Showing Camera Moves on a Simpsons Board
' Remove all the top labels of the ?naau except the one on the stop point
LT

PAN: Arrows from one frame to another... _ Zhow The drection of ;n o Show The start point

the clearer the better! Show the stop point,;
bax it to clearly make it different from the start boint
If the acting changes through the pan, show a few of the poses

- 1 : 8C.5 [Ba. — [mana [T ]
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. “Ad). Left
Camera Adjust: the comera moves less than * Only show the entice frame of the stop point
one full frame in any direction; arrows drawn
{rom one frame to the other. . .
Using moves in combination-
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Drift In Push Out / Truck Qut  push Tn/ Com. Ad), Left with Marge  Slight Ad}, Right with Liso
if the cut Yo the next shot  Slow Out / Smash Out

comes before the camera stops WIDEN ﬁ } gmﬁ b 3 O<m m S\H.._-IHZ -_u—\_m ﬂD ) >> m

Push In/ Truck In
Slow In/ Smash in
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Angles are our friends!

oor -
Springfield is NOT a wo dimensional world

( —

Better!
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BORING!) FLATI UNINSPIRED! s
Unless that's what you WANT., . Show at _wm>m._, 3PLANES angle draws TOO much attention
don't draw ifl . in a rooml away from the scene.
" Try to avoid having floor lines  Unless it's a really dramatic
exactly paraliel to the battom moment, keep it simple!
of the frame!
N _
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Ok, there are three v._mzom in  BETTER| >_>_O_~m DYNAMIC!  Whoal Burns ig almost on TOP
+  the Background, but Smithers 3 planés of the room, Burns is of us. Very dynamic, but ngain,

and Burns are standing exactly  closer creating depth. He save it for the scenes that
next to one another..which  is placed higher in the frame call for it
flattens the scene out. . than Smithers, subconsciously

BORING! moking Burns more. #mportant!



When in doubt... Lower the
HORIZON! | -

sc. _[ma. ] umMko

Thisis o *STOCK' shot of Rev.Lovejoy
speaking to the congregation. Since it's
“ been used in shows before, it'll be easy
to layout..but..the Rev. better not be

~ Aw = aYa q..,J...,
_ .Jﬂ.\.Nm)p\ IIMWJ.V; r | saying anything too important, couse
AN _\T / W7 ) it's  fairly boring shot.

A mundene shot.. .Burns has

no power here, and the e RLLLO) 7| Betterl Lovejoy must be .mnﬁ:u something
lawyers seem Yo be standing \ - H impartant, because he's obove us and all
the same distance from the the 'lines’ of the shot drow the eye to him,

comera os Burns ig in his
seaH

And it still shows us where we are AND
that the congregation is there,. but eosier
to draw since you only see those people
on the cisle!

A more dramatic shot. The difference
is subtle. But now Burns holds more
power, and the distance between the
lawyers and Burns is emphasized. All

If what Lovejoy's saying is more
important, you could even START
on a low shot of him..then loter
cut to o wide shot showing the
congragation,, maybe an "over the
Rev.'s shoulder' shot,
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ANOTHER

Don't cut off heads in the frame.

Cutting of f heads is bad.
I hate people who cut of f heads.
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Homer! Is that you? By only showing half
of an already abstracted character, it's
harder subconsciously to recognize that it's

Homer,

Ahhhl Tt IS Homer. Even though his head
takes up almost half of the frame, it feels
more comfortable than when it was cut in
half, Also, he doesn’t drow focus from
Marge because you can't SEE HIS FACE.

Of course, this isn’t set in stone...some directors don't have a problem cutting off heads on ‘over the shoulder’ shots.
And sometimes, the scene may even call for it..you may want the viewer to feel boxed in or slightly confused.

But, just keep in mind..BRAD HATES 1T
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ey S I TIONS

. One of the most important jobs of a good storyboard artist is to create smooth transitions
between scenes! Don't just cut to the next scene, or to o new establishing shot..try and be creativel
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ﬁ locale. Why break it up? By cutting to an S
- ] ] EXT. PLAYHOUSE shot, it breaks up the e
DAL IORFRT I “H”"”“u-““al””‘”- There's the v_”.o_.“. *—Oi q—n *—.—W M*O_J‘. _ _
_ | | But by PUSHING IN past Bart
These two scenes happen in the same locale. Why break it up? the flow is maintained, and yet
we move into a new scene.
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SCREEN DIBEGLIOW

PART ONE: STAYING ON THE 600D SIDE OF THE CAMERA LINE

Keeping the 'camere’ from jumping the ‘camera
line i< the easie:t thing to learn, easiest mistake
to spo?, but is still the most common mistake
board artists makel

) o ) i A

£ LA R

Whichever direction the characters ore FACING
at the beginning of a scene...the invisible eyeline
between them is the CAMERA LINE. Crossing
over that and sceing 1he characters from the
opposite side is a JUMP CUT {a bad 1hing).

In live action...this line can be formed Just by
the rirections the person’s eyes are looking...
but becouse onimation deals with abstract
two dimensional characters, the direction
they FACE is the key factor,

5C. fen. JTeiRG ) g

the man behind the
counter facing LEFT,

This scene staris with Then SUDDENLY he's.  Jailbird comes in,

—

e

But we cut 16 him

facing RIGHTR| - making Homer -~ SUDDENLY facing

turh to the LEFT,

RIGHT

In this sequence, the comera’s jumping oll over the place! Even though no one

actually moves anywhere In the room, it

s harder for the viewer

subconsciously

1o keep everything straight with the camera randomly jumping around.

el fe e LtmAITY R TEIT)

By simply flopping the two middle panels, we keep 1he man behind the counter

ey
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ond Homer focing the right way...ond it makes the scene much more comprehensible.

AN EASTER WAY TO REMEMBER THIS:
If the character Is facing ane direction in
one shot, keep them facing that way in
EVERY SHOT (unless you see them turn),

oo
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SCREEN DIBEGLION

PART TWQO: STAYING ON THE SAME SIDE OF THE SCREEN
. but it's Just as helpful in keeping things nﬂm\.p in your gtnging and storytelling,

This isn’t es much a rule as crossing the CAMERA LINE

As you con see,
my original iden_
was to cut from
his shot with
Homer and Marge

in the background, to a shot where
the Security Salesman stands
between them. IN theory, this
would put him psychologically

between them as well... w C I—I

The scene would be better served by
keeping the Homer and Marge TOGETHER,
since the Sec, Salesman is playing

against BOTH of them, -
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This scene starts out with Moe

on the left and Homer on the -
right...and the next shet DOES
work in the context of the scene.
Homer is still facing left,and
Moe doesn't start out in the scene.
This allows for him to enter the
frame now facing screen left..,

BUT
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The cutting is smoother if we STAY on bath Moe and Homer, keeping them
bath in the same spois in the frome relative ¥o one another,

KEEP THE CUTTING CLEAN BY KEEPING THE CHARACTERS
IN THE SAME RELATIVE SPACE IN SEQUENTIAL SHOTS..
(NOT THE SAME SIZE (WHICH WOULD CREATE JUMP CUTS)).
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WIDE SHOT (also LONG or ESTABLISHING)
Composition showing WHERE we are, WHO is there, and where they

are INRELATTON TO ONE ANGTHER. Simply Yaged te allow the
viewer easy comprekension and acelimation This shot is the most
impartant shot of any sequence_all shos of terwerds are based oround

it. 14 doesn’t have fobe the first shot of o scene, but it MUST happen of
some point, ofherwise fhe viewer will be disoriented, o

MEDIUM SHOT |

Used when the choracters become more
important than the sitroundings. Shows
facial expressions AND gestures while
continuing the relationships between one
or two other characters..

CLOSE Up

This shot involves the viewer more, focusing ona
porticulor character or object,” Subte facial acting
is used, or there is text to be read, small details 1o
be noticed. Close-ups involve minimal animation while
belng powerful images.. Just don't overuse them.
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SCREEN DIBEGLION

PART THREE: CONTINUITY IN MOVING DIRECTIONS'

sC. Jen. [rmnG] T

-[sc.__Jed. . - . Trwana] T

5T, |9G, [viama] |
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Psychologically speaking...
LEFT TO RIGHT is more
natural to the eye (we
read that way).

Comr~<itionally, keep some
space in FRONT of the car
or character in the direction
they're moving: the viewer
subconsciously need;to feel
the character hos someplace

to go.

IN THIS SHOT, the carls
maving left to right shown

by the ARROW CALLING FOR
TIHE BACKGROUND (BG) TO
PARN BEHIND THE CAR FROM

RIGHT TO LEFT.

After o few scenes, Homer's
on his way home, To
emphasize that he’s going
home, the OPPOSITE of
where he was going, he
should now be travelling
RIGHY TO LEFT.

We cut to insld
cer. The BG continues
in the some direction-
Right to Left...keeping
Homer travelling
LEFT TO RIGHT.

Homer's beck, and he's -

outside his hotrse going
in. He's STILL moving
LEFT TO RIGHT,
continuing the emphasis
that he's qoing AWAY

Inside, you keep Homer

going LEFT TO RIGHT
..not Just ta continue
the 'going home' feel,
but alse because Homer

createsa 5

from s_rnnmcw_. he'd been. [CAMERA LINE ALONG

THE DIRECTION

HE'S TRAVELLING!
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INSERTS

Fall sereen close-ups of actions, abijects, text, er charecter's reactlons

ploced as if inserted over o longer scene, or over amther chorgther's

._Exﬁ

Inserted close-up of important sbject with fext 1o be read

(R TR T e T

ARl EAL)E

Inserted close-up of Bart's reaction to what Hamer is saying
{Homer's diglogue confinues over shet of Aart)

L T i

EOWNTYPES OF SHOTS (&

-

UPSHOTS and DOWNSHOTS
Upshads place 1he rlewer benralh the forus and downthots place the vitwer ehove,
physicolly AND peycholopioolly. Stnce most shets ere strospht an, upshaty ond
anaaru-u._t vorle sa m_.!.n t -Ri.

.I—dﬂal_.J

From themed _.a shof we cit foe pQSZm:S. of Liso, Marge's POV, which_

ets up the USHOT of Marge, Lisa's FOV.
Fhis LPSIHOT R IHT Y
atcentuates the ’ - .

height of the :
Warld Trode
Canter, pid the
vintores Hemer

_~m<mwmm .mIO._.
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Normally, It's o wnn_ Idena to cross +rﬂ
CAMERA LINE. but sometimes rules
can be braoken, Itke [n this scene.
Here, we cut to a REVERSE ANGLE
to see Homer & Marge's reactions.
We can do this, beacuse thelr
focations in relation to Rev.Lovejoy
were strongly established in the

first shot,

murt gw, The
DOWMNSHDT on
Homer, tha virtue)
[yl Bﬂ the

top of vha tawar,
felates Homneer and X
fuvhax film sven
mare patherlc,

TICT/ DUTCH ANGLE

Used when wierd, y:: ¥ ,,.HE. I

vielent, :.Ea___u V.\.
Impressiohistic
or ofher nevel - e

52& re ._nn%.ﬁ_

TWIST IN to g fili
over-dramadizes
a renction to someone
or something.

When you choose your shots,
think in terms of both the

DRAMATIC hpac

on the audience, and

)i
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ONE SHOT

)RISTYPES OF SHOTS (&

THREE SHOT

STAGING IN DEPTH

T

Wbt e
- One persnin e
Ty et f

- TWO SHOT
Two people,
usually with
dialogue relating
to one another.

OVER THE SHOULDER (OTS)

[ S (1 _ﬂll_malLH.T....

Two shot 1

which puis O %;
focus on the wa P _, .
character T m\. i
focing camera, \ﬁﬂqﬁ R = _
still subconsclously includes the other character,

This shot sets up for the ONE SHOT, as if the
viewer hos essumed the other characier's POV,

SC. - |BG.

As In this THREE SHOT, not

h:_srznﬂ [

every composition needs to
be viewed from straight on!
Move the camera to angles
which create depth, placing

closer in the foreground, or
back into the background.

THIS THREE SHOT maokes
Bart the focus by being face

Three characters in
a shot...duh!

front, but alse closest 4o us.

|

shape crented, Skinner is in

the top of the triangle.

one or more of the characters

But, becaouse of the triangular

power in the scene standing at

USING THE AUX. PEGS TO CREATE 3 DIMENSIONS

Take advantage of ouxillary pegs to

create multi-plane ef fects when

you think it might enhance the flowl

Use It to PAN IN characters during ————
a truck out (see example) or PAN QUT

o cHaracter the viewer is looking over to
$ruck into the character being spoken to
(0TS example- PAN OUT Marge as comera
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FAN IN Sart PAN IN Marge/Lisa
TRUCK CUT

TRUCKS IN to a ONE SHOT of HOMER)
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Notes On 'Story Sketching

DEVICES, VICES & THINGS TO AVOID IN THE MAKING
OF STORY SKETCHES

"One of the greatest things Disney has to offer an artist is the
discipline of having to sell hlS stuff by making definite and difficult
statements, in simple and uncompllcated language, pictorially
speaking.”

--Phil Dike

All the clichés about story sketching are true.

' § 1
1. Things should read as a silhoueite. ‘ ‘ .
2 views of Jiminy Cricket eating an ice cream cone

2. The important idea of the sketch should be featured and all else
in the sketch sublimated.

3. The most obvious 0 common staging is the best.
4, Originality often leads to gcuﬂty. ,
5. _A successful story sketch communicates its idea instantly.

6. The slightest shadow of & question in the viewer's mind means
the story skeich needs reworkmg ; i ,

See Comic Strip Artist’s Kit, Carson Van Osten's treatise on this
subject as applied to comic books.
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