The first page of the shot list, including scenes one through three. 
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FIGURE 4.4-12.  Shot SC#3 - B FIGURE 4.4-13.  Shot SC#3 - C FIGURE 4.4-14.  Shot SC#3 - D

FIGURE 4.4-9.  Shot SC#2 - C FIGURE 4.4-10.  Shot SC#3 - A FIGURE 4.4-11.  Shot SC#3 - A1

FIGURE 4.4-6.  Shot SC#1 - D FIGURE 4.4-7.  Shot SC#2 - A FIGURE 4.4-8.  Shot SC#2 - B

FIGURE 4.4-3.  Shot SC#1 - A1 FIGURE 4.4-4.  Shot SC#1 - B FIGURE 4.4.5.  Shot SC#1 - C

FIGURE 4.4-2.  Shot SC#1 - A

As previously stated, the shot list is often used in conjunction with the sto-
ryboards. Because that was the case for Overtime, we have included the 
shot list in this section to compare to the final cut of the film. For the most 
part, the filmed image matches the shot list except for a few areas that were 
changed during production.

Compare the shot list (Figure 4.4-1) to frames from the short film (Figures 
4.4-2 – 4.1-14).
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FIGURE 4.4-15. The second page of the shot list, including scenes four and five. 

Deleted Shot

Compare the shot list (Figure 4.4-15) to frames from the short film (Figures 
4.4-16 – 4.4-31).
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FIGURE 4.4-27.  Shot SC#5 - I FIGURE 4.4-28.  Shot SC#5 - J FIGURE 4.4-29.  Shot SC#5 - K

FIGURE 4.4-25.  Shot SC#5 - G FIGURE 4.4-26.  Shot SC#5 - H - With reveal

FIGURE 4.4-22.  Shot SC#5 - D FIGURE 4.4-23.  Shot SC#5 - E FIGURE 4.4-24.  Shot SC#5 - F

FIGURE 4.4-19.  Shot SC#5 - A FIGURE 4.4-20.  Shot SC#5 - B FIGURE 4.4-21.  Shot SC#5 - C

FIGURE 4.4-16. Shot SC#4 - A FIGURE 4.4-17.  Shot SC#4 - B FIGURE 4.4-18.  Shot SC#4 - C

FIGURE 4.4-30.  Shot SC#5 - L FIGURE 4.4-31.  Shot SC#5 - M

Deleted Shot
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FIGURE 4.4-32. The last page of the shot list, including scene six—the final scene.  

Compare the shot list (Figure 4.4-32) to frames from the short film (Figures 
4.4-33 – 4.4-41).

Sometimes the boards and shot list are kept separate, as they were in our 
project; on other occasions they are married into one document, with the 
boards on one side and the shot description on the other. How the boards 
and shot list are formatted will most likely be at the discretion of the direc-
tor. Because the boards were used separately from the shot list for Overtime, 
space was reserved on the right side of each storyboard page to allow for 
notes to be included, as seen in Section 4.2. This is a common way to format 
a page of empty board frames because annotations, whether they be written 
or typed, are often added to clarify or augment the image.
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FIGURE 4.4-41.  Shot SC#6 - I

FIGURE 4.4-38.  Shot SC#6 - F FIGURE 4.4-39.  Shot SC#6 - G FIGURE 4.4-40.  Shot SC#6 - H

FIGURE 4.4-36.  Shot SC#6 - D FIGURE 4.4-37.  Shot SC#6 - E

FIGURE 4.4-34.  Shot SC#6 - B FIGURE 4.4-35.  Shot SC#6 - C

FIGURE 4.4-33.  Shot SC#6 - A

Commentary

The Director
Sometimes, when I create shot lists, they end 
up being descriptive, while other times they 
are brief and written in short hand. As I started 
working on the shot list for Overtime, it was 

lengthy since I had long camera moves and specific ideas for blocking. I 
chose to leave the shot list and boards separate, since I had a good deal of 
description. I later went back and trimmed the shot list to what is presented 
in this book. A few of the shot descriptions are lengthy, but most are brief 
and common for what could be encountered in the job field.
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4.5 - Cast and crew credits for Overtime

The following is a list of cast, crew, equipment, and location for the short-
film production of Overtime.

The Overtime cast and crew

Cast
Rachel 
Ramona Taj

Michele Estavanti 
Leighsa Burgin

FBI Agent 
Fiore Leo

llidia Snow 
Alisha Finneran

Street Guy 
Ron Thibideau

Police 
Jonathan Torta

Crew
Director 
Vladimir Minuty

Original music score 
David Frederick

Director of Photography 
Mike Pecci

Writer 
Eric Mulder

Producer 
Stephanie Torta and Vladimir 
Minuty

1st Assistant Camera 
Tony Fernandez

Gaffer 
Dave Provenzano

Sound Recordist 
John Gage

Sound Design and Mix 
Grey Moore

Storyboard Artist 
Vladimir Minuty

Production 
Jonathan Torta

Production 
Ron Thibideau

The Overtime equipment and location

Grip Electric Equipment
Provided by Talamas

Location
Morin’s Diner

Cameras
Canon 7D
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This chapter provided a detailed account of a working project—the short 
film Overtime. The sections that compared storyboards with the correspond-
ing film stills included commentaries from various cast and crew members. 
This chapter gave a first-hand account of an actual film production as it was 
worked. Comparisons were made that bridged the difference between what 
had been conceived in preproduction opposed to what actually was shot on 
site. To demonstrate this, we included comparisons of drawn boards with 
on-site changes, and shot lists with the actual shots. All of this information 
can also be found on the DVD included with this book. 

SUMMARY

1.	 What are the views of the cast, producer, director, sound recordist, 
storyboard artist, and director of photography concerning the use of 
storyboards?

2.	 What are the reasons storyboards are sometimes changed?

3.	 How are storyboards used during production?

4.	 How do storyboards complement a shot list?

REVIEW QUESTIONS: CHAPTER 4

ON DVD
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1.	 Discuss or write about your personal experience, or a movie you have 
watched, using what you have learned about camera angles, place-
ment, and movement.

2.	 Discuss problems that might occur in preproduction and production 
and how they change a storyboard.

3.	 Discuss why the original storyboard can be different from the final 
storyboard.

4.	 Discuss the different views of the director, photographer, producer, 
storyboard artist, and director of photography.

DISCUSSION / ESSAY QUESTIONS

1.	 Use a script of your own or one from this book and develop a story-
board depicting one scene.

2.	 Use a script of your own or one from this book and develop story-
boards depicting all of the scenes.

3.	 Use a script of your own or one from this book and develop a shot list.

4.	 Film a short movie using a shot list and storyboards that you created.

5.	 Form a small group and work on a movie project. Then work on the 
same project and change roles.

6.	 Pick a group of still film-frames from the chapter and identify the 
types of camera shots.

APPLYING WHAT YOU HAVE LEARNED



ADDITIONAL USES 
AND TECHNOLOGY

CHAPTER  5

Storyboards in Video Gaming, Motion Graphics, and E-Learning

CHAPTER  6

Technology Used in Creating Storyboards

PART  3

FIGURE PO3. A storyboard frame shaded with use of computer tools.





CHAPTER 5   n   STORYBOARDS IN VIDEO GAMING, MOTION GRAPHICS, AND E-LEARNING   n n n   263

Storyboards in 
Video Gaming, 
Motion Graphics, 
and E-Learning

CHAPTER  5

OVERVIEW AND LEARNING OBJECTIVES

In this chapter:

●● 5.1 - Storyboard use in Video Games
●● 5.2 - Storyboard use in Motion Graphics
●● 5.3 - Storyboard use in Animatics and Motion Comics
●● 5.4 - Storyboard use in Electronic Learning
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BRIEF REVIEW OF TERMS: 

CUTSCENE  The cinematic, generally noninteractive mini-movie sequences in 
video games. Most cutscenes stop the game play to advance the plot of the 
story. 

GAME ENGINE  The software designed for the creation and development of 
computer games.

GAMEPLAY  The interaction the player has with the computer game.

GAMEPLAY BOARDS  The map of actions and paths available to the player 
of a computer game throughout the course of a game.

MODIFICATIONS  (mods) When used in reference to video games, it is the 
change or modification of the original game.

5.1: Storyboard Use in Video Gaming

In this section, we will talk a about the use of storyboards in the video game 
industry. There are two main avenues where the use of storyboards increas-
es the effectiveness of the workflows. One is the use of cutscenes and the 
other is the gameplay of the game itself. We will also cover the start of a 
Web game project called TechnoGenesis: Metal Rebirth and the growing 
popularity of fan made, game modifications (mods) and how storyboards fit 
into their creation.

Today’s computer games are increasing in complexity, graphic capability, and 
the use of powerful game engines. In general, some games will use gameplay 
boards for user interaction and narration progression, and also use editorial 
or production storyboards for their cinematics or cutscenes. Depending on 
factors such as size of team, type of game, and workflow, there can be slight 
differences between the production of the gameplay boards and the movie-
like cutscenes. 

In an interview with Kevin O’Hara, Director of Game Design for Big Fish 
Games, we gain more insight about the use of storyboards in game develop-
ment.
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STORYBOARDS IN GAME DEVELOPMENT
Kevin O’Hara

Director of Game Design at Big Fish Games

ST:  ��Computer games are getting more detailed in their cutscenes and in-game 
engine rendering acting like film scenes. How do storyboards enhance the 
development of the action in these scenes?

KH: �With cutscenes, it acts exactly like it does in film production. It allows the 
artists to fully realize the action and framing before committing resources to 
creation and rendering of digital art assets.

ST:  �Were the storyboards hand drawn or did the artist use software or the game 
engine?

KH: �It depends on the artist. Of the ones I’ve worked with, most would “hand 
draw” on the computer using a tablet. This allowed for quick revisions without 
annoying eraser dust. One storyboard artist who had worked in film before 
video games did his storyboarding on paper. The only advantage of that, other 
than it was in his comfort level, was he could come to meetings and sketch 
while the designers brainstormed ideas.

ST:  �In films, storyboard artists draw their boards from a shot list and script. Is it 
the same for computer games? If not, what is the process?

KH: �For cutscenes, it usually follows a shot list and script. For gameplay, it is 
usually more from brainstorm sessions, though I would tend to write a script 
as well from the sessions to help the artists, because film production is my 
background.

ST:  �Where do you see the future of storyboarding for computer games?

KH: �I feel they will be used increasingly as Hollywood becomes more involved in 
games and as designers understand the value of framing, pacing, and emotional 
impact. However, the majority of games will be made without storyboards for 
some time to come as many development companies don’t understand the 
benefits or are not used to using them. Dedicated storyboard artists will still be 
uncommon for quite a while outside of third party companies that specialize in 
cutscenes such as Blur.

INTERVIEW
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Cutscenes

Normally, the cinematics or noninteractive cutscenes are similar to mini 
movies and are not controlled by the player. These movies might be part of 
the introduction, ending sequence, or within the play of the game to advance 
the narration. The storyboards for these cutscenes are similar to those for 
traditional movies because they tell a story, show what the viewer will see, 
and describe the type of camera shots. After the storyboards are drawn, a de-
velopment team will then create the sequence. Storyboards for these scenes 
might be utilized differently depending on the development team.

Blizzard’s Diablo series is an example of movie-like cinematics. The games 
are known for their realistic computer generated opening and ending se-
quences. In Diablo III animated movies with a more hand-drawn style 
were also added for character introduction along with chapter and quest 
progression. Dishonored 2 by Arkane Studios is an example of using both 
an artistic cinematic and gameplay engine cutscene back-to-back in the 
opening sequence. 

With the advances of game engines, cutscenes are becoming increasingly 
integrated into the gameplay. For example, Crystal Dynamics’ Tomb Raider 
and Rise of the Tomb Raider are games with seamlessly interwoven cutscenes 
and gameplay. The scripted camera movement during gameplay added sus-
pense and emotional impact.

Storyboards help plan out the camera movement, blocking, pacing and emo-
tion of these sequences. In an interview with Jeff Adams a Senior Artist at 
Crystal Dynamics we take a look into how storyboards are created and fit 
into a video game development workflow.

STORYBOARDS IN GAME DEVELOPMENT
Jeff Adams

Senior Artist at Crystal Dynamics: specializing in Storyboards

ST: What type of projects are you working on and what is your role?

JA:  �I am currently working on an AAA console game, leading a small team of story 
artists in translating scripts and gameplay sequences into 2D animatics. 

INTERVIEW



CHAPTER 5   n   STORYBOARDS IN VIDEO GAMING, MOTION GRAPHICS, AND E-LEARNING   n n n   267

ST: How do storyboards fit into the workflow?

JA:  �We specialize in making narrative-rich experiences. Storyboards were a natural 
fit for the rapid visualization of our content as a sequence, rather than a single 
piece of production art. Storyboarding was so effective that we started doing 
them for the game design teams as well, helping to give them a visual map for 
level flow and game mechanics.

ST: Do storyboards help with the visualization from the script or narrative?

JA:  �Storyboards are the litmus test for our game’s script. In a short amount of 
time a sequence can be presented to user testers to see if they understand what 
we’re trying to say. Every second of a game cinematic is expensive and time 
consuming, so having a well-received animatic going into production helps. 

ST: Do storyboards help with getting the team members on the same page?

JA:  �Absolutely. Since everyone tends to visualize words through their own set 
of filters, a storyboard sequence can quickly get everyone seeing content 
collectively. Debates won’t stop there, but at least energy isn’t expended on 
questions that have already been answered.

ST: Do you use different boards for different parts of the project?

JA:  �Cinematic work is commonly satisfied through a hybrid live action / animated 
feature type of sequence. Since everything is destined for 2D animatics, I use key 
poses with some in-betweens for big actions that need to stand out on screen.  
For less important screen movement, arrows help communicates my thoughts 
to viewers.

For gameplay work though, I default to beat boards since they can communicate 
the player path much like a montage. After fully digesting the beats, we will 
almost always target areas to add more detail to.  

ST: Do you give examples to the storyboard artist and if so, did they help?

JA: �When onboarding new story artists, cinematic style docs (documents) and video 
ref (reference) help frame the needs of the project. By walking them through 
past work, it helps to familiarize them with any tools or workflows specific to 
our pipeline. Once they are ready to take on their first assignments, I’m available 
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for guidance whenever needed, but I try not to hover over them so they have the 
space to be creative and solve the problem. 

I’d like to think that this method helps get our artists up to speed quickly, and 
encourages ownership of their sequences.

ST: �Would even rough storyboards help in the first translation between script and the 
visual element?

JA:  �Yes. In a deadline-driven environment, it’s all about getting to a right answer as 
quickly as possible. The value of a quickly sketched whiteboard sequence in a 
meeting called to solve a hot-button issue cannot be measured. It changes how 
people attack the problem, transitioning them from verbalizing solutions to getting 
interactive, grabbing markers and making quick revisions to the initial thumbnails. 
Often times I’ll snap a pic of the result and take it back to my desk for a quick clean-
up pass before putting it into the pipeline.

ST: �Did seeing the storyboards change the project’s script or plan based on what was 
seen?

JA:  �It has, since I often-times will work out an alternative chain of events if I feel the 
scene is missing something. I will always work through a scene as-scripted first mind 
you, especially since those words have been vetted through Creative and Narrative 
Directors before landing on my desk. The alternative take sometimes jars something 
loose in folks’ heads, and can move us in directions we normally wouldn’t have since 
it couldn’t be “seen.” 

ST: What tools do you use? What tools or programs would be helpful?

JA:  �Photoshop is my drawing program of choice. I enjoy the fact that it pretty much does 
everything I need to do, without having to bop between other specialty programs.  
It’s not perfect though, so I use a plugin called Lazy Nezumi which provides some 
slick drawing guides. I also employ After Effects for animatic and motion graphic 
creation, and Premiere for general editing tasks.  

As far as what would be helpful, I’d like Adobe to take the guide tools they created 
for their Photoshop Sketch app and make them available in the main program. Lazy 
Nezumi is great, but it’s PC only, so Mac users have to look elsewhere for drawing 
guides.
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Figures 5.1-1 and 5.1-2 are storyboards from Crystal Dynamics’ Rise of the 
Tomb Raider. Camera movement, script, object action, and emotional im-
pact are all showcased in the storyboards.

BRIEF REVIEW OF TERMS: 

AAA  A Triple A (AAA) game refers to the highest level in development, finan-
cial, and marketing cost of video game production.

BEAT BOARD  A beat board is generally like a storyboard without as much 
detail (like camera movement). It is a group of single images depicting “beats” 
or frames of important parts in a scene. 

FIGURE 5.1-1. Storyboard page depicting a sequence from Rise of the Tomb Raider. Image used with permission. © Copyright 
2017 Square Enix (CONTINUED)  
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FIGURE 5.1-1. (CONTINUED) Storyboard page depicting a sequence from Rise of the Tomb Raider. Image used with 
permission. © Copyright 2017 Square Enix
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FIGURE 5.1-2. Storyboard page depicting a sequence from Rise of the Tomb Raider. Image used with permission. © Copyright 
2017 Square Enix. (CONTINUED)  
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Gameplay

The gameplay of a video game is the interaction and progression the player 
has within the game. While storyboards for cutscenes are similar to tradi-
tional film production, the storyboards for the gameplay aspects might dif-
fer depending on the type of game and the production team. For example, 
games like side-scrolling and puzzle games could use boards to visualize in-
teraction hotspots along with camera and character movement. Arcade and 
fighting games might use them for a better idea of how the special effects 
might look, similar to how storyboards are used in film. While role-playing 
games might use them to visualize player choice and progression.

Using storyboards in the gameplay portion of development could highlight 
gaps in the narrative and overall flow of player progression. They also play a 
part in helping the team to communicate ideas during development. They 
can be used as a simple way to detect major problems.

In an interview with Marek Walton, a Senior Narrative Designer at Crystal 
Dynamics, we gain more insight about the use of storyboards in game writ-
ing and development.

FIGURE 5.1-2. (CONTINUED) Storyboard page depicting a sequence from Rise of the Tomb Raider. Image used with 
permission. © Copyright 2017 Square Enix.
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STORYBOARDS IN GAME DEVELOPMENT
Marek Walton

Senior Narrative Designer at Crystal Dynamics

ST:   What type of projects are you working on and what is your role?

MW: �I’m currently working on The Avengers project, which has only just been 
announced so all I can say officially is “it will be great”!

To be clear, all answers that follow will only refer to projects I’ve worked on in 
the past.

I’m primarily responsible for working with designers to help ensure gameplay 
and narrative work as seamlessly together as possible. Ideally, they should 
be dance partners that complement one another, rather than tread on each 
other’s toes. That’s where I usually come in.

ST:   How do storyboards fit into the workflow?

MW: �Storyboards are used in the game to help visualize scenes and sequences that 
are at least relatively hardened (in other words, they’ve gone through enough 
revisions to be considered somewhat complete).

These are then slotted into gameplay moments to help teams see how well 
they fit overall, and get a sense of how words on the page translate into 
narrative on the screen.

If a given scene is storyboarded, reviewed, and then deemed in need of 
revision, the writer goes away to redraft and resubmit.

If a storyboard is reviewed and deemed final, then producers are tasked with 
taking it to the ‘next stage’ (i.e. having the designated teams create the scene) 
– which will ideally happen relatively late in the process to help buffer project 
changes as fully as possible.

ST:   Do storyboards help with the visualization from the script or narrative? 

MW: �The short answer is most certainly yes. As mentioned above, storyboards are 
efficient tools that enable us to get a stronger sense of how both macro and 
micro elements of a proposed story flow on-screen.

INTERVIEW
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ST:   Do storyboards help with getting the team members on the same page?

MW: �Yes, they can be really useful to see if a moment or scene or sequence either 
works overall, or fits into the existing narrative/gameplay framework. Words 
on a screen can require a more specialized lens to ‘see’ what’s happening (a 
lens not everyone has) but a skilled storyboard artist can really help everyone 
get a sense of things.

ST:   Do you use different boards for different parts of the project?

MW: �Storyboards are used in a variety of places at the bespoke service of a given 
project’s needs at the time. In the past, I’ve seen them used to help parse 
individual story missions as well as the overall story.

ST:   Do you give examples to the storyboard artist? If so, did they help? 

MW: �I’ve given a written scene to a storyboard artist and often liked how it’s 
looked. Saying that, often the creative process is like a game of golf – each 
iteration often moves the scene or sequence closer to where we want to be, 
but normally it provides valuable information about what needs to change 
and what’s working.

ST:   �Would even rough storyboards help in the first translation between script 
and the visual element?

MW: �Always – in fact I’d go as far as to say rough storyboards (and the word ‘rough’ 
is very subjective) are more desirable than polished ones as the latter take 
more time and therefore more money to create. The more time and money 
spent on a thing, the more likely it’s going to harden before its ready.

ST:   �Did seeing the storyboards change the project’s script or plan based on 
what was seen?

MW: �Often storyboards are used to showcase the story and gameplay as they are 
for the current project iteration. Once key decision makers have seen them, 
everyone gets together to discuss the best way to move forward and weigh 
up creative decisions that have been made and put on-screen. From these 
discussions, the next narrative iteration is often born (in partnership with the 
changing needs to gameplay too).
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TechnoGenesis: Metal Rebirth

During the preproduction phase of the turn-based strategy video game proj-
ect, TechnoGenesis: Metal Rebirth, storyboards were used to solidify the ba-
sic story and gameplay ideas, along with starting to get the team members 
on the same page. This game includes a combination of both cutscenes and 
gameplay boards. Even though this team was small, storyboards were used 
early for brainstorming meetings to help team members conceptualize the 
narrative and player interaction. 

At first, the ideas of each team member were far apart on overall art style 
and player progression. With the brainstorming of ideas and reworking of 
storyboards, the team was able to quickly identify problematic issues and 
solidify the narrative. After the first few meetings the team members’ ideas 
started to come closer together.

ST:   What tools do you use? What tools or programs would be helpful?

MW: �I use Word, Excel, Final Draft, and Perforce in my day to day. Programs like Articy 
and Chat Mapper can be helpful too, when a team uses them.

ST:   Are there any examples or experiences you would like to share in the book?

MW: �I will say the storyboard artists here at Crystal are excellent so seeing the work 
they did on Rise of the Tomb Raider, for example, is quite inspiring. I don’t view the 
workflow as a straight line, it’s more of a creative cycle designed to improve a 
project over a number of iterations. A great storyboard artist can be key to helping 
make that cycle work.

BRIEF REVIEW OF TERMS: 

TURN-BASE STRATEGY  Is a type of game where players (human or the 
computer’s artificial intelligence) take turns when playing.
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In Figure 5.1-3 we see a section of the script for the opening sequence for 
TechnoGenesis: Metal Rebirth. An early rough storyboard depicting the 
script is shown in Figure 5.1-4.

MICHELLE MCGOUGH - INDEPENDENT GAME DEVELOPER

TechnoGenesis: Metal Rebirth

Storyboards helped to flesh out ideas and create a cohesive vision for all team 
members. Often ideas that were difficult to describe were better conveyed through 
storyboards. They also helped in communicating the flow of the game and how one 
screen transitioned to the next. Just describing an idea can present different visions 
for how the game may look and flow for different people. Drawing out the idea, even 
crudely, helps to create a more detailed description of the game screens, organize 
screens, detail the action and flow of cut-screens, and demonstrate the placement of 
in-game objects.

QUOTE

TechnoGenesis: Metal Rebirth Script Opening

FADE IN

INT--COFFIN

You’re trapped inside a coffin-like room. 
Everything is low-res or basic green-screen 
line art. 

YOU:

Where am I? What the hell’s going on? Why 
can’t I feel anything?

A blunt appendage moves onto the screen.

FIGURE 5.1-3. Game script for the opening sequence for TechnoGenesis: Metal Rebirth. (CONTINUED)
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FIGURE 5.1-3. (CONTINUED) Game script for the opening sequence for TechnoGenesis: Metal Rebirth.

YOU:

GAA!!! Is that my arm? WHAT HAPPENED TO MY 
ARM!

Words float across the screen: 

CORE: 

Alert: Fire

Begin work order 1a: Y/N

YOU:

The room is on fire? THE ROOM IS ON FIRE! What 
do I do?

CORE: 

Begin work order 1a: Y/N

At this point the Y should flash or something to 
encourage the player to click it.

The coffin shatters, opens and screen dissolves 
into gameplay interface.
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Creating Game Modifications

Player created, video game modifications (or mods) have been growing in 
popularity and use. There are a few types of mods that range from small ob-
ject add-ons to complete game remakes. These mods can be added into the 
base game to change the game itself. Some developers have given players 

FIGURE 5.1-4. Storyboard of the opening cutscene for the game TechnoGenesis: Metal Rebirth.

ERIC MULDER - INDEPENDENT GAME WRITER

TechnoGenesis: Metal Rebirth

Storyboards helped explain what the ‘story’ elements could be, and the different 
directions it could go. They also showed how the style of the story elements could 
better interact and relate to the actual game.

QUOTE
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development tools or posting platforms to design and showcase player made 
mods. For example, the Fallout and The Elder Scrolls series of games from 
Bethesda Game Studios have a full range of mods created by players that 
anyone can add to their base game.

As in regular game development, storyboards fit into many types of mod 
creation. For example, any mods with a narrative component can use 
storyboards to help with preproduction and production. Some games like 
Shadowrun Returns by Harebrained Schemes have full campaigns that 
were created with detailed and long narratives that are dependent on 
player choice. These dialog trees and player interactions can be visual-
ized before the time intensive production stage. 

5.2: Storyboard Use in Motion Graphics

Motion graphics are everywhere from television shows and commercials, 
films, video games, electronic learning, presentations, to mobile applica-
tions. Motion graphics include different elements than traditional video 
footage and drawn animation. They encompass graphical elements such as 
text and logos and use computer programs to create an appearance of object 
and camera movement. Even with powerful computers and workstations, 
rendering a motion sequence can take a great deal of time. Storyboards can 
help to visualize the motion before spending the time on rendering. 

As with creating videos from footage, motion graphics storyboards bridge 
the gap between the script and the visual element. The camera and object 
movements can be shown within the storyboards, using the same directional 
markings as in the storyboards for video footage.  

One of the major applications used to create motion graphics is Adobe After 
Effects. The program can create a 2D or 3D workspace. Within this environ-
ment, text and graphics can be treated like actors on a movie set. Placement, 
blocking, framing, and movement between multiple cameras and angles can 
all be directed. In Figure 5.2-1 we show a screen shot of a 3D text scene with 
multiple cameras using Adobe After Effects.
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In an interview with Geoffrey Munn, a Freelance Illustrator/Animator, we 
gain more insight about the use of storyboards in creating motion graphics.

FIGURE 5.2-1. A screen shot of the Adobe® After Effects interface showing 3D object movement and camera placement.

STORYBOARDS IN MOTION GRAPHICS
Geoffrey Munn

Freelance Illustrator/Animator - geoffmunn.daportfolio.com

ST:   �What type of projects do you work on?

GM: �I work on all types of projects, from illustration, mobile app and game design, 
to full blown animation.

ST:   �How do storyboards fit into the workflow?

GM: �Storyboards help with workflow, allowing a stage of thought and development 
before diving into the end product.

INTERVIEW
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A short list of other programs used in creating motion graphics:

■■ After Effects 
by Adobe® Systems incorporated 
https://www.adobe.com/products/aftereffects

■■ Animate (formaly known as Flash) 
by Adobe® Systems incorporated 
https://www.adobe.com/products/animate 

■■ Microsoft® PowerPoint 2016®  
by Microsoft office®  
https://products.office.com/en-us/powerpoint 

■■ Photoshop 
by Adobe® Systems incorporated 
https://www.adobe.com/products/photoshop

Some of these programs do not have the 3D component; however, they can 
still show movement.

ST:   �Do storyboards, even rough boards, help with getting the team members on the 
same page?

GM: �Absolutely. I find that they really help pull the client into the project.

ST:   �Do storyboards help with the visualization from the script or narrative? 

GM: �Storyboards can be essential to helping visualize a script or how a scene will play 
out.

 

ST:   �Did seeing the storyboards change the project’s script or plan based on what 
was seen?

GM: �Yes. Boards will help to show what works or doesn’t in a script.

ST:   �Is there an experience you would like to share?

GM: �I have been involved on teams where we would schedule a storyboard reading, 
where we post the boards and read them in a pitch style. I really think this helps to get 
a feel for how the scenes will play out, and allows everyone in a production to see the 
entire project as a whole.
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In Figure 5.2-2 we see a quick storyboard of a logo reveal and motion text 
line in addition to camera movement indicators.

FIGURE 5.2-2. A scan of a simple storyboard showing objects movement (a text line and logo reveal) along 
with camera movement.
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and Motion Comics

Animatics

Storyboards are sometimes used as building blocks 
to help create an animatic for a film, comic, or 

gaming project. An animatic of the short-film 
project, Overtime, is on the companion DVD 
as an example.

As we learned in Chapter One, an animatic com-
bines images of a storyboard, still photographs, or 
computer-generated 3D images edited in a sequence 
and synchronized with a soundtrack. In the past, sto-
ryboards were filmed in sequence with zooms and 
pans to simulate the motion of the scenes. An audio 
track or music track is then edited to the footage to 
create the animatic. 

With the advancements in technology, computer 
editing or sideshow software enables quick and easy 
animatic development.

Animatics give the filmmakers a better idea of how 
the flow of motion, timing, and sound all work to-
gether. Any potential problems can be resolved be-
fore the production phase of the project.

Figure 5.3.1 shows a series of stills with the accom-
panying dialogue from the script. With movie editing 
software, the storyboards were assembled to play in a 
sequence with pans and zooms. The audio and music 
tracks were edited with the running of the sequence.

See a short list of computer programs used to create 
animatics in Chapter 6.

A quote from Geoffrey Munn describes a workflow 
and the use of an animatic:

Let me check.

I don’t think so. 

Did he see us?

FIGURE 5.3-1. Stills and dialogue 
from an animatic.

ON DVD

5.3: Storyboard Use in Animatics
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Motion Comics 

Motion comics, or animated comics, bring still comics to life by adding mo-
tion. Although comics themselves are a type of storyboard, adding motion to 
a comic enhances the storytelling and viewing experience. Mapping out the 
camera movement and subject blocking before production will streamline 
workflow and identify any issues with flow.

Creating a motion comic storyboard can be very similar to creating 
boards for animatics. 

Blizzard’s Overwatch video game is an example of using motion comics to 
tell stories. Overwatch is a team based, first person shooter with over 20 
heroes the player can choose. While the game itself only has hero voice lines 
and in-game scenery to hint at the backgrounds of the heroes, the main 
storytelling takes place outside of the game, using additional media outlets. 
One method is a series of hero based comics. These comics are presented 
in both still panel format and with enhanced motion to tell the backstory of 
the heroes. The motion comics include simulated camera movement, sound 
effects, and background music.

An example: Overwatch use of motion comics 
http://content.madefire.com/s-b61896a02148485a8838cca83d0d0e76/
index.html#

The following Figure 5-3.2 is an example of a script and correlating comic 
with the motion graphic on the DVD. Figures 5-3.3 and 5-3.4 represent the 
still comic drawn from the script, and in Figure 5-3.5 a storyboard of the 
motion comic.

The script, comic, and motion comic for Monster Comics are on the DVD.

GEOFFREY MUNN - FREELANCE ILLUSTRATOR/ANIMATOR

geoffmunn.daportfolio.com

I will use thumbnails to help jumpstart a project, or full blown storyboards for 
staging, and will then import them into an animatic to work out timing and pace.

QUOTE

NOTE

NOTE

ON DVD
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Monster Comics - Comic script

Panel 1:

Ext: outside in front of a comic book shop called 
“Monster Comics” with a large “Grand Opening” 
banner on the store front.

Panel 2:

Ext: Same as first Panel with the addition of 
outlines of two figures inside the store:

Monster 1: Today is the day!

Monster 2: �Are you sure about this? What if the 
customers guess we are real monsters?

Monster 1: �We will be fine; this comic shop is the 
best cover.

Panel 3:

Int: A close up of a ring (or swinging) door chime 
indicating the monsters have their first customer.

Panel 4:

Int: view of counter with a customer talking with 
Monster 1 (Monster 1 is facing the reader).

Customer: Wow! What an awesome store you have here!

Panel 5:

Int: Same as Panel 4 with Monster 1 looking 
nervous.

Customer: And your costumes are incredible!!

FIGURE 5.3-2. Comic script Monster Comics. (CONTINUED)
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FIGURE 5.3-2. (CONTINUED) Comic script Monster Comics.

Panel 6:

Int: Same as Panel 4 with Monster 1 looking more 
nervous.

Customer: �I mean I thought cosplay costumes were good, 
but, you all really went all out (with the 
customer gesturing to both monsters).

Panel 7:

Int: Same as Panel 4 with Monster 1 looking even 
more nervous.

Customer: �I can’t even see the threads or the mask 
lines!

((�note – we can zoom in during panels 5-7 or we can 
have the wider shot and zoom in postproduction))

Panel 8:

Int: Same as Panel 4 with Monster 1 looking 
relieved.

Customer: �Well, thanks for the comics; I’m going to 
tell everyone how cool this store is!

Panel 9:

Ext: Same as first Panel with the addition of 
outlines of two figures inside the store OR Int: A 
shot of the counter with only the two monsters

Monster 1: �See the perfect cover! Monster 1 looking 
very relieved.

Monster 2 �is looking on ((Note: not sure how Monster 2 
expression should look?))

END
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FIGURE 5.3-3. Page one of the comic short Monster Comics. Image used with permission from Michelle McGough. 
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FIGURE 5.3-4. Page two of the comic short Monster Comics. Image used with permission from Michelle McGough. 
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FIGURE 5.3-5. A storyboard for the motion comic Monster Comics.
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5.4 - Storyboard Use in Electronic Learning

Electronic learning, or educational technology, is a field that has been grow-
ing the last few years and is a broad term for using technology to present the 
viewer with learning material.

Some examples are:

Communicating the Teaching Materials

Designing materials for local and distance learning, lectures, tutorials, and 
presentations have expanded simple slide shows. Computer programs can 
design courses and presentations that can include interactivity and a time-
line for each slide or segment. These can be used to create complex files with 
timed text and graphics moving throughout the project along with learner 
interactivity-like quizzes. Storyboards can help clarify the motion to effec-
tively convey the script and teaching material. 

Storyboards created for some electronic learning projects can encompass 
most of the same techniques as storyboarding a script for video or film. Cam-
era movement and stage directions can be used and then implemented with-
in the design programs. Additional elements, like interactivity and narration, 
can also be represented within the storyboards. The use of storyboards in 
preproduction will have the same advantages as in other fields, like saving 
time and communication between team members during production. They 
will also have the benefit of focusing the information for the learner, which 
is important for learner retention. 

Multisensory Learning

Multisensory learning uses two or more of the learning senses like sight, 
hearing, and touch to communicate the teaching materials. Some examples 
are inserting assessment quizzes, animations, interactive tabs, hotspots, au-
dio tracks, or videos. Incorporating multiple senses can help increase the 
learners’ engagement, leading to a better understanding of the teaching ma-
terials, although it can make the project more complicated and add several 
moving parts. 

■■ Classroom lessons or quizzes

■■ Work presentations

■■ Tutorial training

■■ Software simulations

■■ Online courses

■■ Educational videos
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Writing the Narrative

Writing a script or narrative for electronic learning projects is different than 
writing instruction material for print or for a film. Electronic learning writers 
need to keep in mind the interaction of the viewer to the onscreen material. 
For example, too much text on the screen in addition to any movement or 
interaction might cause the viewer to miss important information by being 
distracted. It is important that a writer is cognizant of both viewer retention 
and the action that the viewer will be seeing on screen.

Instructional Design

Instructional designers, or e-learning developers, create the projects that are 
viewed by the learners. Computer applications such as Articulate’s Storyline, 
Adobe’s Captivate, and TechSmith’s Camtasia can create multisensory learn-
ing courses. In Figure 5.4-1 we look at an electronic learning project using 
the program Adobe Captivate.

FIGURE 5.4-1. Screen shot of an interactive project using Adobe® Captivate.
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Because of the complexity of these projects, detecting potential problems 
before designing the project within the applications, can save time and mis-
communication. Object and camera movement, flow, narrative, interactivity, 
effective assessments, and eye-movement are just some of the issues that can 
be identified using storyboards. Any of these issues can affect the efficiency 
of the learner to retain the learning material.

In Figure 5.4-2 we see a simple storyboard framework used in creating an 
instructional interactive presentation. 

Images or screen shots of footage can be added for reference. The script 
can be split to match the row with the corresponding action on screen. This 
will find problems such as too much text on a single frame/slide or missing 
information.

A short list of programs used to create interactive electronic learning 
projects:

■■ Camtasia®  
by TechSmith corporation  
www.techsmith.com/camtasia/

■■ Captivate  
by Adobe® Systems incorporated 
http://www.adobe.com/products/captivate.html

FIGURE 5.4-2. Screen shot of a storyboard framework used in creating an instructional interactive presentation.
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■■ Microsoft® PowerPoint 2016®  
by Microsoft®  
https://products.office.com/en-us/powerpoint 

■■ Storyline  
by Articulate 
https://articulate.com/360/storyline

In an interview with Morgan Smith, a Media Service Manager at Ascend 
Learning, we gain more insight about the use of storyboards in creating proj-
ects in the electronic learning field.

STORYBOARDS IN ELECTRONIC LEARNING
Morgan Smith

Media Service Manager, Ascend Learning - www.ascendlearning.com/

ST:  What type of project are you working on and what is your roll?

MS: �My team storyboards anything animation-related. If the end asset is going to 
have motion graphics – then it gets storyboarded in pre-production. I oversee 
a lot of that or simply do it myself to ensure that we start off on the right 
foot before getting too deep into recording narration or too far into animation 
editing.

ST:  How do storyboards fit into your workflow?

MS: �Oftentimes – a nurse educator will write out the content she would like 
to ultimately have turned into an animation. This is usually pretty sterile, 
considering it is medical content…but really starts to come to life when we get 
ahold of it and start separating that content out on Power Point slides.

ST:  Do storyboards help with the visualization from the script or narrative? 

MS: �Yes. My team will use the content written by the nurse educator to suggest 
moving/animated backgrounds we could use, graphics, or stock images we 
could implement…and also text that can reveal in sync with the narration. We 
will type out instructions to the animation editor in these storyboards…so give 
everyone a clear picture of what this is going to look like and how it’s going to 
move when it’s all finished.

INTERVIEW
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ST:  Do storyboards help with getting the team members on the same page?

MS: �Absolutely. In fact, they are pivotal to getting everyone on the same page…in 
particular the content experts. After the storyboarding step in our pre-production 
process – we send our storyboard to a content expert and require a sign-off on 
their end. They must agree that the content storyboarded visually matches the 
audio narration that will ultimately go with those visual. This is so important to 
have aligned BEFORE we go into audio production and animation editing…to help 
prevent costly and timely revisions later after the animation is created.

ST:  �Would even rough storyboards help in the first translation between script and 
the visual element?

MS: �Certainly. Anything helps to get you from Word document with a bunch of text to 
a picture of what the final animation might look like. We oftentimes have several 
iterations of the storyboard, as well, so that it can go back and forth from content 
expert to animator…to make sure we are capturing the essence of the content 
BEFORE production.

ST:  �Did seeing the storyboards change the project’s script or plan based on what was 
seen?

MS: �Sometimes, yes, the storyboard will end up taking the content in a bit of a different 
direction. This is why we have so many check-ins with our nurse educators before 
we go into production…to make sure our creativity isn’t going to take the content 
in the wrong direction. We are creating learning content, after all, so we have to be 
careful of that.

ST:  What tools do you use? What tools or programs would be helpful?

MS: We storyboard everything in Power Point.

ON DVD A few sample slides of an electronic learning lecture are on the DVD.
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While storyboards are used in making videos, they are also used in many 
other fields. Video games, motion graphics, animatics, motion comics, 
and electronic learning are just a few fields in which storyboards can 
make the workflow more efficient. Any place where a script or narra-
tion is translated into a visual element, storyboards can help streamline 
the workflow. The creation and use of the storyboards might need to be 
adjusted to fit the needs of the project and development team. However, 
the advantages of using storyboards within the projects remain the same 
as traditional boards.

SUMMARY

1.	 Explain two ways storyboards can help with the production of 
video games.

2.	 Explain the terms, in your own words with examples:  animat-
ics, motion graphics, and electronic learning, gameplay, and 
cutscene.  

3.	 Explain the ways in which storyboards are used in animatics?

REVIEW QUESTIONS: CHAPTER 5
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1.	 Try creating a motion comic out of a comic book.

2.	 Use images located on the DVD to create a storyboard and 
animatic.

3.	 Using a logo and a text line, create a storyboard depicting a 
motion graphic scene.

4.	 Design an interactive electronic learning presentation, teach-
ing the different ways storyboards are used in video gaming, 
motion graphics, animatics and motion comics, or electronic 
learning.

APPLYING WHAT YOU HAVE LEARNED

1.	 What are the advantages of animatics? Give examples.

2.	 What are some additional factors that need to be taken into 
consideration when creating storyboards for different types of 
electronic learning?

3.	 How could storyboards fit into video game production?

4.	 Which of the Chapter interviews was most helpful to you and 
why?

5.	 Have you ever used a storyboard in developing a game or motion 
graphic? Explain how you did it.  If you have not, explain how 
you would do it.

DISCUSSION / ESSAY QUESTIONS
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Technology Used in 
Creating Storyboards

CHAPTER  6

OVERVIEW AND LEARNING OBJECTIVES

In this chapter:

●● 6.1 – Conceptualizing for visual effects (VFX)
●● 6.2 – Digital creation with graphic touch tablets and screens
●● 6.3 – �Computer applications for storyboard and animatics 

rendering
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6.1 - Conceptualizing for visual effects (VFX)

In Chapter 1, we discussed how and when storyboards are used as a com-
munication tool and as a plan for production and postproduction. In this 
section, we will focus on visual effects (VFX) and why, with the advances in 
technology, the importance of storyboards has never been greater. 

Visual effects (VFX)

One of the many uses of storyboards is to help the conceptual understand-
ing of a scene. Scenes that involve special effects (SFX), visual effects (VFX), 
stunts, and complex camera setups are just some of the types of scenes that 
might be difficult for the crew to visualize. Because visual effects are dif-
ferent types of imagery that are created and integrated into the footage in 
postproduction, they can be difficult to visualize during preproduction and 
production. With reduction in production costs and the development of 
powerful computers, the use of computer-generated imagery (CGI) is be-
coming more popular in moviemaking.

In Figure 6.1-1, we have a storyboard frame showing a scene of a UFO at-
tacking. In the past, one method to film the UFO was to build a physical 

FIGURE 6.1-1. A storyboard frame shows a UFO that is not a physical model, but is a computer-generated image 
that will be placed into the scene during postproduction. 
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NOTE

BRIEF REVIEW OF TERMS: 

CHROMA KEY COMPOSITING An editing technique that combines two 
images or frames; one color of one image or frame is made transparent, re-
vealing the other image or frame behind it.

COMPUTER-GENERATED IMAGERY (CGI) Art created with the use of a 
computer; it can be static or dynamic.

GREEN SCREEN Often used in chroma key compositing because green is 
the least amount of color in skin.

SPECIAL EFFECTS (SFX) Practical effects that alter reality, created on set. 
Normally part of the live-action shoot.

VISUAL EFFECTS (VFX) Different types of imagery created and integrated 
into the footage in postproduction.

model and to shoot the model live with the action of the actors. Although 
traditional ways of creating different effects are still used, the majority of ef-
fects today use CGI. Regardless of the final postproduction process, the role 
and importance of the storyboard does not change.

Storyboards featuring visual effects are used not only as a communication 
tool for the cast and crew, but also as a plan for postproduction. Because 
the filming of the live action is shot before the creation of the visual effects, 
these scenes need more detailed preproduction planning, in preparation for 
postproduction, than is necessary for other scenes.

For example, during a shoot, the cast stands in front of a large green screen 
that, using computer-generated imagery (CGI) and chroma key composit-
ing, will later be turned into a vast space ship with alien technology. The full 
scope of the scene could be lost without the help of storyboards to depict 
the background and the action of the scene for the cast and crew to look at 
before shooting.

The use of storyboards for visual effects is similar to the manner in 
which animators use storyboards as an outline plan for their full 
animation drawings.

It is important that all the footage needed to successfully integrate the CGI 
in postproduction is captured during the shoot in the production phase. It is 
much easier to take the time to plan each shot, storyboard each scene, and 
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make sure all the footage needed is filmed, than it is to realize a live action 
shot is missing or does not cover all the aspects needed when in postproduc-
tion. Inadequate planning or oversights cause problems, making it necessary 
to schedule re-shoots, gathering all the actors and crew back, and inflating 
budget costs.

Be as detailed as possible during preproduction in developing the shot 
list and storyboard for scenes involving visual effects. This will save 
valuable time and money later in the project.

Figures 6.1-2 through 6.1-5 show an example of visual effects being used in 
a scene that is divided into parts, and the storyboard for the shot. During 
the live filming of the scene, the cast and crew would be shooting the action 
in front of a green screen (Figure 6.1-2). Separately, a development team 
would generate the UFO and background imagery digitally (Figures 6.1-3 
and 6.1-4). 

In postproduction, the live-action footage is combined with the CGI ship 
and background for the completed scene. Figure 6.1-5 is an example of a 

FIGURE 6.1-2. A drawing of an actor standing in front of a green screen for a scene that will be enhanced with 
computer-generated imaging (CGI) in postproduction. Because during the shot the cast and crew might see only a 
green screen, they rely on the storyboards for a reference to how the shot will look after postproduction.  

 Green screen

! 
TIP
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FIGURE 6.1-4. A drawing of a background that represents what will be created with computer-generated imagery 
for the scene.

FIGURE 6.1-3. This frame is a drawing of the UFO that will be computer generated and later used as part of the 
movie scene.
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storyboard frame for this scene; it shows both the live action and CGI. Com-
pare the action, look, and feel of Figure 6.1-2 to Figure 6.1-5. It is impossible 
to interpret the scene correctly by looking at only one part of the scene. The 
storyboard frame shows how the scene will look after completion in postpro-
duction and helps the cast and crew conceptualize the action, look, and feel 
of a scene.

6.2 - Digital creation with graphic touch tablets 
and screens

In Chapters 3 and 4, we followed the film project, Overtime, using common 
traditional methods in creating storyboards. Pencil and paper is still a com-
mon form in drawing storyboards; however, new technology is gaining in 
popularity. In this section, we will discuss graphic tablets and touch screens 
in greater depth.

FIGURE 6.1-5. A storyboard drawing representing the live action and computer-generated image of a scene. In the 
live action, the cast and crew will be shooting a frame like that shown in Figure 6.1-2, with the actor in front of the 
green screen.
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Graphic tablets

A graphic tablet is an input device that allows a user to hand-draw graphic 
images into a computer, in a manner similar to using a pencil and paper. The 
better the graphic tablet is, the more closely to pencil and paper it performs. 
Storyboard artists do use graphic tablets and tables for drawing boards, al-
though these types of tablets are tied to workstations. This makes it difficult 
to use graphic tablets during meetings and when on location. Smaller touch 
tablets and pencil and paper are used on these occasions.

In addition, there are touch tablet computers that are completely portable 
and are now common in animation and production.

Storyboard artists draw not only from scratch, using graphic tablets; they also 
scan their drawings into the computer for touch-ups, using the features pro-
vided by the tablets and the accompanying software. For example, in Figure 
6.2-1, the artist used the smudge and blur tools to change the appearance 
of the camera focus. The pressure sensitivity of the tablet allows artists to 
use the digital tools as if they were using conventional smudge tools such as 
blending stumps or kneaded erasers.

Advancements in technology continue to provide more features for the 
graphic tablets. These include a wider selection of paper types and draw-
ing pens. For a storyboard artist, these advancements are appreciated. With 
technological advancements, graphic tablets have become more portable 
with their uses for drawing storyboards soon to be unlimited. Figures 6.2-2 
and 6.2-3 are “before” and “after” storyboard images that were shaded with 
the use of a Wacom® Intuo4TM graphic tablet.

Some features to look for in a graphic tablet are:

Pressure sensitivity
Pressure sensitivity is one of the most important features when using a 
graphic tablet. It allows users to control the tablet pen as they would a nor-
mal pen. The sensitivity controls line thickness, pressure applied, angle of 
the pen, transparency, and color. The higher the pressure sensitivity, the 
more closely to pencil and paper the graphic tablet performs. 
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FIGURE 6.2-1. A storyboard that was enhanced by using smudge and blur tool effects with a graphic tablet to show 
a change in camera focus.

An example of the 

smudge effect
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FIGURE 6.2-3. A storyboard frame after shading by using a graphic tablet.

FIGURE 6.2-2. A storyboard frame before shading using a graphic tablet.
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Software interface
Depending on your computer’s capabilities, there are different types of com-
puter software. Some packages are bundled with the graphic tablet. Other 
packages can be purchased separately. For an effective workflow, find one 
that fits your needs and skill level. Figure 6.2-4 is a screenshot of the inter-
face for Corel® PainterTM Sketch Pad software.

Size
A few common sizes for graphic tables are 4x5, 6x8, 8x5, 10x6 and 9x12. 
Some manufacturers are making tablets to more closely resemble a wide-
screen format. The size of the tablet is not an indicator of a more powerful 
tablet, but an increase of surface space on which to draw. Choosing an over-
all size should be according to personal preference and desk space.

Pen
The graphic tablet pen and the button placement on the pen should feel 
comfortable when drawing. On some tablets, there are additional accesso-

FIGURE 6.2-4. A screenshot of a storyboard work in progress using a Wacom Intuos4 graphic tablet with Corel Painter 
Sketch Pad software.
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ries and types of pens that can be used. Some pens have an erasing end. De-
pending on the tablet, the pens can be free moving or tethered. In addition, 
most tablets can be set up for right- or left-handed use. 

Cost
Tablets can be expensive at the professional level; however, prices have de-
creased for the home market. Wacom is a major manufacturer of a variety of 
graphic tablets, priced according to the various features offered.

Some of the types of graphic tablets are:

■■ Boogie Board® eWriters 
by Kent Displays, Inc. 
https://myboogieboard.com/ewriters/sync 

■■ Huion graphic and pen tablets 
by Huion 
https://www.huiontablet.com/

■■ Turcom™ graphic tablets and displays 
by Turcom™ 
https://turcomusa.com/drawing-tablets.html

■■ Ugee pen tablets and display 
by Ugee Technology Co., Ltd.  
http://www.ugee.net/

■■ Wacom® pen computers, displays, and tablets 
by Wacom® 
http://www.wacom.com/en-us

Some of the types of software used: 

■■ Photoshop® 
by Adobe® Systems incorporated  
www.adobe.com/products/photoshop/family/

■■ Painter™ Sketch Pad 
by Corel Corporation™ 
http://www.painterartist.com/en/product/painter/?hptrack=mmptr
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Some of the pros and cons of graphic tablets are:

Pros
■■ An artist is able to draw directly into the computer.

■■ The pressure sensitivity allows the artist to draw as if using a pencil 
and paper.

■■ Once scanned in or drawn, a storyboard can be easily adjusted.

Cons
■■ Time could be a factor, with quick changes needed in meeting and on 

set.

■■ Some Graphic tablets and tables are not very portable.

Touch screens
One of the most notable technological advances is in touch screen technol-
ogy for portable devices and workstations. One of the drawbacks of graphic 
tablets is that they are not as mobile as pencil and paper. Touch screen tech-
nology has become mainstream with the advances made to portable devices.

Although many devices are portable, the lack of pressure sensitivity was a 
major drawback for storyboard artists. However, with new advances in tech-
nology, they have increasingly become a built in feature of these devices. 
Now, most storyboard artists can use them as effectively as pencil and paper. 
In Figure 6.2-5 we see an artist is using a portable touch tablet. 

With vast changes in this field occurring continually, it is recommended that 
you perform a key word search in a Web browser for the latest information. 
We have, however, provided a list of some of the devices that feature touch 
screen technology: 

■■ Android® tablets 
by a variety of manufacturers

■■ iPad® 
by Apple® Inc. 
www.apple.com/ipad/

■■ NoteSlate® 
by NoteSlate® 
www.noteslate.com/
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■■ Surface® 
by Microsoft® 
www.microsoft.com/surface/

Some of the pros and cons for touch screens are:

Pros
■■ Some devices are portable.

■■ Your workstation travels with you.

■■ Portable touch screens have pressure sensitivity.

Cons
■■ Some portable touch screens lack pressure sensitivity.

■■ Time involved in using software to draw rather than pencil and paper.

■■ Need a computing device.

■■ Learning curve with new software can be steep.

FIGURE 6.2-5. A portable tablet for use in creating a storyboard.
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6.3 - Computer software for storyboard and 
animatic rendering

In Chapter One, we briefly touched upon some different types of storyboard 
software. There are many different kinds, ranging from complex to simple, 
free to expensive. 

Computer Software for storyboards

Pencil and paper is still a common way to create storyboards, because stick 
figures are effective and quickly drawn, and time is normally a factor in mov-
iemaking or in creating other types of projects. Computer software pack-
ages, however, can be both 2D and 3D rendering tools.

If you have the time, various computer software programs are good tools for 
rendering scenes in 3D. After a scene is created, it is easy to make changes to 
the camera point of view, focus, and perspective. A user can also manipulate 
the cameras, lighting, background, angles, pre-made props, and sequence 
of movements with just a few mouse clicks. This helps to conceptualize the 
scenes and shots in preproduction. 

Computer programs help the storyboard artist in a variety of ways, from 
simple touch-ups on boards drawn on paper, to enhancements, to full 3D 
rendering of the scene. For a storyboard artist, time is a crucial factor in 
dealing with full rendering with the computer. Many times, the boards are 
used more as a communication device for the director to cast and crew; to 
work out ideas on shots and as a guide during the production phase, the 
boards do not need to be fully rendered. Storyboards are worked and re-
worked in meetings and on set. This makes it difficult to spend the time 
needed to design a 3D scene on a workstation.

If time is not a factor, however, computer packages enable directors and oth-
er filmmakers the ability to design their scenes to gain a clearer understand-
ing of how the story will be told and whether the shots will work together 
as they envisioned. Non-artists can use built-in features (such as pre-made 
3D models) to create scenes beyond the stick figures. Figure 6.3.1 shows 
examples of pre-made 3D models and different camera views. 



CHAPTER 6   n   TECHNOLOGY USED IN CREATING STORYBOARDS   n n n   311

Some features to look for in a storyboard 
program are:

■■ 3D models

■■ Animation

■■ Built-in animatics 

■■ Caption placement

■■ Drag and drop interface

■■ Drawing tools

■■ Easy-to-navigate interface

■■ File import and export

■■ Import text and scripts

■■ Lighting options

■■ Layering 

■■ Multiple cameras

■■ Object-drawing styles

■■ Pan and zoom

■■ Playback of the film

■■ Printing your storyboards

■■ Sound capabilities

■■ Template library

■■ Timeline features

■■ Transitions between frames

Some of the pros and cons of storyboard 
computer software are:

Pros
■■ 3D model capabilities

■■ Easy to move in 3D space

FIGURE 6.3-1. Here are screenshots taken from a story-
board that was drawn using computer softwear.
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■■ Camera and lighting placement

■■ Easy-to-add audio and music tracks

■■ Faster to animate

Cons
■■ Time involved in using software to draw rather than pencil and paper

■■ Reliance on computing device

■■ Learning curve with new software could be steep

■■ Lack of portability for meetings and on set

Although it is recommended that a key word internet search be performed 
for the most recent reviews and updates, we have provided a partial list of 
storyboard computer software programs:

■■ FrameForge Previz Studio 3TM 
by Innoventive Software, LLC 
www.frameforge3d.com/Products/FrameForge-Previz-Studio-3/

■■ SketchUp® Pro  
by GoogleTM 
www.sketchup.com

■■ SpringboardTM  
by Six Mile Creek Systems 
6sys.com/

■■ StoryBoard Artist Studio  
by PowerProduction SoftwareTM 
www.powerproduction.com/artist_studio.html

■■ Storyboard Pro  
by Toon BoomTM 
www.toonboom.com/products/storyboardpro/
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Computer Software for Animatics

A variety of computer software programs can be used to create an animatic. 
It is best to find one that fits your project’s needs and your budget. Some 
software is user-friendly and is common in the workplace; others are more 
specialized for movie production and the learning curve to become profi-
cient will be steeper. Some of the many software programs available include:

■■ Camtasia®  
By TechSmith® corporation  
www.techsmith.com/camtasia/

This program was used in making the animatic of Overtime,  
which you will find on the DVD.

■■ Final Cut Pro®  
by Apple® Inc.  
www.apple.com/final-cut-pro/

■■ Microsoft® PowerPoint 2016®  
by Microsoft® 
https://products.office.com/en-us/powerpoint

■■ Nero Vision XtraTM  
by Nero Ltd. 
www.nero.com/eng/vision-xtra-overview.html

■■ Premiere® 
 by Adobe® Systems incorporated 
www.adobe.com/products/premiere/ 

ON DVD



314   n n n   STORYBOARDING: TURNING SCRIPT TO MOTION 2/E   n   PART 3

1.	 What are the advantages and disadvantages of drawing paper 
storyboards?

2.	 What are the advantages and disadvantages of using digital 
storyboards?

3.	 Explain and give examples of the two groups special effects 
traditionally are divided into?

4.	 Why is pressure sensitivity important?

REVIEW QUESTIONS: CHAPTER 5

Pencil and paper is still the common way to create storyboards. Stick 
figures are effective and quickly drawn in storyboarding, and time is 
normally a factor in moviemaking. With the advances in technology, 
however, the various computing devices are becoming increasingly 
similar to pencil and paper. It is only a matter of time before the 
computing devices are portable, have pressure sensitivity, and are 
sufficiently powerful to run complex storyboard software packages 
with ease. 

SUMMARY
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1.	 Explain the following abbreviations and why they are important 
to storyboarding: VFX, SFX, and CGI.

2.	 Explain the terms and how they are used: green screen, graphic 
tablet, and touch tablet. 

3.	 Create a PowerPoint (or use another computer software pack-
age) presentation with frames from your storyboard.

4.	 Try different computer software packages for storyboard cre-
ation. Which did you like the best and why?

5.	 Draw storyboard frames showing how you would incorporate 
VFW effects and an actor?

APPLYING WHAT YOU HAVE LEARNED

1.	 Why have the advances in technology increased the importance 
of storyboards?

2.	 As technology advances, what could be the next step in using 
storyboards?

3.	 Would the use of paper for drawing storyboards decline in the 
future because of digital storyboards?

4.	 What technology would you like to use to draw storyboards and 
why?

DISCUSSION / ESSAY QUESTIONS
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Many of the words in this list have multiple meanings or uses. This glossary 
lists their definitions as they apply to the filming and gaming industries.

1.33:1—an aspect ratio; includes 
television and computer screens; also 
called 4:3 or Academy Standard

1.43:1—an aspect ratio for IMAX; 
70mm-wide film that runs through the 
camera and projector sideways; allows 
for a physically larger area for each 
image

1.66:1—an aspect ratio that is 16mm 
film or European Projection

1.78:1—an aspect ratio; high 
definition; the video widescreen 
standard used in high-definition 
television; also called 16:9 

1.85:1—an aspect ratio that is the 
American and United Kingdom 

widescreen standard for theatrical film 
and 35mm ratio

16MM—sixteen millimeter refers to 
the width of the film with an aspect 
ratio of 1.33:1 standard and TV, 1.66:1 
super

2.39:1—an aspect ratio for 70mm, 
Cinerama®, CinemaScope, and other 
super-widescreen formats

35MM—thirty-five millimeter filming 
gives a frame aspect ratio of 1.85: 1  

AAA—A Triple A (AAA) game refers 
to the highest level in development, 
financial, and marketing cost of video 
game production.
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ACADEMY APERTURE—in 35mm 
film, the full frame exposed by the 
camera, with an aspect ratio of 1.33 

ACTION—event or series of events 
that form part of a dramatic plot; also, 
a word that is yelled before a new 
filming take is about to start, as a cue to 
perform 

ACTOR / ACTRESS—a person who 
acts in a play, film, broadcast, and other 
forms of media

ADDED SCENES—shots or 
script changes that are added after 
preproduction

AERIAL SHOT—an extreme high-
angle shot that is usually done with a 
crane; it also can be done with airplanes 
and helicopters

ANGLE SHOT / ANGLE—the 
directional relation between the camera 
and the object at which it is pointed

ANIMATIC—combined images of a 
storyboard or still photographs edited 
in a sequence and synchronized with a 
soundtrack 

ANIMATION—the techniques used 
to simulate motion through creating 
frames individually and then editing 
them as one sequence 

ART DEPARTMENT—members of 
the crew who are responsible for all 
visual and artistic elements of a project 

ART DIRECTOR—the person who 
determines the staging requirements 

for a production and often designs the 
sets or supervises their building and 
dressing

ASPECT RATIO—the relationship of 
the height of the frame to its width

ASSOCIATE PRODUCER—the 
person who is under the direct 
supervision of the producer; sometimes 
a junior associate 

ATMOSPHERE—the surrounding 
or pervading mood, environment, or 
influence

BACKDROP—the background of 
an event; setting that is created to 
represent an environment

BACKGROUND ARTIST—the 
person in charge of creating the art that 
will appear in the rear of a set

BEAT—the momentary time unit 
imagined by an actor in timing actions 

BEAT BOARD—A beat board is 
generally like a storyboard without as 
much detail (like camera movement). 
It is a group of single images depicting 
“beats” or frames of important parts in 
a scene. 

BLOCK / BLOCKING—to plan 
or rehearse in order to work out 
the movement of the camera and 
placement of the cast and crew for a 
shot or scene

BLOCKBUSTER—a project that has, 
or is expected to have, wide popular 
appeal or financial success 
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BLUESCREEN—actors and objects 
are placed in front of a large blue 
(or green) background to later be 
superimposed onto another image 

BODY DOUBLE—a person whose 
body is shown in substitution for a 
leading actor

BOOM—a pole carrying an overhead 
microphone above the scene 

BOOM OPERATOR—the person 
who controls the overhead microphone 
on the boom and assists in placing 
microphones

BOOM SHOT—also called a jib or 
crane shot, and refers to a high-angle 
shot, sometimes with the camera 
moving

BOX RENTAL—payment to 
crew members for use of their own 
equipment for a project

BUDGET—the total amount of money 
allocated for a specific purpose during a 
specified period of time

CALL SHEET—a list of cast and crew 
members and the schedule of when 
they are needed for different scenes

CAMERA—a device that records still 
or moving images

CAMERA ANGLE—the point of view 
from which the camera photographs a 
subject or scene 

CAMERA CREW—a team in charge 
of the operation of a camera 

CAMERA MOVEMENT—a change 
in subject view, frame, or perspective 
of a shot, made by the movement of the 
camera 

CAMERA ROLL—each individual 
recording of the camera

CANTED FRAME—also known 
as a Dutch angle; a shot that is tilted 
25 to 45 degrees to one side, causing 
horizontal lines be at an angle 

CAR MOUNT—shots taken with the 
camera mounted on an automobile or 
other type of vehicle 

CAST—actors in a play, film, 
broadcast, and other forms of media, 
collectively 

CHANGE PAGES—script changes 
during production 

CHROMA KEY COMPOSITING—
an editing technique for combining  
two images or frames, making one color 
of one image or frame transparent to 
reveal the other image or frame  
behind it

CINEMATOGRAPHER—the person 
controlling a filming camera, especially 
one who is in charge of shooting and 
artistically capturing images; sometimes 
known as a director of photography

CINEMATOGRAPHY—the artistic 
creation of moving images using light 
and cameras 
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CLOSE-UP (CU)—a framed shot 
taken at close range wherein the 
subject is larger than the frame; often 
from the top of the head to the top of 
the chest of a person 

COMIC BOOK—narrative works 
of art in separate panels often 
accompanied by dialogue

COMMERCIAL BOARDS—
normally color on large sheets of paper 
and very detailed; at times, designed by 
advertising agencies for their clients

COMPUTER-GENERATED 
IMAGERY (CGI)—art created with 
the use of a computer; can be static or 
dynamic

CONCEPT BOARDS—very detailed 
illustrations focusing on the location, 
set, background scenery, or a dramatic 
event 

CONTINUITY—the seamless physical 
detail from one shot to another within 
a scene 

CO-PRODUCER—the person who 
co-supervises and controls the finances, 
creation, and public presentation of a 
project 

COVERAGE—shooting a scene 
from many different angles in order to 
properly tell the story

CRANE SHOT—a shot taken by a 
camera on a crane and often used to 
capture a view of the scene from above 
or to move up and away from the start 
point; see also boom shot 

CREDIT—the recognition or approval 
for an act, ability, or quality 

CREW—the group of people working 
together in the production but not 
appearing in the production 

CUT—the call “Cut” stops filming 
when in production; in editing, to make 
an abrupt change of image or sound, or 
changing from one shot to another 

CUTAWAY—a shot of part of a scene, 
filmed from a different angle and/or 
focal length from the master shot, of 
action not covered in the master shot 

CUTSCENE—in video games, the 
stopping of game play for the player to 
watch in-game action and mini-movies 
mostly uncontrolled by the player

DAILIES—the dailies are the first, 
unedited print of movie film, usually 
viewed after a day’s shooting; can also 
be called “rushes”

DAY OUT OF DAYS—a chart used by 
filmmakers to tally the number of paid 
days for each cast member 

DEPTH OF FIELD—the level of 
clarity behind and in front of the plane 
on which the camera is focused 

DIRECTOR—the person who controls 
the creative aspects (translating the 
script into images and sounds) of a 
project and instructs the cast and crew 

DIRECTOR OF PHOTOGRAPHY 
(DP)—a movie photographer who is 
in charge of shooting the movie and 
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is responsible for achieving artistic 
and technical decisions related to the 
images 

DIRECTORS GUILD OF 
AMERICA (DGA)—a labor union for 
the motion picture industry 

DISSOLVE—a transition between 
scenes; one scene fades away and the 
other fades in simultaneously 

DOLLY / DOLLY SHOT—a 
moveable platform that enables a movie 
or video camera to move during shots 

DRAFTSMAN—a person skilled in 
technical drawing for purposes such as 
set building 

DUTCH TILT, DUTCH ANGLE—
also known as a canted frame; a shot 
that is tilted 25 to 45 degrees to one 
side, causing horizontal lines be at an 
angle 

EDIT—the act of deleting, arranging, 
and placing together shots and 
sounds in order to construct a flowing 
sequence 

EDITORIAL BOARDS—storyboards 
that tell a story and are sometimes 
taken from scripts 

ELECTRONIC LEARNING—a 
broad term that includes 
communicating and teaching through 
electronic means including the use of 
multimedia methods

ESTABLISHING SHOT—a wide 
shot (WS) or a long shot (LS) that gives 

an audience a basic orientation to the 
geography of a scene 

EXECUTIVE PRODUCER—the 
person who brings the financing 
together for a project and generally 
handles business issues; might also be a 
financier of a film 

EXTERIOR (EXT)—a representation 
in visual art of the outdoors or scene 
shot outside a studio 

EXTRA—a performer hired to play a 
minor, nonspeaking role 

EXTREME CLOSE-UP (ECU / 
XCU)—reserved for dramatic impact; 
the shot may show just the eyes of an 
individual 

EXTREME LONG SHOT—a view 
from an even greater distance than 
a long shot (LS); often people-size 
objects are small within the frame 

FADE—the gradual diminution or 
increase in the brightness or visibility of 
an image in cinema or television 

FADE IN—to appear or be heard 
gradually 

FADE OUT—to disappear gradually 

FIRST UNIT—the team that shoots 
all scenes involving the major actors of 
the film 

FLASHBACK—a literary or cinematic 
device in which an earlier event is 
inserted into the normal chronological 
order of a narrative 
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FLASHFORWARD—an interjected 
scene that takes the narrative forward 
in time from the current point of the 
story 

FOLLOW SHOT—the camera follows 
the action of a subject from a fixed 
position 

FOREGROUND—the part of a scene 
or picture that is nearest to and in front 
of the viewer 

FORMAT—the specific type of media 
used to capture an image, i.e., 1.85:1 
35mm film, 1.78:1 HD; also, the type 
of equipment used to photograph and 
project and screen the media

FRAME—the viewing area as seen by 
the camera lens 

FREEZE FRAME—a still, motionless 
scene or image in the course of a shot 
made by running a series of identical 
frames or by stopping at one desired 
frame 

FULL SHOT (FIGURE)—sometimes 
called a long shot (LS), a frame 
captures the relative distance between 
the top of a person’s head to their feet 

GAFFER—the lead electrician 
responsible for the lights 

GAME ENGINE—the software 
designed for the creation and 
development of computer games 

GAMEPLAY—the interaction the 
player has with the computer game 

GAMEPLAY BOARDS—the 
map of actions and paths the player 
of a computer game has available 
throughout the course of a game

GRAPHIC NOVEL—narrative works 
of art that tell a story using art; often 
accompanied by dialogue

GRAPHIC TABLETS—a computer 
tablet that allows a user to hand-draw 
(like using a pencil and paper) graphics 
into a computer

GREEN LIGHT—permission to 
proceed with a project 

GREEN SCREEN—often used in 
chroma key compositing because green 
is the least amount of color in skin; also, 
see BLUE SCREEN

HAND-HELD—a shooting technique; 
the camera is held in the operator’s 
hands 

HIGH ANGLE—the camera shot 
usually set above the eye line of the 
subject 

HIGH DEFINITION (HD)—video 
having higher resolution than standard 
definition (SD) and digitally broadcast 
using video compression

HOT SET—an action actively being 
filmed or about to be filmed in a take 

IMAX— a 70mm-wide film that runs 
through the camera and projector 
sideways, allowing for a physically 
larger area for each image
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INDEPENDENT FILM / INDIE—a 
film produced outside of the 
Hollywood studio system 

INSERT—a shot of action already 
covered in the master shot but from a 
different angle or focal length 

INSTRUCTIONAL DESIGN—
the act of creating effective and 
engaging teaching methods often using 
technology and multimedia applications 
to enhance the material and learner 
retention

INTERIOR (INT)—a picture or 
rendering of the inside of a building or 
room 

JUMP CUT—an edit that removes the 
middle section of a continuous shot and 
joins together the beginning and end of 
the shot; any moving objects in the shot 
will appear to jump to a new position 

KEY FRAME—a drawing that defines 
the starting and ending points of any 
smooth transition 

LAP-DISSOLVES—also called 
dissolves; two scenes momentarily 
overlap during a transition from one to 
the other 

LETTERBOX—the practice of 
transferring film shot in a widescreen 
aspect ratio to standard-width video 
formats while preserving the film’s 
original aspect ratio 

LIGHTING—the use of artificial 
and natural sources, for aesthetic or 
practical reasons, while illuminating a 
scene 

LINE PRODUCER—the person 
who manages the budget of a motion 
picture; also may manage the day-
to-day physical aspects of the film 
production 

LOCATION / FILMING 
LOCATION—the place where 
some or all of a project is produced, 
in addition to or instead of using 
constructed sets 

LOCATION DIAGRAMS—Overhead 
diagrams used to illustrate camera 
placement within a set or location for 
particular shots 

LOCATION SOUND—any sound 
recorded at the shoot 

LONG SHOT (LS)—sometimes 
called a full shot (FS); taken where 
the frame captures a broad view of the 
environment and away from the subject

LOW ANGLE—a camera shot usually 
below the eye line of the subject 

MAJORS—motion pictures normally 
with a large budget, sizeable in scope 

MARTINI SHOT—the final shot of 
the day 

MASTER SHOT—the filming of an 
entire scene, from start to finish, and 
from an angle that generally keeps all 
the players in view 

MATCH CUT / MATCH 
DISSOLVE—a cut from one scene to 
a completely different scene with the 
objects in the two scenes occupying the 
same place in the frame  
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MATTE ARTIST—the artist who 
combines two or more image elements 
into a single, final image  

MATTE SHOT—a small portion of 
the shot is a live action shot,  the rest is 
masked to show a different background 
or foreground image  

MEDIUM CLOSE-UP (MCU)—a 
medium close–up shot cropped 
between the shoulders and the chest  

MEDIUM SHOT (MS)—a shot from 
a medium distance and normally from 
the waist up  

MODIFICATIONS (mods)—When 
used in reference to video games, it 
is the change or modification of the 
original game

MONTAGE—short shots edited into a 
sequence to condense narrative; often 
used to suggest the passage of time  

MOTION CAPTURE—the process 
of capturing movement and translating 
the information into a digital form or 
model 

MOTION COMIC—a combination of 
still or print images with animation and 
motion over time elements; with sound 
effects, natation, and background music

MOTION GRAPHICS—a set of 
graphic objects or footage that change 
over time giving the sense of motion; 
often used use in creating animations 
and effects for video multimedia 
projects

MULTISENSORY LEARNING—
uses a variety of senses to teach or 
communicate information

OBJECTIVE SHOT—a shot not seen 
from the viewer’s point of view  

OFF SCREEN (OS)—the action or 
sound that takes place out of the frame 
of the camera  

OVER-THE-SHOULDER SHOT 
(OTS)—the shot of someone or 
something taken over the shoulder 
of another person;  the back of the 
shoulder and head of this person is 
used to frame the image of whatever 
(or whomever) the camera is pointing 
toward  

PAN—to move a camera to follow an 
object or create a panoramic effect  

POINT-OF-VIEW SHOT (POV)—a 
shot that shows what a subject is 
looking at, through the camera 
perspective  

POSTPRODUCTION —the general 
term for all stages of production 
occurring after the actual shooting, 
ending with the completed work  

PREPRODUCTION—the process of 
preparing all the elements involved in a 
project before actual shooting  

PRINCIPAL PHOTOGRAPHY—
the primary phase of production 
during which the project is actually 
shot, as distinct from preproduction, 
postproduction, or reshoots  
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PRODUCER—the person(s) who 
creates the conditions for making 
movies;  they initiate, coordinate, 
supervise, and control matters such as 
fundraising, hiring key personnel, and 
arranging for distributors  

PRODUCTION—the process of 
actual shooting all the elements for a 
film project 

PRODUCTION ASSISTANT (PA)—
the person responsible for various 
aspects of a production; tasks can 
vary greatly depending on budget and 
specific requirements of a production  

PRODUCTION BOARDS—
sometimes taken from scripts to tell 
a story, they reflect the director’s or 
developing team’s ideas on the story 
and camera shots 

PRODUCTION COMPANY—the 
group of people responsible for the 
development and physical production 
of a project  

PRODUCTION DATE—the date 
shooting will start  

PRODUCTION DESIGNER—the 
person responsible for the overall 
design of the project; the key creative 
role, working directly with the director 
and producer to create settings and 
develop the style to visually tell the story

PRODUCTION ILLUSTRATOR—
the person responsible for drawing 
elements of the production and 
sometimes storyboards  

PRODUCTION MANAGER—the 
person responsible for practical matters 
in creating the vision of the director 
or choreographer within constraints of 
technical possibility  

PRODUCTION SCHEDULE—a 
plan of how the production budget will 
be spent over a given time scale  

PROFILE—a side view of an object or 
structure, especially of the human head  

PROP—an object used in a 
performance  

REACTION SHOT—an actor or 
actors shown reacting to another actor’s 
action or words, or to an event that is 
witnessed 

REVERSE SHOT (REVERSE 
ANGLE)—the view of the action from 
the opposite side of the previous shot  

SCALE—a proportion used in 
determining the dimensional 
relationship of a representation to that 
which it represents  

SCENE—the presentation in which 
the setting is fixed and the time is 
continuous  

SCREEN ACTORS GUILD 
(SAG)—a union that represents actors  

SCREENPLAY—a script for a movie, 
including descriptions of scenes and 
some camera directions  

SCRIPT—a written text of a film 
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SCRIPT BREAKDOWN—a list of 
the basics elements of the project, 
including special items, equipment, and 
effects that are necessary for the script 

SECOND UNIT—a team that shoots 
footage which is of lesser importance 
for the final motion picture; typically 
scenery, close-ups of objects, and other 
inserts or cutaways  

SET—the location where shooting is 
taking place, either indoors or outdoors  

SET DESIGN / SCENIC 
DESIGN—also known as production 
design, the creation of scenery and 
backgrounds  

SETUP—each new camera angle, 
especially when lighting must be moved

SHOOTING SCHEDULE—a plan of 
each day’s shooting for a production  

SHOOTING SCRIPT—a version of a 
screenplay used during the production, 
using scene numbers and following 
a well-defined set of procedures 
specifying how script revisions should 
be implemented and circulated  

SHORT FILM—a film under 60 
minutes in length  

SHOT LIST—a document listing all 
intended shots in a film  

SINGLE—a shot with the frame 
encompassing a view of one person or 
subject  

SLUG LINE / SLUG—the text before 
each scene in a script that details the 
time and location of the action  

SMASH ZOOM—the dolly zoom 
effect done very quickly  

SPECIAL EFFECTS (SFX)—
practical effects created on set that 
alter reality;  normally part of the live 
action shoot 

SPEED—the team, camera person, 
or sound recorder that will call out to 
acknowledge that they are rolling  

STATIC SHOT—the camera and 
frame do not move when shooting  

STEADICAM SHOT—a shot using 
a mechanism or mount for steadying a 
hand-held camera  

STOCK FOOTAGE—a film or video 
footage that is not custom shot for use 
in a specific film or television program  

STORYBOARD—a series of drawings, 
illustrations, or photographs that 
convey a story or series of events and 
sometimes includes dialogue 

STRAIGHT ON (FRONTAL)—a 
non-angled view of the subject in the 
frame

STUNTS—acrobatic or dangerous 
actions  

SUBJECTIVE SHOT—a shot taken 
from a subject’s point of view
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SUPER 35—a ratio which includes 
70mm, widescreen, Cinerama, 
CinemaScope, and other super-
widescreen formats 

SWISH PAN—a panning shot in which 
the scene moves too quickly to be 
observed

TAKE—a single, continuous filmed 
performance without interrupting the 
run of the camera

TALENT—another name for an actor 
or a cast member

TILT / TILTING—a cinematographic 
technique in which the camera rotates 
up or down

TOUCH SCREEN—a digital display 
that can detect and track the location of 
a touch on the screen 

TRACKING SHOT—a shot taken 
while the camera is being moved by 
means of wheels, as on a dolly 

TRAVELING SHOT—a shot taken 
when a camera moves with the subject 

TURN-BASE STRATEGY—Is a type 
of game where players (human or the 
computer’s artificial intelligence) take 
turns when playing.

TWO SHOT—a frame encompassing 
a view of two people or subjects;  many 
common two shots have one subject 
in the foreground and the other in the 
background

UNIT PRODUCTION MANAGER 
(UPM)—an executive who is 
responsible for the administration 
of a film; generally responsible for 
watching all costs on the project, with 
the intention of delivering the film 
on budget at the end of principal 
photography

VIDEO GAME—an electronic game 
with user interaction often played on a 
computer or gaming console

VISUAL EFFECTS— audio or visual 
effects that alter reality and are edited 
postproduction after the live action 
shoot 

VOICE OVER (VO)—narration heard 
over a scene; also, narration heard at a 
higher level than a source of music or 
background sound  

WARDROBE DESIGNER—the 
person responsible for the design 
of costumes for both film and stage 
production 

WEB SITE NAVIGATION 
BOARDS—drawings or thumbnails 
that create connections and map out 
the navigation of a Web site  

WHIP PAN—a type of pan shot in 
which the camera moves sideways 
so quickly that the picture blurs into 
indistinct streaks; commonly used as a 
transition between shots, can indicate 
the passage of time and/or a frenetic 
pace of action

WIDE SHOT (WS)—a shot taken 
from a distance; reveals where a scene 
is taking place
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WIDESCREEN—70mm, widescreen, 
Cinerama, CinemaScope, and other 
super-widescreen formats 

WILD TRACK—sound recorded 
without images 

WIPE—a gradual spatial transition 
from one image to another;  one image 
is replaced by another with a distinct 
edge that forms a shape  

WRAP—a phrase used by the director 
to signal the end of filming  

ZOLLY—a shot involving a dolly and 
zoom combination  

ZOOM—A gradual change in the focal 
length of the lens;  creates the effect of 
dollying in or out without moving the 
camera
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DVD information

The DVD that is included in this book contains a number of additional files 
and features. Additional scripts, blank storyboard frames, and exercises are 
included for further study of how storyboards fit into the filming process.

The short film, Overtime, is shown in its entirety and in completed form. 
The book showcased the steps taken in both preproduction and production 
to make the final film. The DVD also includes the in-real-time film and sto-
ryboard comparisons. Using the book together with the DVD allows you to 
watch the static script become a motion picture.

■■ Full running of the film, Overtime

■■ Full running of the film, Overtime, synchronized with the side-by-
side running of the storyboards 

■■ Full running of the film, Overtime, synchronized with the visual of 
the script text and the running of the storyboards 

■■ Full Overtime animatic

■■ A storyboard slide show running in order

■■ Overtime storyboard movie with voice over

■■ Extra scripts and blank frames

■■ Additional exercises

ON DVD

FIGURE B.1. A still screenshot from the film, Overtime, located on the DVD. The preproduction and 
production of the film is showcased in the book.
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Blank storyboard frames

On the DVD, there are files containing pre-made blank storyboard 
frames. Following are blank frames for 2.39:1–widescreen and 1.78:1–high  
definition:

ON DVD

FIGURE B.2. Storyboard frames (2.39:1–widescreen) for practice drawing.

Blank storyboard frames for practice
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FIGURE B.3. Storyboard frames (1.78:1–high definition) for practice drawing.

Blank storyboard frames for practice
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Storyboard practice frames

Included here are a few storyboard frames to use for creating your own 
script, shot list, or story, to analyze or to re-draw.

FIGURE B.4. Storyboard frames for practice in creating your own script and shot list.
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Extra scripts 

On the DVD, there are files containing extra scripts that have not been pro-
duced. Below is one of those scripts. You can use these scripts to practice the 
steps for creating storyboards and for the book exercises.

ON DVD

Playing Ball - The Lion and the Mouse 

FADE IN

EXT. BASEBALL FIELD 

The Vikings and the Bears are having a scrimmage 
game in a local baseball field. Nine team members 
of the Vikings arrive in a huge van with their 
team’s name on the side of the van, expensive 
uniforms, plus matching sports bags and baseball 
shoes. Fifteen members of the Bears’ team 
arrive in old cars with their parents; uniforms 
bought at the local department store and old, 
mismatched baseball shoes.

The Vikings’ coach speaks to his team.

VIKINGS’ COACH

Today will be an easy win 
for us. They have only won 
two games this whole season 
and we have won all of our 
games this year. Think 
of today as practice. You 
won’t have to play hard 
against them.

The Bears’ coach speaks to his team.
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BEARS’ COACH

Do your best today. We won 
our last game and we can do 
it again. It doesn’t matter 
what their record is this 
season. This is a new game. 
Just do your best!

UMPIRE

Let’s play ball!! Batter 
Up!

The first Bears’ player goes to bat.

VIKINGS’ PLAYERS

(chanting) Easy out! Easy 
out!

TWO PLAYERS STRIKE OUT

VIKINGS’ PLAYERS

(chanting) Easy out! Easy 
out!

EXT. OUTFIELD

The third Bears’ player hits the ball and the 
center and left fielder collide trying to catch 
it. The coach goes out to see the injured 
players.

VIKINGS’ COACH

Both of you have to go sit 
on the bench with those 
bloody noses. Call the ball 
next time!!
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EXT. VIKINGS’ COACH GOES OVER TO TALK TO THE 
BEARS’ COACH

VIKINGS’ COACH 

We will have to forfeit the 
game. We do not have any 
players to replace our two 
injured players. 

BEARS’ COACH

Let’s finish the game. We 
have extra players. You can 
have two of our players to 
play the outfield. 

VIKINGS’ COACH

Thank you! I appreciate 
that.

EXT. THE GAME CONTINUES

VIKINGS’ COACH TALKS TO HIS ASSISTANT COACH

VIKINGS’ COACH

Our new Bears’ players are 
really playing great. They 
are calling the balls and 
are catching them.

ASSISTANT COACH

It looks like they gave us 
their best players.

THE BASEBALL GAME ENDS
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VIKINGS’ COACH

We wouldn’t have won the 
game without your players. 
They are very talented. I 
would like to offer them 
the chance to play on our 
summer team. 

BEARS’ COACH

That would be great! They 
need to increase their 
playing time and they 
could use more coaching 
than I can give them.

VIKINGS’ COACH TALKS TO HIS ASSISTANT COACH

VIKINGS’ COACH

I was wrong about the 
Bears’ team. They don’t 
have a good record this 
season and they look 
scrawny, but they helped 
us when we needed it. 

VIKINGS’ ASSISTANT COACH

They could have easily won 
the game when our players 
got injured. We would 
have had to forfeit the 
game but they showed great 
sportsmanship.

FADE OUT
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Additional Exercises

1.	 Discuss or write about a personal experience or a movie you have 
watched, using storyboarding ideas.

2.	 Develop a storyboard from one of the scripts included in the book, 
DVD, or story you have read. 

3.	 Make your own movie and use storyboards. 

4.	 Put a series of photographs or drawings in order and tell a story. 

5.	 Take one picture and tell a story from it and describe what story-
board and shot list you would make.

6.	 Discuss what you have learned from the book and what surprised 
you.

7.	 Summarize each section of the book and discuss the parts that have 
been most helpful; explain why.

8.	 Draw the text from the script Mad Dash, located on the DVD, into a 
storyboard page, using the blank frames that are provided.

ON DVD

 
Excerpt from Mad Dash 

Mike turns at the next exit and travels on a 
two-lane highway.

MIKE

We got the first green 
light.

JENNIFER

Let’s hope our luck 
continues.

They go through a few more lights. Mike is 
getting very upset.
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FIGURE B.5. Practice (1.78:1–High definition) storyboard frames for drawing.

Blank storyboard frames for practice
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Cast

RAMONA TAJ 
Ramona is an actress and model in Bos-
ton. After years of nonprofit work in the 
arts, encouraging students to pursue 
their dreams, Ramona decided to make 
a change and pursue her own dream of 
acting. Since her first audition in 2009, 
she has been cast in multiple indepen-
dent projects, playing both principal 
and supporting characters. Ramona ap-
proaches each project—whether it is 
acting, modeling, singing, dancing, or 
working behind the scenes as a member 
of the crew—with the same enthusiasm 
and philosophy: “If a picture’s worth a 
thousand words, then it had best have 
something to say.” www.ramonataj.com

LEIGHSA BURGIN
Formally trained in the performing 
and fine arts as well as being an accom-
plished producer, director, and choreog-
rapher, Leighsa has worked extensively 
in live performances with a number of 
theater companies for the past ten years. 
Her impressive body of work spans a 
wide range of genres from live events, 
to theater, to television and film.

She is proud to be a founder of and 
performer in the internationally tour-
ing and award-winning theatrical com-
pany for All the Kings Men. Her most 
recent film role, aside from Overtime, 
was playing herself in Play in the Gray, 
a documentary about All the Kings Men. 
Her favorite stage credits include the 
starring role of Mona in Come Back to 
the Five and Dime, Jimmy Dean, Jimmy 
Dean, Catherine in Arthur Miller’s A 

View from a Bridge, and May in Samuel 
Beckett’s Footfalls. Leighsa has no fa-
vorite venues for performance, though 
her favorite kind of work is challenging, 
tough, and boundary stretching.

FIORE LEO 
Fiore is a native Bostonian who has 
been acting since his late teens. He is 
very active in the local Indy film scene 
and is beginning to broaden his “act-
ing horizons.” He enjoyed working on 
Overtime and is very flattered to be part 
of this project.

ALISHA FINNERAN
Alisha attended the University of Maine 
at Orono, where she studied anthropol-
ogy. After becoming established as a 
licensed esthetician, she began classes 
with the New Hampshire Theatre Proj-
ect. From there she became involved 
in local theater. In the beginning of this 
year, Alisha attended a film class at CP 
Casting in Boston. She became very in-
terested in the subtleties of film and has 
pursued her interest since. Alisha re-
sides in Maine with her husband. 

Crew

MIKE PECCI
Mike Pecci’s ability to touch audiences 
through his films is a credit to his com-
mitment to understand humanity. His 
work has an emotional quality that can 
both frighten and pull in audiences, 
playing off the darkest chasms of the 
human condition. Working with some of 
the most deeply hidden places in a char-
acter, Mike has created timeless films 

Cast and crew biography
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that impel you to fall in love or cringe 
with fear.

Trained in film production at the New 
York Film Academy in 1999, Mike Pecci 
has since worked with some of Boston 
and New York’s brightest and boldest 
talents. His music videos have been fea-
tured on MTV2 and Fuse, and his films 
have excited festival audiences for years.

With eight years of experience on the 
Boston film scene, Mike has cemented 
a name for himself not only as a music 
video director, but as an abstractly edgy 
filmmaker who is undeniably devoted to 
the art of storytelling. His characters are 
the faces of his work—passionate, emo-
tional, vulgar, and distorted stories are 
the basis for some of Mike’s most well-
received films.

ERIC MULDER 
Eric was summoned to Houghton Mif-
flin Company during the Great Tolk-
ien Wars. Sadly, he succumbed to his 
wounds and has since died and gone 
to Harvard. Now laboring for Harvard 
University Press, he continues to put 
words on paper. They aren’t usually his 
own words, but no afterlife is perfect. 

JOHN GAGE
Sound mixer John Gage has worked in 
the New England movie industry for 
eight years; his projects have included 
many involving people with disabilities. 
He plays several instruments in a few 
rock bands, and is in postproduction on 
his comedy /sci-fi /music-movie, Elvis’s 
Dream Attack.

www.newenglandfilm.com/user/ 37515

DAVID FREDERICK
David Frederick is an Emmy-nominat-
ed composer who, with years of award-

winning work as a composer, continues 
to inspire audiences through his music 
and creativity.

In a career that has earned him an 
Emmy nomination, critical acclaim, and 
numerous awards, David has proven 
himself to be a versatile composer in a 
wide range of musical styles and con-
texts. David has earned a reputation as 
an exceptional collaborator, making him 
a top choice for producers and direc-
tors. No matter the genre, medium, or 
venue, David displays boundless enthu-
siasm with the ability to engage and con-
nect with the listener through his talent 
for crafting evocative and memorable 
new musical worlds. David combines 
his broad-based musical experience, 
training, and a strong knowledge of con-
temporary sounds to easily adapt to any 
assignment. His true genius lies in the 
fact that he instinctively has a deep un-
derstanding of what the core and emo-
tion of a production is and consequently 
produces music that is perfectly suited. 
David is further noted for his gift of 
unique composition styles, haunting 
melodies, and support of a filmmaker’s 
vision. Whatever your personal tastes in 
music, media, entertainment, or popu-
lar culture, chances are good that you’ve 
had at least a passing acquaintance with 
the work of David Frederick.

GREY MOORE
“Grey is an extremely talented com-
poser, sound designer, and musician. He 
brings multiple talents to all of his en-
deavors, resulting in outstanding quality 
and creativity.” May 16, 2006. Request 
a new or revised recommendation from 
David Frederick
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INDEX

1.33:1,  38–39, 317
1.43:1,  39, 42, 317
1.66:1,  39, 317
1.78:1,  14, 38–40, 82, 317, 322, 331–332, 
339

1.85:1,  39, 41, 317, 322
2.39:1,  28, 39, 41, 317, 331
2D,  20, 266–267, 276, 310
3D,  20, 24, 279–281, 283, 310–311
16mm,  39–40, 317
35mm,  39, 317–318, 322
70mm,  39, 317, 322, 326–327

A
AAA,  266, 269, 317
Academy Aperture,  318
action,  247, 265, 291, 299–300, 302, 318
actor,  7, 13, 74, 103–105, 182, 191, 207, 
237, 300, 302, 318

actress,  318
AD. See also assistant director
added scenes,  318
advertising agencies,  8, 320
aerial shot,  48, 56– 57, 318
agency,  9, 19
American Projection,  39, 41
anatomy,  14
angle,  6, 33, 44, 48–49, 54, 56–57, 60–62, 
68, 103, 134, 142, 250, 303, 318

angles shots,  56, 318
animated comics See also motion comics

animated films,  20–21, 25
animated movies,  20, 266

animatic,  21
animation,  20–21
animator,  20
motion capture,  20–21

animatic,  19–21, 267–268, 283–284, 296, 
310, 313, 318, 330

animation,  9, 20–21, 279–280, 293–294, 
299, 303, 311, 318

animators,  20–21, 299
arrow,  7, 14–15, 17, 46–47, 62, 68, 75, 83, 
109, 124, 130, 136, 140, 144, 194

art department,  318
art director,  318
artist,  4, 9, 18, 21, 22–23, 32, 41, 76, 87, 
103–104, 109, 166, 265–267, 274–275, 
303,  308, 310

aspect ratio,  4, 14, 16–17, 36–43, 39, 41, 
43, 318

assistant director,  9, 103
associate producer,  318
atmosphere,  318

B
backdrop,  318
background artist,  318
beat,  318
beat board,  267, 269, 318
block,  209, 318
blockbuster,  318
blocking,  79, 111, 134, 209, 266, 279, 284, 
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318
bluescreen,  318
blur,  66, 303–304
board,  4, 7–9, 41, 60, 70, 72, 76–78, 108, 
118, 132, 158, 182, 213, 248, 250, 256

boarded,  13, 19–20, 126, 130, 166, 193, 
197, 211, 215, 221, 223, 245, 248, 250

body double,  319
boom,  7, 49, 62–63, 319
boom shot,  49, 62–63, 319
box rental,  319
brainstorm,  21, 109, 265, 275
budget,  13, 30, 34–36, 78, 87, 107, 195, 
248, 300, 313, 319

C
call sheet,  319
camera,  48, 98, 319

angle,  60
seeing through,  17
setups,  7, 13, 36, 298

camera angles,  30, 33, 56, 57, 58, 59, 61, 
122, 126, 154, 164, 260

camera frame,  14, 16, 38, 39, 48, 66, 68, 
72, 79, 119

cameraman,  24, 68, 79
camera movement,  4–11, 14, 17, 32, 36, 
45–46, 49, 60–71, 79, 88, 98, 109, 111, 
119, 124, 126, 142, 190, 194-195

boom shot,  49, 62
car mount,  49, 64
crane shot,  49, 62
dolly shot,  49, 60
follow shot,  49, 70
hand held,  49
pan,  49, 66
smash zoom,  49, 68
static shot,  49, 64
steadicam shot,  49, 64
swish pan,  49, 66
tilt,  49, 62
tracking shot,  49, 66
traveling shot,  49
whip pan, 66
zolly,  49, 68
zoom,  49, 68

camera placement or angles,  44, 48–49, 80, 
103, 319

aerial shot,  48, 56
canted frame,  48, 60
high angle,  48, 56
low angle,  48, 56
over the shoulder,  48, 56
profile,  48, 56
reverse shot,  48, 60
straight on or frontal,  48, 56

camera shots,  44, 48–75
field-size or scale,  48 
movement,  49
placement or angles,  48

canted frame,  48, 60–61, 319
car mount,  49, 64–65, 319
cast,  78–79, 319
cast members,  79, 118, 182
CGI. See also computer-generated imagery
change pages,  319
character,  20, 36, 37, 45, 47, 107, 120, 126, 
136, 138, 142, 146, 152, 154, 184, 340

character movement,  45, 136, 154, 272
characters,  20, 33, 37, 130, 154, 180, 184, 
211, 223, 250, 340, 341

chroma key compositing,  299, 319
cinemascope,  39, 317, 327
cinematic,  17, 22, 319
cinematographer,  35, 38, 319
cinematographic technique,  62, 327
cinematography,  88, 319
close-up,  44, 48–51, 76, 98, 152, 201, 203, 
205, 213, 215, 225, 320, 321, 324

comic book,  8, 142, 146, 284, 296, 320
commercial boards,  8, 320
communicate,  4, 10, 25, 30, 31, 47, 76, 80, 
86, 87, 118, 174, 248

communication,  8, 9, 11, 13, 31, 33–34, 37, 
86, 290, 298, 310

computer,  310
programs,  310
rendering,  310
software,  310

computer game,  3, 8, 20–22, 25, 77, 264
cutscene,  264, 266



INDEX   n n n   345

game engine,  264
gameplay,  264, 272
gameplay boards,  264

computer-generated,  283, 298–302, 320
computing device,  309, 312
concept board,  8, 320
conceptualization,  10, 33
continuation,  14, 17
continuity,  320
co-producer,  320
coverage,  7, 98, 154, 164, 172, 197, 320
crane shot,  49, 62–63, 319–320
creation,  10, 18, 20–22, 31, 35, 77, 87–88, 
184, 264, 279, 302, 319, 320, 322, 326

credit,  320
crew,  77–78, 319–320

preproduction,  77
production,  78

crew members,  7, 10, 30–31, 35, 190, 209, 
259, 319

director,  34
director of photography,  35
producer,  35
production designer,  35
set designer,  35
storyboard artist,  34

CU. See also close-up
cut,  72, 152, 284, 320
cutaway,  49, 70–71, 320
cutscene,  20–23, 25, 33, 320

D
dailies,  320
day out of days,  320
depth of field,  320
detail,  4, 8, 19–20, 34–35, 66, 76–77, 
80–81, 118, 120, 150, 182, 186, 248, 320

development,  37
development team,  8, 21–23, 33–34, 80, 
266, 300

diagrams,  37
director,  6, 9, 11, 17, 19, 30–37, 41, 86–87, 
98, 209, 310, 318, 320, 321

director meetings,  37, 106–109
director of photography,  12, 13, 19, 30, 35, 

78–79, 106, 190, 203, 207–211, 233, 259, 
260, 319, 321

Directors Guild of America,  321
director’s ideas,  10, 31, 34
director’s vision,  7, 10, 35, 37, 44, 87, 106, 
118, 174

dissolve,  49, 72–73, 321, 323
dolly,  7, 44, 48-49, 60–61, 64, 66, 68, 120, 
321, 326

DP. See also director of photography
draftsman,  321
draw,  4, 41, 102–103
drawing,  44, 47, 321

aspect ratio,  41
frame,  47

drawings,  4, 8–9, 20, 25–26, 29, 34, 37, 76, 
80, 86, 102–103, 118, 219, 303, 326, 327, 
338

drawing the frame,  47
Dutch angle,  60, 321
Dutch tilt,  60, 321
DVD information,  330

E
ECU. See also extreme close-up
edit,  72, 321
editing,  20, 23, 44, 48, 49, 72, 74, 77, 80, 
152, 154, 197, 203, 205, 215, 268, 282, 
293, 299, 318, 319, 320

editorial boards,  321
editorial, editing, and point of view,  49

cutaway,  49, 70
establishing shot,  49, 70
freeze-frame shot,  49, 74
jump cut,  49, 74
master shot,  49, 74
match cut,  49, 72
objective shot,  49
point of view shot,  49, 72
reaction shot,  49
subjective shot,  49

editorial shot,  70–71, 74
educational technology See also electronic 
learning

e-learning See also electronic learning
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electronic learning  21, 279, 290–294, 321
environment,  36, 52, 102, 186, 268, 279, 
318, 323

establishing shot,  50, 70–71, 122, 211, 321
European Projection,  39–40, 317
executive producer,  321
EXT. See also exterior
exterior,  47, 321
extra,  321
extreme close-up,  48–51, 321
extreme long shot,  52, 321
eye line,  56, 322–323

F
fade,  5, 72, 89, 276, 321
field-size or scale  48, 50, 52

close-up,  48, 50
extreme close-up,  48. 50
extreme long shot, 52
full or figure shot,  48, 52
insert,  48, 54
long shot,  48, 52
medium shot,  48, 50
single,  48, 54
two shot,  48, 54
wide shot,  48, 52

figure shot,  48, 52
film,  18, 20, 253
filming location,  103, 323
filmmaker,  4, 76, 283, 310
filmmaking,  17, 20, 30, 33, 39, 86, 156
financing,  30, 321
first unit,  321
fixed position,  70, 322
flashback,  321
flashforward,  322
focal length,  54, 68, 70, 320, 323, 327
follow shot,  49, 70–71, 322
foreground,  52, 54, 225, 322, 324, 327
format,  322
frame,  4, 14, 17, 41–45, 50, 299, 322–323

camera,  14, 48
drawing,  41
for film,  17
height,  43

inside,  17
number,  41
outside,  17
size,  36

freeze frame,  49, 74, 322
frontal,  46, 58, 76, 326
FS. See also full shot
full shot,  52, 322–323

G
gaffer,  79, 241, 258, 322
game 

creator,  4, 264
developer,  4, 264
engine,  264

gameplay,  8, 21, 33, 80, 264, 272–275, 322
gameplay board,  8, 264, 272, 322
graphic novel,  8, 76, 283,322
graphic tablet,  23, 303–308

cost,  307
pen,  306
pressure sensitivity,  303
size,  306
software interface,  306

green light,  322
green screen,  299–302, 322

H
hand-held,  49, 75, 322
hardware,  23, 302
HD. See also high definition
high-angle,  56, 62, 134, 322
high definition,  16, 39, 40, 82, 322, 331
Hollywood,  35, 265, 323
horizontal axis,  58
horizontal line,  60, 319, 321
hot set,  322

I
illustrate,  10, 36, 58, 79, 103, 122, 136, 
168, 190, 323

imagery,  37
IMAX,  39, 42, 322
independent film,  35, 323
indie. See also independent film
information
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gathering,  37, 85–87
refining,  110
used,  37

initialed,  14
insert,  24, 48, 54–55, 323
instructional design  291, 323
INT. See also interior
interactivity  290, 292
interior,  47, 323
internet,  312
interpret,  17, 30, 111, 302
interview,  9, 19, 265–268, 273–275, 280, 
293, 296

J
jib,  62, 283
jump cut,  49, 74, 286

K
key frames,  41, 79, 323

L
lap-dissolves,  323
lens,  4, 68, 274, 322
letterbox,  323
lighting,  33, 79, 103, 310–312, 323
line producer,  323
location,  8, 12, 19, 21, 30–37, 86–87, 
102–104, 182, 323, 325

location diagram,  31, 33, 36, 102–103, 186
location photograph,  36–37, 85, 102–104, 
107–108, 120, 182, 219

location scouting,  87
long shot,  48–52, 70, 107, 321–323
low-angle,  48, 56–57, 211, 323
LS. See also long shot

M
majors,  35, 323
martini shot,  323
master shot,  48–49, 54, 70, 74, 98, 223, 
284, 323

match cut,  49, 72–73, 323
match dissolve,  323
matte artist,  324
matte shot,  324

medium close-up,  98, 324
medium shot,  45, 48, 50–51, 109, 231, 324
meeting,  9, 19, 31, 33–35, 79, 85–86, 106, 
146, 310

meeting with the director,  31, 37, 87
miscommunication,  77
mod See also modification
modification  264, 324
montage,  215, 267, 324
motion capture,  20–21, 33, 324
motion comic  21, 284, 289, 324
motion graphics  21, 279–281, 293, 324
motion pictures,  35
movie photographer. See also director of 

photography
moving platform,  60
MS. See also medium shot
multisensory learning  290, 291, 324
music,  258, 283–284, 312, 327

N
narration,  264, 266, 290, 293–295, 327
narrative  20, 21, 36, 267, 272, 275, 279, 
291, 292

non-artist,  24, 310
noninteractive,  264, 266

O
objective shot,  49, 74, 324
object positioning,  7
objects,  4, 15, 17, 31–32, 37, 46–48, 52, 65, 
72–74, 105, 186, 276, 279–282

off screen,  18, 47, 324
OS. See also off screen
OTS. See also over-the-shoulder
outside factors,  13
overhead diagram,  36, 86–87, 323
overhead illustrations,  36
over-the-shoulder,  46, 48, 58–60, 98, 197, 
225, 324

Overtime
cast,  258, 340
crew,  258, 340
DVD information, 330
script,  88–97
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script with director notation,  111–117
shoot,  190
shot list,  98–101

P
pan,  7, 44, 49, 66, 67, 70, 108, 109, 124, 
311, 324, 326, 327

panoramic,  66, 324
pencil and paper,  23, 25, 302–303, 308, 
310, 312

perspective,  10–11, 17, 24, 49, 72, 87, 138, 
310, 319, 324

photograph,  18, 36, 37, 87, 104, 110, 184
point-of-view shot,  49, 72, 324
portable,  23, 303, 308, 309
portrayal,  7, 25, 32, 76, 150
postproduction,  23, 31, 74, 110, 111, 203, 
298–300,  324

POV. See also Point of View shot
preproduction,  7, 31–33, 36–37, 77–78, 85, 
87, 104, 106, 111, 119, 324

pressure sensitivity,  303, 308, 309
primary figures,  34

director,  34
storyboard artist,  34

principal photography,  111, 324
problem,  13, 19, 77, 260, 268, 272, 283, 
292, 300

producer,  30, 35, 78, 247, 325
production,  7, 31, 36, 78, 87, 111, 189, 
264, 284, 290, 294, 298, 303, 310, 324–325

production assistant,  325
production designer,  31, 35, 102, 106
profile,  48, 58–59,  325
prop,  4, 6, 30–37, 76, 85–88, 105–109, 150, 
182–185, 191, 310, 325

Q
quick sketch,  33–34, 76, 102, 118, 191
quote,  13, 24, 33, 77, 79

R
reaction shot,  55, 74, 325
reference,  9–13, 19, 36–38, 44, 87, 104, 
109, 166, 191, 248, 292, 300

rendering,  47, 265, 279, 310

reveal,  52, 142, 213, 282, 299
reverse angle. See also reverse shot
reverse shot,  48, 60–61, 325

S
scale,  48, 50, 52, 80, 102–103, 325
scene,  4, 11, 14, 16, 18, 31, 41, 47, 72, 98, 
152, 298, 325

scenic design,  326
screen actors guild,  235
screenplay,  325
script,  4, 8–9, 11, 30–31, 34, 36–37, 44–47, 
86, 88, 110, 118, 190, 325–326

script breakdown,  88, 326
script notes,  17
script supervisor,  190
SD. See also standard definition
second unit,  326
set,  103, 325–326

building,  87, 326
diagrams,  36, 86

setting,  102, 170, 318, 325
setup,  103, 326
SFX. See also special effects
shoot,  4, 10, 98, 102, 299
shooting area,  36
shooting schedule,  13, 98, 216, 326
shooting script,  326
short film,  35, 326
shorthand,  45, 181
shot,  14, 47, 98, 207

common type,  48
description,  50–75
example,  50–75
types of,  49

shot indicator,  17
shot list,  37, 44, 45, 98, 110, 176–181

film,  252–257, 326
Reading,  45
Translating,  44
Understanding,  44

Shot list,  36, 86–87, 98, 326
shot sequence,  7
single shot,  54, 136, 248, 250, 326
sixteen millimeter. See also 16mm
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sketch,  12, 30, 33, 44, 76
slug line,  326
smash zoom,  326
software,  21, 23, 24, 264, 283, 290, 303, 
306, 309–313

sound,  18, 47, 72, 79, 190, 199, 229, 248, 
259, 283, 284, 311, 320, 323, 326, 327

special effects,  13, 272, 298–299, 314, 326
speed,  326
stabilizer,  107, 195
stage,  12, 30, 119, 290, 327
standard definition,  39
static shot,  49, 64–65, 211, 326
steadicam,  49, 64–65, 107, 195, 326
stock footage,  326
storyboard, 4, 19, 326

anatomy,  14
animated movie,  20
artist,  17, 31, 34, 36, 86–87, 106, 184
change,  248–250
comic-book,  8, 142, 285, 296, 320
commercial board,  8
comparison,  191–247
computer game,  21, 264–279
concept board,  8
created,  36
creation,  31, 87
detailed,  76
development,  31
digital creation,  302
director,  6
editorial,  8
evolving,  23
frame,  4, 14, 17, 41–45, 50, 261, 267, 

269, 298–302, 305, 322, 331
future,  23, 265
gameplay board,  8
graphic novel,  8
hardware,  23, 303
location,  86, 182
page,  4, 14
planning,  37
preproduction,  7, 13, 36
process,  30, 77
production,  36
production board,  8

prop,  184
reference guide,  12
refining,  110
rough,  118–175
script,  6
sequence,  52, 57, 63, 67, 69, 267, 268, 

274, 279, 283, 310
shot list,  176
sketch,  33
software,  23
start,  30
talent,  182
technology,  283, 290, 297–299
type of,  8
types of scene,  13
wardrobe,  184
web site navigation board,  9
what are,  4
what is portrayed,  14
who benefits,  77
why use,  10

storyboards evolving,  23
hardware,  23
software,  23

storytelling,  8, 31, 33, 44, 49, 74, 78, 88, 
106, 110, 120, 138, 180, 186, 250, 284

straight-on,  58, 205, 326
studio executives,  30
stunt,  13, 235, 245, 247, 298, 326
style,  6, 8, 12, 20, 30–37, 78–79, 87–88, 
105, 106, 111, 156, 177, 184, 186, 229, 325

subject,  14–15, 17, 30, 45–76, 130, 154, 
284, 326

subjective shot,  46, 74, 326
super 35,  39, 41, 327
swish pan,  49, 66–67, 327

T
tablet,  23, 265, 303–309, 322
take,  247, 327
talent,  9, 31, 33, 36–37, 79, 85–86, 102, 
104, 182, 327, 340

teaching materials  290
technology,  21, 23, 33, 283, 290, 298–305, 
308

television,  8–9, 38–40, 279, 317, 321, 326
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television commercial,  8–9
text,  37
theatrical film,  39, 317
thirty five millimeter. See also 35mm
three-shot,  54
thumbnail,  9, 13, 30, 80, 88, 291
tilt,  6, 46, 60, 62, 108–109, 120, 122, 321, 
327

tilting,  62, 108, 122, 193, 327
time line,  87
touch screen,  302, 308, 327

portable,  309
pressure sensitivity,  309

tracking shot,  49, 66, 67, 109, 120, 327
traditional,  20, 22, 142, 266, 272, 279, 299
transition,  66, 72, 321
translate,  6, 30, 34, 44–45, 47, 49, 180
traveling shot,  49, 327
turn-base strategy  275, 327
two shot,  48, 54–55, 213, 227, 233, 237, 
245, 327

U
unit production manager,  327
updated boards,  189, 248

V
vertical axis,  58
VFX. See also visual effect
video camera,  23, 38, 60, 321
video game,  21–22, 33, 80, 263–279, 284, 
295–296, 317, 320, 324, 327

visual effect,  13–14, 77, 297–300, 327
visualize,  4, 7, 10, 12, 24, 30, 77, 79, 118, 
182, 267, 272–273, 279, 281, 298

visual reference,  9, 13, 87
visual representation,  30
voice over,  327

W
wardrobe,  30, 36–37, 85, 88, 105, 107, 109, 
150, 184, 186, 241

wardrobe designer,  327
weather,  13, 216, 235, 243, 247–248
web browser,  308

web site navigation board,  9, 327
whip pan,  66, 327
widescreen,  16, 28, 39, 41, 317, 323, 327, 
328

wide shot,  44, 47–48, 52–53, 70, 321, 327
wild track,  247, 328
wipe,  124, 328
working relationship,  18
workstation,  23, 279, 303, 308–310
wrap,  247, 328
written story,  7
WS. See also wide shot

Z
zolly,  49, 68–69, 328
zoom,  7, 17, 49, 68–69, 140, 207, 213, 283, 
286, 311, 328
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