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Background

Inking and painting

The orfist’s ploce in television teday i in the Directar’s Chair.
The suzeess of everything that will finally cppeor on the sirean
depends on what he crectes on hiy drowing board. All the
complivated mecharies of TY production dapend on the eriginal
craatisn of the citigt. The fiming ond layout specialists, wha
contral the timing of the action — the enimators, who handle
the movemen! — the specialists who do the bockgreurds over
which the animators work — the inking and painting craw, who
do the final rendaring — the comera and loborotery departments,
whe pheotograph and moke the prints — oll work from the artist’s
ariginal ¢cancept, from which he produces the working storyboard,




This is o single froma fram the frs
animated cartoon made for telavision, It
was created by Chod Grothhepf in 1938,
when there were opproximately fifty
television sets in the United Stotes.

The artist in television —

The artist has come into his own in the exciting world of tele-
vision. In this highly creative visual ficld there are wonderful
oppartunities for you, the artist, 1o use your talent in original,
imaginative ways and make a good living while you do so.

Television is such an enormous medium that it is dithcult o
comprehend its almast unlimited possibilities, But to get an idea
of its incredible growth we have only to realize that the very first
animated cartoon made specifically tor television was created in
1938 and seen on only about hfty TV sets. Today there are not
hity, but there is a television set in virtually every home in
America — aml an enormous number of homes have two or even
more sets. This doesn’t include TV sets in public places — hotels,
motels, and restaurants. And the portable zer has become a mem-
ber of the family when it travels,

Television influences our habits, our manners, our likes and
dislikes, our educational system, our opinions, our politics, our
deepest hopes and dreams — vur very lives. It will continue to do
s0 — double strength —as it continues to grow,

What has happened in America in the distribution of TV scts
is happening all over the warld. The effect of relevisian, bath
present and [uture, is incalculable. Pictures have been a univer-
sal |anguagu since the times of the cave men. We understand
and believe what we see, no matter who we are or where we live,
The visual image can be more effective in establishing communi-
cation between peoples ol difterent nationalities and ditterent
countries than any svapbox speeches ever written or shouted.
There is no doubt that television is a major influence in the
world today.

And where does the ardst fic into this picture? Right in the
middle — in the heart of it.

Television is growing so fast that it is like a creative monster
that gohbles up ralent and incessantly demands more. And one
of the most exciting things about the demand in this country is
that the oppartunirties are definitely not limited to big cities or
the top stations. You doen't have to feel that you must work for
Walt Disney or the big networks. There is a great need for new
talent in small cities and towns everywhere, on your local stationa.

The artist who creates for the TV screen is very much like an
architect. ‘The architect consults with his client, learns his re-

(Chad Grothkopf)

quirements, and then makes a Dlueprint. The Dlueprint is a de-
tailed plan from which the carpenters, electricians, and plumbers
will build the house. Evervthing that happens from then on de-
pends on that blueprine. The best carpenters in the world can-
not build a sound, satisfying house if they are working from bad,
thoughtless plans.

The TV artist makes a kind of blueprint, too —only in his
case it is called a “storvboard.” In this lesson we will show vou
how to create a good storyboard. Once you are able w do dhis,
the “carpenters” in Animation, Timing and Layout, Camera
and Laboratory, Inking and Painting can all take over with a
reasonable assurance of a successful individual contribution to
the over-all plan.

The [undamental principles that make a good storyboard ap-
ply with equal force whether your work will be shown by large
or small television stations. We [feel that you, the student, can
learn the hasic architecture — the principles and techniques of
television art — in this lesson. Then you can aim your talent and
know-how at the hig studios, the small studios, the advertising
agencies big and small, your local businessmen, or your local
stations — with equal confidence.

We will give vou the fundamentals and techniques of drawing
for television. Of course, there are many mechanicl and produc-
tion aspeets of television that can anly be learned on the actual
job —in a studio or in a television environment. TV is such a
new medivm that all the people involved in it — including the
pros — are learning new technical and creative things virtually
every day. As time goes on, constant experiments will develop
still more new ideas and directions.

One of the best teachers vou will have is your own television
sel. So it is important for you to watch television — learn what is
going on, Everv time You urn on Your sel you may see some-
thing exciting. Learn to incorporate what we are teaching you —
the basic principles — with the creative new things you see on
television, the new rechniques and imaginative approaches. Al-
ways be inquisitive, be willing to learn.

In this ever-growing field of television, the visual image is su-
preme, and the artist is the king. So far, there are no [amous art-
ists in this voung medium. Maybe you will he one of them.



Courtery Mazwell Houie: Division of General
Foods Corp.

Courtery Ei3n Stamdard; Div. of Hurble Ol &
Refinlng Co.

Cettny 5. €, Johnion & Son,
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By parmiulas af the Jell O Divisien; Ganeral
Foeds Corp.

Courtesy The Continental Baking Ca.

The eaperience of Ched Grathkapf, who joined the Famous Arfish Schaal
ts produce this exciting lessen, gows bock o the very beginning of tele-
vision, Betouss of his rich experience in the Feld of Arimation ard
Televition Art, ke Is eminently qualified ta teoch yeu the principles of this
grent medivm. On this page are junt o few film clips from comearcals
for which Mr. Grothkopf has created end preduced TV art during the
post few years.



For movies

In television, nut only is simplicity the keynote of the medium — it
is irs most essential clement. As you follow the various steps in this
lesson, you will discover the many reasons why simplicity is so im-
portant. For a start, we suggest that you make a sign — KEEP 1T
SIMPLE = and hang it in a prominent place in your working area.

Mow let's see one very basic reason why simplicity is so important
in TV art. Laok at the maotion picture screen and the television
screen at the right and compare the two, The great diference be-
tween them is in the matter of size. Actually, we haven't reduced the
TV screen ro 1s proper proportion — if we had, you would hardly
be able to see it.

Because the TV screen is so small, the pictures yvou draw for it
must he quite simple. There should be a minimum of detail — no
more than you need to express the picture idea clearly. Otherwise,
when your pictures are shown on the elevision screen, the forms
may be hard to recognize and the action may not be clear.

Look at your sign — KEEP I'T SIMPLE — often.

~ KEEP IT SIMPLE |

Movies

TV

For television

At the top we show you 0 scane frem an animated cortoon o3 it would
cppear an a movie screen. Below this yol e the Jome cene o0 O

TV sereen. Note how the details which show vp 5o well on the large
sereen besome confured ond hord to make out. Actually, o TV serean
would be proparticnately much smaller than the ene you sss here.

Tke lorge picture obove shaws how the scene of the left should be
drawn for televisien. The tones are fewer ond many minor details have
been amitted. The wene hos been simplifed threughout. When it is
shown on the television screen, everything in the picture is

elear and understondakble.
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Television art

Lesson

You might describe a storyboard as a comic strip without di-
alogue “balloons.” But it is a great deal more than that. It is the
basis of all TV production — the blueprint from which everyone
involved in that production will wark. It is also the first visual
concept that your client will sce. It is similar to the rough or
comprehensive for an ad that you show your client or advertising
agency for approval betore you produce the finished art.

There are different types of storyboards to fit diflerent situa-
tions — animated storyboards, live storyboards, and abstract story-
boards. Let’s consider these various types one by one.

The animated storvhoard is similar to a comic strip. 1t gener-
ally has entertainment value and broad human appeal. It tells
the story in a humorous way. Properly done, it starts by enter-
tauining and winds up doing a selling job [or the advertiser. It
is very much like a side show — it beats the drums to ger the
audience to view the product, When done creatively aml in good
taste, the animated storyboard is one of the mast elfective means
of advertising communication used today.

The live storyboard shows real people and objects and is de-
signed to do a realistic job of communication. From this story-
board, actors will be cast whe will have to get the message across
1o the TV audience. As opposed to the entertainment tjuality of
the animated board, the live board has great believability be-
cause the audience can identify themselves more easily with live
people. When the artist can take live people and put them into
an advertising storyboard in a believable situation that com-
municates the advertiser's message convincingly and forcelully,
he has accomplished what is known in advertising as the “hard
sell”” If a 'T'V artist can design a storyboard with entertainment
value that lasts long enough to deliver the “hard sell” message,
he usually has a successful commercial.

There is also the combination live and animated storyboard.
In this type the animation is generally used to introdduce the
commercial in an entertaining way, in an effort to hold the in-
terest of the audience until a human being is introduced who

Olar-rd)?

will deliver the advertising message, This results in an entertain-
ing storvboard plus “hard sell.”

Next we have the abstract storyboard. Don't be frightened by
the word “abstract.” Abstract storyboards are not wildly modern-
istic or obscure. Instead of using cartoans or realistic illustrations
we use simple shapes and symbols, often similar in form and size
to the figures or objects they represent. A good abstract story-
board utilizes shapes with such simple strength that it is often
easier to understand than the more detailed presentation of car-
toons or realistic illustrations.

One very important thing that is vital in designing any story-
board is to ceate an interesting pictorial story line. "The time-
honored formula for stories of young love, either in magazines
or the movies, goes like this: boy meets gitl, a prohlem arises,
Loy loses girl, a solution to the problem is found, boy gets girl —
and everybody is happy. Very much the same formula usually
fits 2 "1’V story or commercial. A problem is stated, a method of
solving the problem is found, and there is our happy ending —
Lusiness for the advertiser. Tf this formula spunds routine, re-
member that it is the aeative manner in which the story is told
and visually presented that makes the big difference. If it is orig:-
inal and entertaining, the viewer will believe in the happy end-
ing. and consequently helivve in the product advertised.

Rut even though the story line is important, never [orget that
this is a visual medium. The pictures should tell the story, The
sound track is secondary.

The best way to tell how well a commercial has been designed
pictorially is Lo turn off the sound of your TV set and see if you
get the message from the picture alone, If the over-all message
is communicated to vou without the help of the words and mu-
sic, then you are watching a good commercial —one whose story-
board was conceived on the logical basic principles of television
storyboard art, Naturally the soumtl will make it cven beter.
When picture and sound work perlectly together, television be-
comes the most marvelous means of communication yet created!
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ANNOUNCER: THAT MAN'S
CEEAMING ACAIN... WHAT'S
UP TONIGHT, HUGH?

HMUBGH: HE'S DREAMING OF
THE MCGREGOR WEEKENDER
SHIRT... WE BOTH HAYE QIUFRS

YOU CAN WEAR THE WEZEKEND.
ER ANYWHERE...ANY DAY OF
THE WEEK...WITH TIE QR

ers WITHSLEEVES UP QR DOWN

ALREADY, . AND BELIEVE ME, o WITHCUT...
THEY'RE GAEAT! i

Catta mediam clase.ap af tws
aeiars, Magh ard Tar. Bath wear
MeGergar Weskeedori.

Open on andouater al deak. He Hagh pointe 1o Joe's tie. Hagk paicts 16 &is aad Tee's sleeves.
indicaten CThristrnas duiplay,

then tares to laok eifetags.

IT'S BUILT FOF COMFORT.
MADE CF S0FT. WASHABLE
RAYON AND OQABARDINE IN THE
HEWEST IRIDESCENT COLOFRS.

ARD THIZ BACK PLEAT GIVES
TOU PLENTY OF ROOM TO
MOVE ARQUND TH. SOMETHING
ELSE.. . N0 MATTER WHAT
THE ACTION. ..

+2. WHETHER YOU'RE BOWLING. .. ev o DR DOING A CHA-CHA. ..

THE TAIL ALWAYS STAYS PUT.

He roakes chaechs mation on sue
“doging & chascha "

Haghk smooths the material ea
Jou's ghirt, .. ther torns him
argund. ..

ana bl ahow Back pleat. fae makes Bawling matian an cue

“yea're bowling,

.2 . GET THE MCGHREGOHA WEEK-
ENDER SHIRT...ONLY §5 AT
YOUR FAVORITE 3TOHLE!

LOOK! IT'S EXTRA LONG' i HEY! WATCH THAT!
(TG AUDIERCE] WHY WOT

ANNQUNCER: OX, YOU TWO!
AR (TO AUDIENCE) WHY NOT
MAKE YOUR. .. 7 MAKE YOUR GUY'S DREAM
4 . COME TRUE®...

Cut to card readiag "MeGregar
Weenender Shirt. .. §8.°

Toe reaches for Hogh's shirttail Cal te annsdnces al duak.,

Hagh yanks oo Joe's wil and ;
a=d they grappie playially. s He laagha.

palln it out to show lengeh.

Courtery The MoGregor Co.

A live storyboard for a shirt company

This is an example of a live storyboard prepared for MoGregor Shirts, The art work

was done in an illustrative, traditional manner, and then the situations shown were portrayed
with live actors. Under cach frame you sce the wonds spoken and a description of

the acrion. Notice how close-ups and long shots are used to demonstrate the shirt. and
andience appeal is strengthened by touches ol humor.,



B . d “This is an example of a successtul animated commercial for Gra‘[’“'ﬁ"{“" 1ty dl%ﬁmd
The animate from the actual flm 25 it was used on television. Many mtermediate pletures have been

com merl:iﬂl omitted but there are enough here to give you an excellent idea of the sequence and
flow of the story and the commercial itsell. Keep in mind that the actual one-minute
film consisted of 1440 [rames like those you see below.
Under each picture we give you the words of the saund track and below these a de-
scription of the action. Some of the tenms used are technical. You can find out what
thev mean hy consulting pages 13-15.

Cowrtisy General Faads Corp.

2 LY — ;
(SOUND EFFECT) BOINGOG! {JIMGLE) EVEAY LITTLE ca.HAS & FLAVOR. .. .. OF ITS OWH!
Cpen as Grape-Nuts box. Boxing GRATE-NUT... Wosd aplits 185 three Package moves left, eliminstiag A LOVELY GARDENT BUT IT
glowe [aymbal af energyl spias to Pap oa woid "Energy. " separate worda. wardn. WASK'T ALWAYS LIKE THE:.

{oregreand fram behind box. Cot ta weman in flower gacdee,

Ehe reminiscan,

GET MY FAMILY

BT e 9 10

I TRIED TQ

it =t ... BUT THEY HAD NO INTEREST. THEM [ HATI AN IDEA! A ¥OKDERFUL IDEA OF SERVING A BREAKFAST OF OFRAFE-NLTS!
ME T ¥ ENERGY. ; AN ENERGCY-GIVING BREA T
FLANT AND SEED, Chsazpainted mather gots bea_ .. REAE: Her solation = Grape-Nats

Farsily leaver == 553 0ifed aed

- --ta salve preblem af providi
lintless to belp with gardenisg. E o

family with erergy.

Semermbers scens witk family
srzaed tahle cevered with
gardening eqguipment.

12 e & T

ves THE ENERGY-GIVING CEREAL. 50 1 RUSHED TO THE GROCERY...

11 13 15

e o pt o 14 |
s AND DOWN THE AGLE, .. ce TILLI FOUND WHAT 1 WAS ",]-'Uf-T'S GRAPE-NUTE!...
IOOKING FOR. ..

Fackage in replaced by boning glove. Cut to exteTisr of grosery store. Track inta store and dawa aisle. Hald oo tkree packages -- fade
Liop at kel coctaining Grape-Nats, oat atare background,

- 198 . 20 T
-+« THAT ENERGY-GIVING AFTER A BUWL OF THESE ... THEY RUSHED OUT TO HELP {JINGLE) EVERY LITTLE GRAFE- (ANHOUNCER'S YOICE OVER]
CEREAL FOR MY FAMILY. DELICIVS GUODIES, , . 1% THE GARDEN, HUT HAS A FLAVOR OF ITS OWH, WATCH BROTHER D3
Fade ia family at table. Family eals beaclily. Par right as they rin ia frant af Hald co matker and pop o3 Car e little bay Jogging.
rasther holdleg packagr. Boxisg glave.
7 e 3 4 = - ———

930 25

21 == 22 5 =t e = = 24 SR DAY A o Lo
WATCH SETER PLANT THAT (SOUND EFFECT) PING! AND LOOK AT DAD #EED [ OMAN'S VOICE] AS 15ALD, .-« THANFKS TO ENERGY-GIVING
AEEDY i GNR T THE A LOVELY GARDENT GRAPE-NUTS!

He dige himeelf oat al view, Lirtie brather paps o3t of kale Pas Init to pick wp basband Motkes's remiriscence eods a9 we ... talding =p Grape-Nats paccage

weeding garden.

Sister draps seed inte hale, rlding on iremense fliwer. cat back s her im gacdea. ..

26 & G .
[50UND EFFECT] BOINGGG! {JINGLE) EVERY LITTLE e. HAS A FLAVOHR. .. -.-OF IT4 QWH! (SOUND EFFECT] BOINGGS!
GRAFE-NUT, ..
Fade gat matker in garder -- hald Ward graws lasger. B oazhita aalo three separate wordy, FPackage rraves [efi, wiping
on package. It Lilte. Boxing glave #pink 1o faregraend, oub waidi,

revealing word "Energy. -



The abstract commercial

We now show vou film clips from a 20-second abstract commer- Perkle-de-perc-pere, Any strength you make 1.
cial — just as we did for the animated commercial on the preced 1's the percolatin’ flavor, Perhle-de-perc-pere,
ing page. Although this is a digest —only 30 of the 480 frames Nestl™-lé Nestlé's, ;'VE'EIP-.M Nestlé's,
- of the complete commerdal are shown — you can still see how It's the coffee makes you say  Serve if today.
smoothly one shape flows or develops into another and the in- Deedle-dee-licious,

terest of the story is maintained,

The narration far this film was a “singing commercial” with The commercial ended on a realistic note. As the actual jar and
music. The words, and even the syllables of the words, were syn- the cup and saucer appeared in the closing shot, the announcer
chronized with the action on the screen. Here are the “lyrics™: recommended: “Enjoy Nestlé’s Instant Coffee.”

Courtety The MHestle Ca., Inc.

Pan an salid eireles in sine,

Cireles dissppear. Hald top sirele
ind pan s cofferpar,

Colles appeari. Tile eaffeepat. Coffew stxcis 1o form shage of

sup and sasces.

Coffeepct disappears, leaving cup

coxleavwing cup empty. Cup heging to take cn abape of... -- . cutliee of jar.
and saacer.

Spesiel’s nime APPERTA O3 CTEER Sponsar's came moves back asd Fop oa basds.
fits o= jar.

lagtant

Pop on asather jar. Lose srmall jaf == rerads satline. tase sther amall jas -- retain Lose large JaF -- renis satline.

Gray ard Black appear in small White appeats in large oellize.

Hald ceales skape == smaller Retain sneline.
satlines.

Taree differsn: valuws icdicats symbals disappear,
different strengihs of collss -~
rrediam, light, and strang.

o which, 3 tars, agais becomas

Pop back lettarisg.
past of jas,

Costrace zyale Crigias] eup and ppucer, Cap asd sgaces dissalve to live

chjects. Jar appearn.
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How to develop a “talking” storyboard

] Here we will follow the development of a storyboard. step by
step. It will be the first, rough storyboard, known as a “talking”
board because it will be “talked over” with the client before the
artist goes ahead. It will be submitted o the ¢lient [or his inirial
approval of the over-all concept. Once the talking bLoard has
been approved, a hnal, detailed board will be made. This final

Tre frate kasband civlikes
wkat in 4% his cereal bowl,

The wife rememburs Pops.

e Now let’s fill in the gaps in our story and add more action.
‘I'he gray patches indicate the additional action we need. We'll
add a panel ar rthe beginning to show how happy this couple
was before the problem of the bad breaktast came up. We'll add
more action by showing the wife's trip to the store in greater de-
tail. And we'll add another panel to show the couple cating and
a last panel to display the product.

..busband Bates Eis cereal

Ehe burries home. .. sasin serve Pop -

Pops.

3 This is it
Having returned from the client with an okay on the concept of
our taikillg storyboard, we go back to work. We want to have
our story really complete before we start oul actual working
board. 80 we add a close-up of the wile's unhappy face when her
hushand is ranting about the cereal, we extend her trip to the
store, we change Ler dress to street clothes when she leaves the

155

WHAT I5 THE RIGHT
KIND OF BREARFAZT T

o

...HAPPY -« UNTIL THE DAY
SHE SEAYED THE WROMNG KIND
GF AREAKFAST.

ANMOUNCER: HERE B
A HAPFY COUPLE...

... TOD THE NEIGHBQRHOOD
GROCERY...

SITE OF POIFS.

y—

cas WHO PROCLAIMED
HER AN ANGEL. ..

<. FOR INTRODUCING HIM
TO THAT HEAVENLY POPS.

50, FOR THAT OUT-OF-THE
WORLD TASTE -- GET POFS,

wife remembers Paps,

Everyihing in now
swasrness and light.. .

AS WE SATD -- HERE I8
A HAPPY COUPLE. ..

buard is called a “working” board and the entire production will
be made from it. But the talking board is the essential first seep.

Our assignment is to create an animated commercial for a
breaklast cereal we will call Pops. The first four panels below
indicate only the outline of the plot. They are not to be shown
to the client. They could be called our “thinking” board.

U

She susbas cuf and Euya
a box of Pops.

She swsves b == kaghasd
in bappy == all e well.

It doesn't pay to spend too much time on rendering your
first talking board. The client may not like the basic idea at all
and you will have wasted a lot of time and effort. Or, if he does
like the concept, there may be a lot of changes suggested. But,
although you shouldn’t do too finished a job of rendering, your
talking board must tell its story very clearly. It will be passed
around much more than the average comprehensive.

Shae Barries to Che slore. ..

.. .thaaies ta Popa.

house and then change them back to a dress when she returns.
And we've added three panels at the very end in order to in-
crease the number of times the product is displayed in the im-
portant final section. Note that we are using a more finished
style in our art. These pictures represent the full number of
panels we will use in our final working storvhoard.

L >
s SHE WENT RIGHT... ..-0UT OF THE HOUSE. ..

L/

[

ey Fl
[

gidb i it

el 7 et e ]

.. PARODCEEDED TO SEAYE...

...THE DELICMOUS AMD NUTERI-

v+ THE"UP-FRONT™

vo. THANKS TO POFPS. .. BREAKFAST CEREAL!

TS CEREAL TO A HUSBAND. ..
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The finished storyboard

This is the complete storyboard for the Pops ce-
real commercial. It now includes the art, the an-
nouncer’s narration, and the description of the
action, It is done on storyboard paper and is
shown here almost one-half actual size.

Storyboard paper comes in pads with panels
for the illustrations, and other panels below them
for the copy. Any narration accompanying a pic-
ture is entered in the panel below that picture.
Copy needed to explain the action in the picture
1s entered under this, in the same panel. Above
each picture panel there is a space for the panel
to be numbered, so you can be sure your panels
will be viewed in the correct order.

Storyboard pads are available with different
numbers of panels. A pad with twelve panels for
pictures and twelve for copy is the most popular.
The panels are perforated so you can take out
any panel and replace it with another. Sheets of
panels may be taped together for presentation to
the client.

On the next three pages you will find a glos-
sary of terms and professional jargon used in tele-
vision. Check these pages to find the meanings of
all terms used in this storyboard with which you
are not acquainted.

ANNOUNCER: HERE IS

A HAPPY COUPLE...

Open with heads of man
and wife. Hearts pop on
and off.

... TO THE NEIGHBOR-
HOOD GROCERY...

Pan with figure to store.

... WHO PROCLAIMED
HER AN ANGEL...

Happy husband points to
wife. Halo pops on over
her head.

...HAPPY -- UNTIL
THE DAY SHE SERVED
THE WRONG KIND OF
BREAKFAST,

Cut to scene as irate
husband jumps up

and down.

...FOR A LARGE ECON-
OMY SIZE OF POPS.

Continue pan to interior
of store.

... FOR INTRODUCING
HIM TO THAT HEAV-
ENLY POPS,

Man kissing wife -- pop
on heart.

WHAT IS THE RIGHT
KIND OF BREAKFAST?

Man in mean mood --
wife perplexed. Start
truck-in to wife's head.

THEN SHE RUSHED
RIGHT...

Pan to right with figure.

jO0, FOR THAT OUT-OF-
[HIS-WORLD TASTE --
3ET POPS.

Heart dissolves into
product.

WHY, OF COURSE, POPS,

At completion of truck-in
--pop in thought balloon.

... BACK HOME AND...

Pan with figure into
house. Hat, coat, and
purse off as figure
enters house.

AS WE SAID -- HERE IS
A HAPPY COUPLE...

Both hold hands, look
at product.

SO SHE WENT RIGHT...

Cross-dissolve to woman
walking out of house.

... PROCEEDED TO
SERVE...

She serves husband.

- LHANKS TO POPS, ..

Product zooms up --
both reach for it.

12

... OUT OF THE HOUSE.,., .

As figure crosses line of
house, her hat, coat, and
purse pop on.

... THE DELICIOUS AND
NUTRITIOUS CEREAL TO
A HUSBAND...

Husband tastes content
of bowl.

... THE "UP-FRONT"
BREAKFAST CEREAL!

Dissolve out figures of
man and wife -- continue
to zoom up product
--hold product.

14
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Fade out: The reverso of “fac |5~

TV terms

Television is a new medium and, like all new mediums, it has developed
a language of its own. Some of its terms are borrowed [rom motion
pictures and advertising, but many have been invented to describe the
situations that are unique to television. The following definitions

will help you both understand and talk this lively new TV lingo.

By permission Jell-O B |ian: General Foods Corp.

Frame: A single unit in the board, or a single unit of the
i 9 ! Match disselve: Holding one element on the screen as we dis-

solve from one scene to another.

X &Y

Pan: To follow the movement of a figure or element as it
moves — or else to move the camera gradually so as to show a
continuous scene or panoramic effect.

—

Close-up: A close view of the face — or of any subject. All of
the above views are close-ups.

Action: The motion essential in portraying the story.

e

Medium shot: A picture in between a close-up and a long shot.
All of the above pictures are medium shots.

=

Hard sell: “Hifting the view |over the head” with the adver-
tiser’s message — that is, recol |ending the product or service to

him directly and forcefully.

Animation: The action or motion of a picture element; also, the
preparation of animated cartoons or drawings.

|
| I |

| — Narration: The description or ¢ itary that ace ies the .
— P 4 F Panel: A section of the storyboard
E action. Sometimes called “'voice over.” ry v
INKJ J\ &P

Cut: An abrupt stop of one scene or view, and the immediate
introduction of another.

\ =
Inking and painting: Inkit s the tracing of a drawing or

design onto cellophane with | and ink. Painting is covering
any specified areas with opag  |paint.

24
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Pop on: Te appear suddenly on the screen. “Pop off” is the
reverse of “pop on.”

Product identification: Prominently displaying the product
being advertised.

Avudio: Sound — the part of television that you hear, as opposed
to video, the part you see.

Off screen: When you do not see the subject that is the source
of the sound.

eSS A LS

Cycle: Completion of one single action.

Lift: A segment of a comme 4l which can be taken out and
used by itself as o complete sl |or commercial.

Courtesy Brown & Williamson Tobac Corp.

On screen: When you see the subject that is the source of the
sound.

e ot
5 e —

Live: Photographs of real pe
or movies.

R

=)L

Dissolve: The fading of one scene os it is replaced by another.
This is also called a “cross-dissolve.”

RAARAARAS

Fade in: To bring the picture gradually from dark into a full
contrast of light and dark.

it || &

Long shot: A picture showing |yl figure or a distant view. All
of the above pictures are long |5,

¥

Read: To show up clearly. Here, the two bottom pictures, with
stronger contrast, “read’’ better than the two at the top.

Open on: To show in the opening shot. If the picture above
started o sequence we would say, “Open on a man lying on a
bench.”

Clip: A section clipped from a film.




Seript: A poper or popers on whith oll of the elements of the commercial or stary are deseribed 1a detail — Timing: The amsunt of time allowed for o spedfic ectien.

the sovnd (incduding werds and music) as well o the pictorial content of the story line. The audic and vides
sections ere uivolly placed in separate eolumns, with the seund ond the correspanding action side by side.

S @ % % ff@ 2D E
sine with cctien = i @‘:@ A 3

HELLO. HOW ARE YOU? LOOK AT THAT! GOOD-BYE.

Truck in: To meve grodually toward the picture — fram a lang
shot 1o @ medivm shet or o cosewp. “Truck out” meons the
reverse of this.

HELLD, HOW ARE YOU? LOOK AT THAT! GOOD-BYE.

a0

Sine1 Synchronization,
1.“Ackion in sirc” meons that the oction shovld be parfectly wynchronized with the narration.

Video: The television picture or the visvel part of felevhian,

Lip sinc

Wipe offt An object moves coross the sereen ond eliminates
words or anather cbject a3 it pomes them.

Wige an: An ohject moves oo the screen ond onather object
or words appear where the first objec! hos been.

Soft sell: Delivering the odvertiser’s messoge in Super: Short for “superimposed™ — copy which s Zoom: A fast treck-in.
on indirect or tsundabsut woy, without strong superimposad over the plcture.

emphosis on buying the predust,
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Television art

Happy guy running to bank... .o omeets sad guy who must 5ad guy pours money

Both go on their way. They meet again -= beth to

How many panels
in a “talking” storyboard?

The decision on how many panels to use in a storyboard is an
important ong, il the board is going to tell s stary clearly.
There were eighteen panels in the Pops cereal storyboard. But
that doesn’t mean that eighteen panels will always be what is
right, The correct number of panels is dictated both by the
length of time the commercial will be on the screen and the
action of the story line,

Suppose we have an assignment to create a storyboard for the
new Hades OQil Heater. The story is [airly complicated, but it is
a good one and we have a whaole minute for the commercial,
The script calls for two men who meet at a bank, ane to deposit
maney, ane ta barrow money. The man whao is borrowing money
is very sud — he has to borrow to keep his house properly heated.
His tuel bills are werrihle. The saving fellow explains about the
fine, new, coonmnical Hades Oil Heater that he has installed in
his home. They part. When they meet in the bank again, they
are hoth depositing money. The once-tad man thinks happily of
his house that no longer eats up his money because he has in-
stalled the new Hades heater.

Now let's go 1o work and see how many panels we need to tell
our story. 1his is our first attempr — our talking storyboard,

- = - = = | §

i i, - = — i

SAVINGS: LOAN

borrow maonsy. into house.

SAVINE¢- LOAN | savi

e

deposit money. house...

Too few panels

This storybeard 13 not detailed enough for the wory we are fry-
ing to tell. It does ret show enpugh of the intermedicte oction
to get over several important Baslz peint of the stery, which
are: the economy, the effidency, and durability of the product.
The whale thing iy tos jumpy ond skarchy and the story line is
unreloted as we meve from picture to picture. 11 is eusntial that
we eapand the itory and add mare ponsls 5o we try again.

Sad guy thinks of bad

Sad guy complains
about house.

. . which 15 now a good
house, ..

]

Happy guy t¢lls him about
new Hades heater.

...thanks to his Hades heater,



Too many punels

This is just the opposite of the skimpy sforybeard. This one fries to say
teo much, ard anyene loasking ot it could eadly get lost in the moze

of dewcil. It hos too mony panels. Somewhere betwean the extromes
of the too brief beard that deesn’t oy encugh ond the over-slaborate
2 baard thot repeots and confuses we con find o hoppy medivm. Qur
next step must ba fa cut aut the exeess panels.
Open on happy He breaks Cut to unhappy man walk-
man walking. iato a run. ing in opposite direction.

-

SAVINGY a3 Ly [ m (’__3 . ﬁ.ﬁﬁ'fuéq_ﬁi'm}_{d 'm_T__
e e | R | 7?3 <

| &

™

He is still walking. Both men mest Both men walk Happy man at savings Men came Unhappy man with
at bank. inte bank. counter...unhappy man out of bank. boarrowed money
atl loan counter, slarts home.
Sy | N &
— Still walking. Arcives at house, Qffers money to house. Houte grabs money. Eats money -- Happy man greets
snarls for mare. his home.

[FAVINGT a3 mOAN

Withdraws money Leaves house -- &till ruaning. Arrives at bank -- meets They walk into bank.
unhapsy man again.

from home. starls running.
ey =
<

5

25 kN 8 Y Lz

Happy man saving -~ Happy man Unhappy man tells Happy man gives Tells him about
unhappy man borrowing inquires why, his story. him advice. happy house.
again.

= - a ..
= =3 —
= 2
| ; 1- V= =
== i
= nh
Hades heater makes It iz ecan- It 15 effi- It has dura~- They shake hands.
a happy house. emizcal. cient, bility. Happy man starts
home again.

\ _:": > —

> ? e

il | é &

Arrives home. Takes more moncy Starts back to bank. M“‘_‘ unhappy man,
fram house. who is now happy.
R—_ . w My
e -
S =
L] - o =
= 1 ] — ——
— 2 1==1 f
a3 ¥ 1
|—F | ——
(2 =
They are bath Thinks of his .« - in which he has in- Heater changes +- . into happy Heater is eificient. .. durable,
depositing maoney. eneémy the stalled a Hades heater. houss. .. home. ecgnomical. ..

house. ..
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. .which, after he in- ...became an angel of & house

Here is our happy medium —
the right number of panels

There ore encugh poneli here to tell the stary clearly, keep o criip,
Intaretting pore withou! baing jumpy, ard shew the naw heoter o
atisfactory numhar of times. Only the unnecessery and confuslng panals
have been eliminated.

You will notice thot on thua wtoryboord we now have only twenty-
eight panels oy against fortyfive on the previows boerd, Check back on
the p!auding.ﬁmge and nofice how many extronssus penely were token
out. Howsver, we still show the dient's product o: many times o3 In
the praviews worybesrd — singe the produd idenlificotion is the recson
for preducing the commeareial Tn the first place.

Read the coptioni. See how moch foster this steryboard maves, and
hew moch clearer it is than the preceding ones,

Happy man walking Unhappy man Both arrive at bank.
to bank, doing same.

-
COne depasits money, Unhappy man gives Happy man takes On way ta bank again.
the other borrows. money to house. money from house.

One deposits, one Happy man wonders Unhappy man explains. Happy man brags
borrows more money. about other's gloom. about his house.

B
S =5m
=
Thanks to his heater... ...there iz low cast... v o seffliciency. .. .+ » durability. They shake hands.

Happy man goecs Withdraws more Meets his friend again at They bath depasit money. Unhappy man thinks af
home again. money from house. bank -- both now carry money. his money=-gating
house...

...efficiency. .. .« . durability.
stalled a Hades heater... because of Hades heatar's. ..



The right number of panels in relation to timing

Here is a storvboard depicting a commercial for a new cold
tablet. The announcer explains the virtues of the tablet. Dia-
grams of the human body demonstrate the tablet's quick action.

At first glance it looks as if the diagrammatic part of this
staryhoard is the major part of the whole commercial. But from
the point of view of timing, this is deceiving. Look at the amount
of narration in the first four panels, when the announcer is talk-
ing. Then loak at the proportionately small amount of narra-
tivn in the remaining eight diagrammatic panels.

The announcer has been given only four panels because he's
only talking — there is litrle action to depict. Nevertheless, his

Unless this is made clear, however, the prospective advertising
client may object that, as far as he can see from this storyboard,
the diagrammatic part is overemphasized and his announcer
doesn’t have enough time to put aver his hard scll. The simplest
way to show that this is not so is to indicate the amount of time
each panel will take. Of course it is not possible to indicate the
exact time in seconds, but we can give the approximate time.

We use the figure of sixty seconds in describing a commercial.
This means in professional practice that sixty seconds is allowed
for the pictures — but only fifty-eight seconds is allowed for the
sound. One and ane-half seconds of sound are taken off the be-

narration takes up two-thirds of the time of the commercial.

HOW A WEW DHCOVERY FOR
COLDSUFFERERS! FEILER

COLD TABLET:, FeEe«l-L-E-R...
FEILER, THAT'S AELIEF SPELLED

BACKWARDS., BUT THEAE'S MOTH-

| ING BACKWARD ABOUT FEILER.
IT'5 WAY CUT [N FREONT OF ALL

OTHER COLD REMEDIFS. AS GOOD

AS A DOCTOR'S PAEECRIPTION.

Open oo sascanier.

OTHER REMEDIES, WHEN TAKEN,
ARE TARDY IN THEIR ACTION.

Cat to diagrars flllisg screen an
‘armer Brand’ pill goes izic Lody.

s SPEEDING RELIEF. ..

Frilur takbiet gro=e larger than
“elker brasd. ™

TESTS IN LEADING HOSPITALS
PROVED ITS RELIEF TO OX-
COMFOART... RELIEF FROM
ACHES AND PAINE DUE TO
COLDS. ..

Llew truck Back,

HOW DIFFERENT WHEN FEILER
COMES [NTD THE PICTURE]

Pop in srcoas ligore alo=g wilk
Faller pachags.

-+ TO ALL PARTS...

Fther brand” grows limle larger.
Cliest's pradaet graws mach faster.

... RELIEF FROM ALL COLD
MIIERIES, .. AND TWICE AS
FAST AS OTHER COLD REMEDIES,

Coetime plow troehk. ..

‘®HEX TAKEN AS OIRECTED...

Pill frem Failer paciage inta figare.

| Feller tables s rapidly lilliag Sody.

ginning and one-hall at the end.

COMPARE THE EFFECTIVE-
MESS OF FEILER COLD TAB-
LETS WITH OTHER LEADING
COLD TARLETE IN THE
DIAGEAM,

aoafe reveal diagram,

20 IT WORKS TWICE AS FAST, ..

Hald oa botk figares - - relief sane
AMe sigs.

REMEMBER, GET FEILER
FOR RELIEF!

Furiler [:g=ce now bas total relief.
Ralin! to Vother Brasd™ [igare is

galy partinl. Zoom ap package. - -
cloae=uy on word "Feiler.” Hald-

While the onnouncer occuples
only four panels, notice thot the
amoun! of narrotion awcempoeny-
Ing them i3 dovble the amount
for the remaining elght parels
Te give you o batter idea of the
timing, we hove indicaled the
rumber of seconds in the bottom
bar of each panel

With thess eight piclures, nofe
that we have very [ittls marra.
tion. Therefore, the rest of the
storyhoord moves much foster.
Actually, while the norration in
the top four panels required 39
seconds for the hord sl the
narrotion in the remaining eight
porels of demanstration required
only 17 seconds.
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Timing-making three separate commercials from one

Fiming does not always mean planning the number of seconds
for each panel. You may be asked to design a TV commercial
that can be used in three different time segments. 1 this sounds
complicated, the study of a storyboard designed [or Alcoa Wrap
will give us a good example that will clarify the problem. Let's
ook at the assignment and then study the various steps taken in
the execution of the storyboard.

Alcoa Wrap requested an 80-second commercial ta introduce
a new-size foil wrap. Foil wrap had always been 18 inches wide.
This meant that there was consitderable waste when wrapping
smiall objects, so Alcoa was producing a new aluminum fail
wrap that was only 12 inches wide, They asked [or a commercial

Befare starling work on @ storyboord that will solve thess varisus
problems, the first step must be foken: The slory line must be
created ond opproved by the cdiest. The arfis wheitted the
talking board you see balow. Hiy key idea wos ta bring out
the special features of Alcoa by controsting them with the
features of @ carnival, A little cornival barker demonstrates that
Alewa Wrop is stronger, mare compoct, longer, and less wasteful
than any of the side-sthow fealures ot the carnivol,

STRONG
Mw'c
A

Open oo carnival barker. One sign
shows features of carnival, the other
the features of Alcoa.

SMALLER
BASY T6 €rORS

Carnival sign says see the whole
Carnival sign says Tom Thumb is
srnall, Bart the [2-inch Alcoa Wrap is
smaller and easy to store.

show, it's & bargain.
is a bigger bargain than any other
because there is no waste.

with an entertaining announcement of the newssize foil, as well
as a demanstration of the “no wasie” 1dea.

The problem was to design one commercial that could he
broken up into three separate commercials — one of 80 seconds,
one of 60 seconds, and one of 20 weconds. All versions included
the “hard =ell,”" which was 20 seconds long. The 20-second ver-
sion was made up of only the “hard sell.” The 60-sccond version
had to be a complete commercial with entertainment and “hard
sell.” The 80-scoond commercial added [urther entertainment to
the bilzecond version — 10 seconds at the beginming and 10 sec-
vnds more at the end. Now let’s examine the development of
this commercial thraugh all of its various stages.

I store easily because of smal
5 ﬁ'f? ;‘.‘I I"'! 1 =
W7

"‘_ -

ETEHHGER.

Carnival sign says "Strang" --
Alcoa sign says "Stronger. "

Wind up by zooming up package

But Aleoa of Alcoa.



The 60-second version

Alcoa liked the first, rough talking board, shown on the previous
page. but only as far as the general approach was concerned. 1o-
stead of the carnival barker, they wanted to use a little magician
figure that they had used hefore. So we eliminated the barker
storvboard and started over, putting their little magician on a
theater stage.

You remember that Alcoa had requested an Entarmining an-
nouncement as well as a demonstration of the "No Waste” fea-
ture of the smallersized foil. The little magician would now sup-
ply the entertainment. A segment of live action would supply the
demonstration and “hard sell” and a super would emphasize that
there was no waste.

The 60-second storyboard shown below is the main part of the
commercial and includes both the animated entertainment and
the client’s message,

Courtesy Aleminum Ce. of Ameica

Qpen on stage,
curtain down.

Curtain rising. Magician bows,

i T A T S

Etill = blank Word "New' pops

Page. cut, koocks
magician off
screen.

Magician tip=-
toes back on.

BT e
= 3

Alcoca package
tied to balloon.

Magician takes
package, places
il on =asel,

Pulls foil wrap
from packages.

EY

Leans over, Falls on face Words on easel
starts Lo paint -= hammock change as he
an easel. rolls back into watches.

package.

We dissolve Oven sceng == Freszer §cent

to live Alcos live (foil undex -- liva {food
package. meat). Supar wrapped in foil).
says "'no waste. " Hold super.
. Eﬂ-:‘ @@
Zoom back to Magician takes Puts Alcoa
Aleor package
from ease], his hat.

package on easel. package under

00 (Trey.

Lifes up first
leal of blank
paper.

As he looks
under leaf,
ballaan appears.

=

Hamemers -~
makes wrap
inio hammock.

Reaches off
screen for
paint, starts
painting.

-Duwe: scene
-- live. Hold

IIJFEI'.

Curlain comes
down on this
action.

oo

4

Turns up next
page.

"[ALcoh
\ WRAP

Balloon zooms
up full.

Climbs into
foil hammack.

Zoom up Alcoa

package.

Package alone
== live.

Entertoinment
30 secands

Hard sall
20 secomds

Maore
sntarfainment
10 seconds

2
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The B0-second version and the 20-second "lift"

In order to extend the 60-second storvhoard to 80 seconds it was
necessary Lo do a little padding. The simplest way to do this is
to add 10 seconds to the beginning and 10 seconds to the end of
the commercial. These additional 20 seconds of action contribute
to the entertainment value, but they can be dropped without
affecting the original G0-second section. The 10 seconds added 1o
the beginning of the story show our little magician approaching
and entering the theater. The 10 seconds added at the end show

He passes
some girls.

Magician on wiy
to theater.

They admire him.
to stage door.

COpen on stage,
curtain down.

Curtain rising.

Magician bows.

paper.

e OW BY

He climbs stairs

him leaving the theater. This gives us our 80-second version.

Now there was the 20-second “hard sell” lift Lo be considered.
Twenty seconds is such a short time that it permits litle or no
entertainment — just a direct “hard scll” that gives the essential
points with no frills. So for this 20-second Iift, only the live
demonstration section was used — the photographs of the pack-
age and of Alcoa Wrap being used and stored. These live panels
tell the story — they can be shown alone at any time.

Ten seconds of extro enter-
tainmant

=
=

Fan to slage with
cartain down.

¢ (e TH

Lifts up firsl
Ieaf of blank page.

Turns up next

Alcoh
\ WRAP

Still a blank Word "New'' pops Magician Lip- As he looks Balloon zaoms
page. put, koocks taes back on. under leaf, up full.
magician off Balloon appears.
sereen.

Hammers --
makes wrap
inta hammotk.

Alcoa package
tied ta balloon.

Magician takes
package, places
it on easel.

Fulls {gil wrap
{rom package.

Climbs iafo
fail hammack.

-
— ] = -
‘@%- sl .
Leans aver, Falls on {ace Words oo easel Heaches off Zoom up Alesa This fs the 20 -u:c_nnd lift that
starts to paint -- hammoack change a3 he scraen for package. can be ‘-F“d" by itself. In the
on exzel, rolla back inta watches. paint, starts initial plaaning of this stary-

package.

We dissalve Freszer scene

Oven scene ==

to live Alcoa live {foil under -~ live (feod - live.
package. meat). Super wrapped in foil). super.
says ''no waste, " Hold supar.

aff‘)
|

Zoom back to

painting.

Drawer scant

baard, when we detided to
usé live ection for this dem-
orstration segment, we wels
plonning cheod 3o that this
[Fve segment could be the 20-
secand 11ft — complels in it
self. Whenever you ore foced
with this sart of fiminglift
problem, thinking ord plon-
ping aheod will save you o
great deal of wark in the
loag rwn.

Package alone
Hald == live.

Ten seconds of extro enter-
tainmant

Magician takes Puts Alcoa Curlain comas
package on casel. Alcoa package package under down on this
from sasel. his hat. action,
Cpen, panning from Magician exits and Tips his hat This reveals pacEage

stage to stage door. goes down stairs. to girle,

of Alcoa Wrap,

Zoom up package.



Siubyancond commercial

The finished commercial for Alcoa Wrap

tere are clips of the final art. Notice how many times there is a closc-up of the
product — this is essential in any good commerdal. Gay background music was
used throughout the entire commercial except in the 20-second live portion — to
which "hard sell” narration was added. As we told you previously, the secrer of
a goodd conunercial is to be able to turn off the sound and still get the entire story

its humar and, mose important, its message.

Magician an way
ta theater,

Opea an atagre

Still a blask page.

HAS IT!

.

Alcoa package Yiwd o balloce.

Leans ures, sfarls to paint

o0 easel.

OMLY 12 INCHES

Toom back ta package se
easel.

Dpea, panaiag from slage ta
siage Soor.

Cartaln Tislsg.

N

Ward "New pass sat, kassks
reagieias off sereen.

Magiclans tawes package,
placen i 3o canel.

Falls s face kammasix
ralls Back izl packagw.

(50

Cven gfene == live [wirh fal
mader mrar). Saper nays
‘ma waste.”

Magicine takes Aless pachkage
from easel.

Mugicias ewits psd gaes
downatairs.

They admire Bim.

Magician Sowp.

Magicias tipises back om.

Fils £ail wrap from pachage.

Werds on waawl ckaage as
ke walchea.

Freszus scece == live ol
wrapsed ia fotl). Hald soper.

Puais Alces package ander
his kat,

Tiaa kia kat ts givle,

As Bw looks uedas Jeal,
ballzom appears.,

= mmakes wial

Reackes off serees far paist,
AEEFLE EAISDASg.

Drawer acese -- live.
Hald saper.

pclioe.

This reveals pachage of
Alcoa Wrap,

Fan to slage wilk corlain

.

Balloos zaama ep falic

Clumbs iato fo1]l kammmet.

Zaam up Aliva pachage.

Fackage alpze == live.

The end.

Ivom wp package.
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This first segment of the beard
s pure sntertoinment ond con
be dropped without affecting
the &0second segment.

This second segment, port of
the &0-second commercial. is
still enterteinment. I starfs
ta tell the elient's story. It
has an element of “saft sell”

This segment is “hard el
— a direct, live demonstration
of the uie of the prodect
The super. “No Waste,” i1
used in much of this sequence
becouse this was the main
recson the commercial was
produced in the frst ploce,
This segment is the logical
chalen for the Z0-sscond lift
— it can deliver o tatal sell-
ing mestage oll by itreli

This final segment Is enter-
toinmant. The bottom row can
be dropped, with the top raw,
when necessary, to refain the
onginal &0second  wvarsdon.
MNaote that the cient’s preduct
is shown in the final fromes
at the end of the film — for
"ramembrance valve.”
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Creating the storyboard

The basic principles for creating professional storyboards are the
same — whether you make them for a national or local sponsor.

Keeping the budget low is often of paramount importance —
especially for the small client. As we pointed ont in the intro-
duction, you don’t have to feel that you have to wark for Walt
Disney or the big networks. There is a great newed [or new talent
on the local stations in small citics. For every sponsor on a
national level, there are hundreds ot small local sponsors, and
cost is important for the small account.

The tollowing storyboards were designed for local sponsors
with cconomy in mind. For cach storyboard we indicate the right

WHY DON'T YOU TRY
FLOW MILK -- THE
CREAMY MILK?

DELIVERED FRESH
EVERY MORNING,. ..

Milk truck continues
toward viewer --
POp On sUper.

Cpen on milk trutk
coming toward viewer.

wrﬂﬂﬂ ﬂpproﬂ:h There are several things wreng or undesirable here.

approach and also the things to avoid — the wrong approach. We
include narration and descriptive action where both are necessary
to tell the storv. Where cither one will suffice, it is used alone.

Storyboard for a local dairy

A local dairy delivers fresh milk early every worning to be sold
in neighborhood grocery stores. The product is comparatively
popular and many people are buving it “by name.” Other cus-
tomers, however, are just asking for a quart of milk. Our aim is
to design a commercial that will get these customers to ask for
the client’s product by its brand name.

... TO YOUR GROCER
== WHERE YOUR
NEIGHBORS BUY IT.

EVERYONE ELSE
THINKES IT'S GREAT --
JOIN THEM!

Cut to store with
crowd going in.

Cut to live announcer.

The three-guarier view of the delivery truck would be

expensive to onimobe — mare drowings would be necessary to show the truck esming forword. Aho, this
view dees not give gesd hrand-name diploy. The super in the secend panel paps on in o roufine. um-
imaginotive way. The crowd geing inta the stare backs visual impact beccuse we have not shown that they
are purchoving the product, Bringing In the onnouncer in the lost panel roises the coit of the eommercial

becouse he is on expensive man fa hire. Moreover,

hoving him peint his Fnger at the oudience s more likely

fa jrritate than perwvede them fa buy the produst. And there is no fingl product picture for remambrarce value.

DELIVERED FRESH
EVERY MORNING

WHY DON'T YOU...

Open on cow,

... TO YOUR GROCER...

Cut to delivery truck at
grocery.

Right approach

e TRY FLOW MILK. ..

Mowve back to reveal
full scene.

... WHERE YOUR

MEIGHEORS BUY IT.
Figures move into gracesy
and bottles pop into window

This is we!l plonned ond inexpensive. The fat truck is not

+++ THE CREAMY MILK?

Delivary track comes
to sign.

EYERYONE THINKS
IT'S GREAT.

All hottles except one pop
off as figures exit,

anly cheaper ta animate than the three-quorter

IT'S DELIYERED ... EVERY MORNING. ..

FRESH...
Move 1n on $Ign.

It travels past sign.

YOU SHOULD JOIN THEM.
BUY FLOW MILE.

Zoom to clase-up of
Flow milk bottle.

view, but it displays the brand nome of the milk batter. Wa hove introduced o humarous nete with the cow
— then we pick up our truck, which passes the billboard, where amphosis it ploced an the freshaeis of the
ik, The driver arrives af the grocery store and deposits his product. We find customers coming in immedi-
ately 16 buy the milk. Finclly we end an o clowup of the client’s praduet, The whale thing is fegicel, ém-
phasizing our objsctive — brond-name remembronce. There is pradvet identification almast throwgheut. This
right epproach flaws much mare smoothly and is better integrated than the wrong approach above.
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e

Storyboard for a drug company

A drug company is introducing a new sleeping
tablet. They don’t want an announcer holding a
hottle and hitting the viewer over the head with
the usual spiel. A light touch is asked for, so ani-

marion is the answer.

THEN HE TOLD HIS
FRIEND HE
COULDN'T SLEEP. ..

HE WENT T0O BED
EVERY KIGHT...

s AND LEARNED
ABOUT MORPHEUS
§ TABLETS.

<o TO TOS5 AND
TURN ==

ONE EYERY
MIGHT. ..

2

--NEXT MORNING
TO WORK FEELING
LOGY,

PLEASANT DREAMSE,

The mast shvious thing wrong here is thot thers is no
product identification In any wegment, not evea the all-im-

portant finish, This storyboard toker s edvontoge what-
ever of the imoginative light touch that T ponible with
animation. The light touch was requested But this is dull
— there's goad recsan to feel it might put the viewer to
seep without the help of the product.

CAN'T SLEEP?

WALK THE FLOOR. ..

... FOR HOURS?

GAZE AT THE
MOQN?

WELL, LOOK.

TRY THESE
MORPHEUS
TABLETS.

JUST QNE...

... AND YOU WILL
BE READY. ..

... TO HIT THE
HAY, ..

... FOR A GOOD
NIGHT'S SLEEP. ..

... THANHKS TO...

... MORPHEUS
TABLETS.

Right approach

This has the light teuch reguested by the client. The hera is an appesling persenality.
The intraduction of the meen it imoginctive, and through it we introduce the cient's

product, amusingly end earlier in the rommercial. This is toking Full adventogs of the
onimofion medivm. It is good. not Becauss it has mare panels, but becouvse it is mere
ereative and livelier. Becouse there is less chonging of scenes, this will be less expen-
sive to produce. The produc is in evidesce thraugheut almost holf of the enlire com-
mercial = ond we end the commercinl ga o closesp of the battle of sleeping toblets.



26 Storyboard for a live commercial for o heauty shop

A local heauty shop wants to advise the ladies of its new telephone number, 1t
wants them to remember irs location and its fine services, but, most important, it
wants them to notice the phone number.

The shop requests a live commerdial because it wants as much realism as pos-
sible. Whenever realism is needed, animation iz out. Tt is much more convincing
to see a real person mixing a cake, or polishing a car, or using a shampoo.

A live hlm can often be made cconomically without motion picture studio
facilities. Often a good effect can be accomplished by using still photographs and
filming them. Through this process we can dissolve, pan across. move back and
forth and create an illusion of motion as we move from one photograph to an-
ather. Tt is soametimes a little dificult o tell that a commercial like this is not
actually filmed in a studio with live actors acting out their roles in [ront of movie
cameras. This method saves the verv grear expense of sewing up in a live studio
with rostly technical crews which are not always available in many areas.

Y ii}t"?tlii.

Wrong approach

The principal request of the odvertiser wos for o
commercial that would impress the viewer with the
phare number, Although the phone number i
LY AT ALL TIMES, . given twice in the narratian, it dees not appear

on the screen. There ore no closewps of well
||11|1I|I'l{|ll'llllll greamed lodies to convinee the viewer of the «f-
||I|L “I"l".'l. fil 1| I."- : il fects of & visit to the Beauty shop. Everything is
e == g L 5 2 o toe smell ond locking in emphasiy. Maoreover, the
2 5 3 : H scenes indicated would be difficult ond expensive
ta 12t vp er phatograph, We olia hove gattea in-
volved with eleven different models,

In the lost three fromes, one head pops on the
serepn after the other very guickly, ond the viewer
daes pat heve o chance ta goncentrote on any one
of them. We min the big image, the final impact.
Also, there i no point in introducing the deilgn
elements here — this is a live commercial, ond the
deslgn hirders the praspective patron fram identi-
fying hersalf with the subjects shown

2o OR AT LUNCH WITH
THE GIRIS®

WANT TO LOOX LOVE-

-AKD MANMURES -~
D.FH'-J.'EEH. ERRUCE

THEN PIHEOKE SPRUCE
4320

Il PHONE SFRUCE 4120
| AND OUR RECEPTHIN.
wY .,

= MARTHA'S BEAUTY
SHOT AT 1d MAIN
STREFET.

-« ©F THE MO5T CON-
VENIENT LOCATION TN
TOWN --

SPFRUCE 43 5 THE
PHONE KUMBER. . .

FUH A FACIAL THAT
GIVES YOU THAT REW
LOOH. ..

THAT WiLl BE AT-
TRACTIVE...

Right approach

Remember thot the advertiisr wanted to emphosize
the phone rumber. In this oppreach the phone
number is the first and lost thing we see It re-
maini on the screen throcghaut o good part of
the commerciel. We introduce the convanient loco.
tinn — ond, snce Ihis is g beouty shop, we hove
close-ups of the ladies’ hoirdos, their foces, end
thair honds to bear witnes fa the beouty shop's
fine work. Twice during the commarcial we show o
view of the shop. And, most important of ofl, we
end with tha clisnt’s phone number. In controst 1o
the “wreng oppreoch’™ abeve — where eleven mod-
els were vied — we use orly two here.

e WILL MAKE AN AP-
POINTMENT FOR A
PERMANENT...

SP 432I

. TRY MARTHA'S
BEAUTY SEQP.

2SR A MANICURE
TO MARE. ..

+so LOVELY HANDS
LCOK LOVELIER,..

PHONE SPRUCE #3121,




Television art

¥ A . = 2 . - . 3 3 -1 w1
EfDthDurd for a live A loml Taundromat wants to advertise its services. TlIT_IL is no
actual product used in the commercial and a picture of 3 whole

commercial for a laun met .
droma room full of washing machines wonld he dismal. The problem is

ta sell the idea that the service of the laundromat is simple, con-
venient and desirable.

o B

==

ﬁ.-——{ f’m
7 ol V=S

' 3’\%1%

L\

EVERYONE USES IUST DEPCEIT A QUAR- | DROP IN YOUR DIRTY ---AKDTIH A FEW «e. YOU TAKE OUT ---CARRY IT HOME. . LCHANG IT UP TO DRY. | KOW IT'S READY FOR
LOU'S LAUNDROMAT, TEER IN THE MACHINE, SLOTHES, .. MINUTEE. .. TOUR CLEAN TROMING.
LAUNDERY, ..
L s T ———— e

Wrong approach

We epen this commarcial with @ lot of hoppy foces ond then
therw the cusfomer going I'hrnug‘\ the whole routine of Uifl'lg the
loundromat. Finally she brings the laundry home and puts it on
the line. We end up with @ stene of her froning. All this seema
like o lat of hard work ond certainly contrary to our princpal
concept of the story line, which is to shaw the ecss. the con-
vanignca and the desirebility of using the loundromat. It alio
doesn’t show o hoppy ending. Firally, that very Impariant ele.
ment of viswal identification of the chient i locking. We are told
— Byt never tee — the nome of the loundromal.

Open and pan along Stop on sad Cut to long shot as
dirty laundry. housewife. she talks to neighbor.

oy =
L e

. AT
~ - PAEEEETE LY Y
L7 \\FPFTHEETNY \
Truck in to close-up Pan along on spari- Stop on exterior of
of happy neighbor, ling laundry. laund romat.

who i1s showing
clean laundry.

Right approach

Here we start with o sad situation and en unhoppy hovsewife who it told by her
neighbor about the wonderfully eosy way she can sobve the problem of dirty leundry.
We introduce the applioncs estoblhment ond emphoiize the Aumber af woshing
machines ovailable ond the foet thot the laundromat is open evary day. We then
mave ta @ sparkling line of loundry ond the housewife, now heppy, telling abowl her
pleasant wisit to the laundremet, We come to @ heppy ending for this hevsewife — o3
cpposed to the ending in the wiong opproach obove. Throughout this cammarcial, we

Fup on super in Fop on other super Cut back to house-
window. in window. wife's Jaundry --
now sparkling clean.

X ;__.',_.-;}1 bove emphosized the benefits thot Lou's Loundromat kos to offer — without even shaw-
I LOW'E LAUNDROMAT | ing the equipmen!, because most women don't like to see machinery. In this type of
& R commercial, such an approach is o good way 1o echieve o foverable emational response.

LOUS LAUNDROMAT

Pan along laundry to Hoth paint to Zoom up name.
our housewife, now laundry. Pan along
smiling, thanking laundry to laundro-

her neighbar, mat exterior.
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The abstract
commercial

There are times when neither live action
nor animatien is the best approach o a
commmercial, 11 the lowest possible budget is
a necessity, the abstract or design approach
is advisable because this makes the least ex-
pensive commercial. But there are ather
times when, budget or no budget, the ab
stract comunercial can convey the message
mast clearly. This happens when the client
is not so much interested in sclling a spe-
cific product as in selling an idea. The fol-
lowing assignment gives us a gpood example.

An abstract storyboard
for a dry cleaner

A local dry-cleaning estahlishment, Sparkles
Dy Cleaners, is cntering into a television
campaign to encourage customers to dry-
clean their clothes before they store them
for the winger. This is the idea we have o
sell to the viewer in the commercial,

HAYE THUSE DIRTY
CLOTHES. ..

QOpen an sailed elathes, Pan them tato store.

D THIS BEFORE
YOU PUT THAT
SUIT...

Pop line abaur soit.

Pan right ta dress

as yoz pop line
Aroded .

-+« QR 1IN THAT
DRESS,

ves TOU WILL LOOK
BRMIMT IN THAT SUIT..

Pap an suit in Faop on dress.

Place of sun,

.o G0 TO SPARKLES. .. |

DR DRESS AWAY, ..

HAVE THOSE DIRTY

CLOTHES, ..

Open an dirty clothes.

TAKE THEM TO. ..

Cortinae pannifg
Tight 1o fA™E,

vor YOUR SLACKS. ..

Trutk back 10 pap
an slacks.

;o THE FINEST IN
TOWHN. ..

Eliminate soiled
areas as they go in,

-..FOR THE
WINTER MONTHS.

Hold line == crass-
dignalve tn snow.

EQ BE BRIGHT
AND SEND THEM. ..

Cross-dissalve ta
L1E-10

.-.DRY-CLEANED
BEFORE. ..

Pop on clean anes in
place of dirty clolhen.

.« SPARKLES DRY
CLEAMERS,

Cartiroe panning [ar
comtplete name.

.. AND YOUR
DRESSES WILIL. RE
EPARKLING CLEAN. ..

Pap on dress.

o FOR DRY
CLEANTNG,

Truck irto sail.

AND WHEN SUMMER
RETURNS. ..

Cross-dissolve to sun.

... TOBPARKLES
DRY CLEANERS RNOW.

Zoom up #ign.

.2 YOU PUT THEM ...FOR THE WIKTER.

AWAY...

Pan right ta smow
symbal,

Fap un shapes fof
ATATAEE URAILE,

50, WHEN SUMMER
COMES, .,

---YOUR COATS. ..

Cortinze pannicg Crosa-dissolve

ta sor symbal.

.« DRY CLEANERS,

Rewverae bhlack and
white of letters
and panels.

5-F-A-H-K-L-E-5
{SPELL)...

Pop on Ietlers ino sinc.

VN Wrong approach

This soryboard does mot Aow smoaothly. It storts
by showing dirty clothes — then the clean clathes,
thon the symbal of voroge. We swddenly jump to
the symbel of wirter. We make an ebrugt change
ta the client's nome — which reods ooross twe
frames, o il is rot visible oll ot snce on the
reen, We jump from this to the tymbol of the
sun — make gncther abrup! jump to on abtroet
esat, then other clothes in the next two fromes
We jump ogaln ta the sponsar’s name — which i
dificult 1o read — and juddenly reverse it It i
still diffiewlt to read.

There is no serss of fontinuity frem beginning
ta end — it it hard to keep up with the visval mes
soge. And of no lime have we seen the spomiar's
rame forming @ geod, readable wnit in @ne panel.

Right approach

Here our itoryboard ovoids the foults of the previaus ona
and achieves o smesth continuity throughout, After open-
ing on the dirty clathes going inte the sponsar’s elab-
lishment, we premptly Infroduce the neme, MNext we truck
in en the symbal of the dress olready being cleaned in
the establishrent. We continve showing sperkling dathes
— ord then show them being stored. The porel chonges
1o @ windew ond we see snow outside. Spring comes end
we ore intreduced to the symbol of the sun. We keep the
symbol of the sun and odd the sparkling clothes. 3till
keeping the san symbal, we introduce the diznt’s rame,
and ard on o highly readakle ecllent identificalion.



HO MATTER WHERE
¥OuU TRAVEL--

--T(y THE EAST...

Car gors cast,

Open oo map wilh Car
Folog west.

... THAT IS5 BIZ INSIDE
FOR COMFORT. ..

Cot to car going icside
circle of dats.

LJWHEN ¥YOU ARE IN AN

ORDURYVE -- THE KEW
LITTLE FREKCH CAR..
Mave in taward car as
i1 goes lert.

... A BXS VALUE, SEE IT...

Move in toward car --
POp OG EOpRY.

Hold on car as striped
background appears,

Right approuach

I this correct version, all the sharfcomings of the wrang
approach are aveided and the stery Fows clong smaathly.
e have o gimple moveman! bock and forth o1 we pan
with the car from left to right and right 1o lefr. Then the
baads dissalve info o single brood band, sa that the pat-
tern is kept consigtent. Mexi, on the brood bond we in-
trodues our clienl's ear ond i name. We stoy with the
cor and mave in to shew it growing in size. Confinuing to
move in, we show how roomy the cor in In the next
panels we shew its maneuverability and truck in ogain as
it grawi in size 14 [adicate itx big value. From here we
go on fo emphosize the roominess inside once mere. Maw
a portroit of the cor oppears with its nome belew for
product identification. At na time do we destroy the sym-
bal or ectuol appearance of the cor by plocing wards on it.

-..0R TO THE WEST--

Goes west again,

.. YET SMALL CUTSIDE
FUR CONVENIENCE--
Follaw car outside
cifcle of dots.

Fan lelt with car while
it passes striped
backgroand.

KO MATTER WHERE

TOU TRAVEL--
Open, panning left
with zar leaving
white line,

Lo WHEN YOU ARE
IN AN ORDURVE--

Pan left with car a8
it wipes on name.

-«THE LITTLE CAR

THAT I5..

Zoam inta car...

--THE RUADS
SEEM WIDER...

Car aigzags an wide
highway.

==THE LITTLE CAR
FOR. ..

Paxn left on car
leaving dois.

--THE QRDURYE.

Hold an striped back.
groand as cas's name
is revealed.

=T THE EAST. ..

Pan right with car,

-=-THE NEW LITTLE
FRENCH CAR...

Mave in toward car. ..

.. A BES YALUZ,

. -until it fills the
AEFRER.

An abstract storyboard
for a foreign-car distributor

A disrributor of foreign cars wants to adver-
tise a new small French car. He wants to
emphasize its roadability, the advantages of
its small size when traveling, its maneuver-
ability in traflic, and at the same time its
amazing roominess inside. And, finally, he
wants to emphasize that it is a great value.

Wrong approach

There it no consistancy of pattern here. We go from lines
oeress o map to dois following the car and we end up
with stripes — three unreloted potterns. Moreover, the
nerration sheuld always relate fo the picture on the
sereen, but this doer mot hoppen with severol of the
parels. The eopy on the car destroys it as @ symbal of
the product. We do nat see the name wnhl the vary end.

.- QR TO THE WEST-- --THE ROADS

SEEM WIDER, ..

Bards Became ane
wide band.

Pan left with car.

... THAT IS BXJ INSIDE
FOR COMFORT. ..

« =« matil it fills the
ECTEdn.

SEE IT TODAY--

Feversa from light to
dark,

| vET smann ouTsioE [0
FOR CONVENIENCE--

Pap on two large cats
-- smmall car backs 10
Betwern them.

ORDURVE

=+THE NEW ORDURVE,

Paop on sealislic car
wilh nime.




+ Flip cards for television

Of all the methods of presenting a commercial in television, the Hlip card tech-
nigue is by far the most economical. Flip cards are a series of photagraphs, or car-
toons, ar illustrations that are shown in a sequence of still pictures w0 tell a full
story. Sometimes copy is included on the flip card. Tf you rake a storyboard and
select the most important panels — show them in the proper sequence 1o the
viewer and accampany them with a running narration — you are telling vour story
by the Hipcaid technigue,

We have taken the first three panrels
of the storyboard and digested them

into one single flip card,

An example
We will simglify the animoted storyboerd for Flow Milk which we did ecclier in
the lesson ond wie it an fip cords.

Let's toke the three most important areos end render them with soma desail.
For the obsslute in economy, three cords do the work of o whele storyboord.

7 e ‘ 0 ' ! i = We hove token the second three

B 3 -
FELIVERDY FEEJH f panels and digested them ta tell the
EYeEY MoEJ WG B0 yama slary in just ane singls pleture,

H wer Bowt T TowL L

P SR Shamn in o waghs

3

Firally, we have eliminated the peo-
ple going into the store, and com
bired the billbaard and the disat’s
preduct in the lost Aip cord.

L. .TO TEEY S1SETE + s TR (i veo peE L Mt TEEM
T2 [l acs ruse s

AL bomies swreps pas pen

et wn Bgures ot

Loz ng G8crEFF Toueh al
ey

Teem we ciebn-ap o
Fiaw mls bat's

Contrast of values in television

It is most important that our characters "read” against the back-
ground. Characters and background must complement each other.
They will do this if we handle our lines and tones correctly, as
demonstrated in the diagrams.

As in orther artistic mediums, there are specific rules in televi-
sion concerning the use of tones:

. Never use a pure white.

2, The range of tones that you can use successfully on tele- - = :
VIsion goes from aff-white ta hlack, Tone ogainst line: 15 our charae- Line ugullu_t i'url_e: IF the charoe-
5 i 3 s I ters ore mossed, and in tore, then ters are in line with no fone, they

3. Keep your tones flat — in general, avoid modeling or grada- e Brigiocad: sight- be. doss o e S
tions of tone, line for a good, clear plicture, background.

Wrong Right

This drowing leoks fine in the original ot the left — but see how You can ochieve good contrast by using on almost block ogoinst
it will appear on the TV wreen. Motice the fuzzy edpes where an almort white ay af the laft. Ab the right you see how this
the pure block [y ogeingt ‘pure white. This is ealled “bleading,” «pictura will oppear on the TY screen.

This spectrum of gruys will give you on ideo of the ronge of tenes you con vie in television — from of-white 1o bleck.



The sponsor's product

The most important feature of the flip card, as well as the flmed  Therefore, itis quil.e evident that whether the m oduct 15 old or

commercial, is the product. This is the element that represents
the sponsor 1o the puhlic. Consequently, he will be more critical
ol the way you handle this than-ol any other part of the com-
mercial. It is his desive — and rightfully se — that the television
version of the product be as close a duplicate of the real product
and its packaging as you can possibly make it. This is the thing
he wants to sell — the thing hy which he is known — and it repre-
sents a combination of the good will and the reputation for in-
tegrity he has built up over the years. So it's casy to understand
that a good, easily recognized image is the keynote where his
product is shown.

On the other hand, rake a client with a hrand-new produn.
A clean, crisp replica of his new product is necessary so that the
public will recognize it quickly upon seeing it in the store.

JELLO

e
INSTANT
2% PUDDING

By peeromisssony of
the JellO Divirion;

Original TV version Original

TV version

new, it must be represented correctly.

Although the client halks at the slightest change of his prod-
uct, many packaging units were designed without considering
how they will show up on a television screen. Where products
do not “read” properly, they have to be simplified without losing
their identifving characteristics.

Whether the product is packaged in a hox, a can, or a battle,
the same principles apply in designing the TV version of the
pracluct. Madeling and perspective are usnally eliminated —a
head-on wiew ol the product is best. The high-lights of shiny
containers are omitted entirely. Nonessential elements of the
package that cannot be understood quickly are taken out. Im-
portant copy elements and the product name are emphasized by
inereasing the weighe and size of the lewering, where necessary.

Courery
Continental Ol Co,

Courleiy
Vick Chemieal Ca

TV version

Original

For the television versian of the Jells pockogs, we
vie 0 heod-on view of the pockoge, eliminoting all
unimpaortant elements. The smoll lettering, which
would be illegible on the TV screen, iy taken out
= while the important odverfiting mesoge “Mew
Instant Pudding — Mo Cooking'” ond the product
nome are refained. We must be sore to vie the
symbel & or (@ under the predudt nome if it i
registered er the design is copyright.

The shiny metal can would not repreduce well on
television, o we hove rendered it without high
lights far the TV versise. Mo roundness Ty shown
in the televivion rendering of the product — the
letering is more legible on the flal, stylized con.
To odd impoartance to the advertising mewsage, the
lettars hove been strengthened. The TY verson of
this can wos designed to fit o highly stylized eoe-
toan, 3o [Tberties were token with perspective.

The long, owkward proportiens of the buotile of
Vick's Cough Syrup for Scuth Americon distribe-
tian hod ts be modified for television, while re-
taining its bosic character. Agoin, we used o head-
on view. We smplifed the cop, eliminoted non-
epsential copy, and emphasized the important jne
gredien! the sponser wonled lo fecture, “Celomi-
um." We retoined the triongle of the bottem of
the label Becauss it is the company trademark.

Lettering
for television

When you render lettering [or television, it is important to choose
a type face or letters that are clean and simple. Goad, fast legibil-
ity is essential. Theretore it is best to use a simple block letter.
The use ol serils is not recommended. The message may be inter-
preted in all caps or in caps and lowercase letters — both are
good, so long as they are presented in a simple type.

Wrong Wreng again Right
FAMOUS EAN.OUS EAMOuUg | FAMOUS FAMOUS
ARTISTS APTISTS ARTISTS ARTISTS ARTISTS
SCHOOLS SCICULS *CHOOLS | ScHools ScHooLs

On the othar hond, if the leHers are too bald —
like thete — they tend to fll up ond become hord
to read whan telecast.

This weight of lerter it rot toa light and not tos
Bold — It i3 just right. It inswres fost, eosy rending
on the Mlevision screen.

If you use lefiers that are foa light, such o3 thess,
portions will be los? in telecasting.

When the picture of the product and the lettering are to appear
on the screen at the same time, you must consider their relation-
ship with special care. These elements should be arranged in your
layout so that neither will interfere with or overpower the other.

Layout of
copy and product
Right

Wrong Wrong

= THE
BEST
— BUY

e ——

=k

THE
BEST |
BUY

|

The arrangamant on the left is an interesting eamparition and
might b cceaplable if it were gaing to be reproduced in print.
However, in o medium whare mation is invelved, the meusoge
is hard fa reod. The atrengement on the right is beler be-
couse both the product ond the mewsage ore cear.

In the sxomple ot the left. the copy is toa light, It T3 overpawered by the produdt, and the adver-
Tier's messoge iz opt to be losh, In the eenter illustration, we can read the mesioge well — 5o well,
in foct, that it everpowers the sponser's product. The exomple at the for right s In better belonce.
The viewer con recd the mesage dewly ond omaciote it with the preduct.






Here you see just a faw of the countless
chorocters thot have appeared an talavisian,
Every artist haos his own personcl appreach

to the creotion of characters, and his ewn
favorite techniques, which moy range from
loose to tight. Watch your television sat often
for new approaches to animated drawing
styles. Mew directions and trends appear
constantly — and being alert to tham will help
keep your work fresh and up-te-date.

Characters for television

When a motion picture or stage play is produced, one of the
most important jobs is the casting of the characters. Every effort
is made ta find actors who Gt their roles to perfection, This is
just as important when designing characters for animation on
television. 'The design and personality of the character that will
represent the “star” are just as vital as is the selection of the
actor who will play the leading role in a Hollywood producton.

But in casting vour 1V characters you have one essential thing
to consider that Hollywood or the theater doesn’t have to worry
about. Your TV characters are going to come right into the pri-
vacy of the viewer's living room. More is required of them, as
far as good manners and general likability go, than is required
of movie or stage actors who are viewed at a distance in a theater.

An cxample of what this means occurred a while ago when a
famous stage comedy was televised. In the theater versinn the
hero let out a spectacular belch at a moment in the action when
it wus very funny, At least it was funny when it happened on
the stage and at a distance, with a crowd of people around. But
on television you saw just the great big head filling the screen —
vou were not conscious of the rest of the show at the moment —
just the huge belch. It wasn't funny at all — it was offensive.

A man’s home is his vastle. The personality of his TV guests
will determine whether he will accept them as triends and be
glad to have them drop in, or whether he will do the equivalent
of not answering the door bell — turn off his set.

The first thing the home viewer wants is that his T'V guests be
pleasant and entertaining. He doesn’t want to Le irritated — he’s
at home and he wants to relax. He wants to escape from the
problems of his day and [eel good. Television animation should
always have a happy flavor. Although the characters you create
may have a problem in the beginning, they shouldn’t take it too
seriously and the story should always have a lively, happy ending.

The viewer certainly doesn’t want his TV guests, no matter

how creatively conceived, to be [rightening or repulsive. Even a
villain doesnt have to be all vile. He can b funny and frus-
trated and therefore a little appealing. On the whole, the key-
note of the 1'V personality is that it should be amusing.

The next thing to think about in the creation of a proper TV
personality is the element of self-ddentification of the viewer
with your character. We all identify ourselves in some way with
almost evervthing we hear, read, or see. That means that your
TV character — though highly exaggerated and original in con-
cept — should represent the average and he likable.

When creating and drawing staryboards for live action, unless
the story demands it, don't make the men look like movie heroes
— very few men da. Don’t make the women ultra-glamour girls
—very few women are, Make them attracuve, normal people
people in whose appearance the viewer can hind something of
himself or hersell.

After the matter of personality comes the question of func
tion, and it is a vital one. We've seen that the TV character
should be pleasant and entertaining. But just whart physical fea-
tures should vou give him when you are asked (o create a par-
ticular storvboard? Tt isn't enough for your hero or heroine Lo
be cute and appealing. T'he other parts of their bodies must be
suitable for the action. Aspects of their physical appearance will
often depend largely on their function in the story. Sometimes
facial expression is the most important clement — then you will
emphasize the size of the head. Sometimes the action i3 the main
thing — then you will give special consideration to the size and
proportions of the body.

Many ways to create characters lor different storyhoard re-
yuirements will be illustrated on the fallowing pages. But al-
ways remember the first principle — TV characters, whether for
live action or animated in a novel, creative sivle, shonld he the
sort of peﬁp]e von would welcome i your own home,
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Creating o character to fit sper.tﬁc prub\em

The story that follows gives us the high points of a TV commercial for shaving
cream. Here we shall demonstrate how to create the hera for this commercial.

A voung man, badly in need of a shave, doesu’t get the job he applicd for. He
feels very sad. Then he sees an ad for shaving cream in a drugstore window — buys
some — uses it — and gets the job. After the day’s work is done, he dances happily
with the boss's pretey seoretary, And just think. this is 4ll due to the shaving cream!

Now let's get to work and see what Kind of character will fit this role best. We'll
consider a character that won't do — and why he won't do —and then we'll show
vou the right man and how he fits into the storyhoard.

Right
This young man is plessant ensugh — but ke's rat the right type for our cammerelal, This fittle fellow is o mare logical solution te our problem. Sirce the ocfien is na! the
Facinl expressions ore more important thos sctian in this sfory. Qur hero must lock mos! important thing in the story, his small body will serve just os well os o larger
urhoppy when he deesn't got the job — hopeful when he sees the shoving cream dis- one —aad ofl the ather faures con be proportisned to it for a humarous effect. His
ploy — joyous when he gets the joab —and dreamy when he's darcing with the Beis’s lerge foce will allow o variety of expresnions to show up clearly even ia long shoty,

sseretary, A, our hera’s head muit be largs enaugh to shaw that he needs @ shave,
end olo to display shavirg eream. This character’s head i5 tes smoll to do all this
Becouse of the fong figure we would kave to truck in repeatedly from o lang shet to
a close-up of the face to make the main peirts of the story. So let's by ogoin.

He will e esslar ta truck in toward, aad the close-ups will be efective.

(e T

Mow tee how eFectively aur [ithe fellow with the big heod solves
the problem of the shoving cream commerdial

He didn't get He feels very This ad gives He buys the shav- What a happy He lands the joh.
the job. low. il him an idea. ing CTRATH. shave! I

Everyone in the He dances with | Look -- he's . . . with his new Close-up of i Close-up of actual [
gifice admires him. [0 pretty secretary. falling in love... shaving cream, | shaving cream in ! package for product §
i a cloud of lather. (] remembrance.



feeling — and also of performing a lot of dramatic action.

First tryr He's a bows oll right, but whot o mean
anel A mean guy isn't really the type colled for
by the commercial and, besides, this breoks the
first principle we discvised in the intreduction fo
this sectizn an ereating charocters — they should

not be unpleasant.

The body of this figure is muth tea small and square to perform these fively octions
efectively, as required by the story. He's @ Humpty-Dumpty rather thon o man.

Our busy executive fits info the
storyboard perfectly — he eapressas
his ematiens clearly ond kis actians

ore streng and affective.

This secretary
puts him in a
Tage.

Whoops -=- an idea! |

Second fry: This is Better. He Dy o811 tough but
net an ogra. However, notice how smoll the body
is now. He won't be oble ta do much effective
[umping around with such a small body.

Creating o character who must do two things at once

Our problem here is to create the leading churacter in this scripe for a TV com-
mercial for the Ace Secretarial School. Our hero is a husy executive who is at his
wit's end because of the incfficiency of his secretaries. He tries one after another
and becomes more and more frustrated and angry. Then he phones the Ace Sec
retarial School and the very first girl they send him is perfect.

Our leading character, besides being a hard-wo-please "boss™ type, must he ahle
o do two things. He must be capable of showing a considerable range of strong

Third try: This concept satishes bath requirements.
The body is large enough to express lively oction.
The heod iz also lorge encugh to display the fadal
expresuions we need, He can lock stern as well as
just vgly mod, ond in the end he con look con-
tented and hoppy.

Here the body i3 more curved and flowing and a litte lorger. 1t lends itsell to exc-
ing gestures. In this compromise of the relotive sizes of head ond body we ore oble

ts thaw a voriety of fociol expressicns and violeal wolion,

A third ane makes
him tear his hair.

The second one
makes him pace
the {loor.

He phones the Ace
Secretarial School.

Oh, the blias of
having the perfect
secretary!

The fourth one he §
fires immediately.

Cur tough boss

is a happy man --
thanks to the Ace
Secretarial School.

XK
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This storyboard tells the sad tale of the commuter whose watch was always wrong.
Sometimes he would think he had plenty of time to walk to the station — and just
miss the train. Other times he would run like mad and get there so early he would
have to sit and wait. Finally, he bought the right watch and his troubles were over.

In designing this character, we must consider that he has to do a lot of walking
and running. We must also allow for a series of limited truck-ins and close-ups
that can show his facial expressions.

First try: The foce s good = it's borge and likoble
— bt the smoll body won't be oble lo walk or
run effectively because the legy are too short.

Sccond tfry: This longlegged figure con wuraly
run for the trais, but his foce is too small to show
much eapression. Besides, fiming would not permit

Third try: This is cur hoppy medium — it combines
the good fectures of the first bwo ottempls. The
bedy s big encugh for o lot of octizn. The fore

the long truckins necessary for the dose-ups. is big enough to show emafien even in medivm
shots. Also note thet the foee hos heen drown the
right shope, 10 tha! we con hove o match-dissolve
fra= tha heod fo the woich (shown below in the

seventh and eighth panels of the woryboard).

POOR SAM... HE THINEKS HE ' HE MISSES IT. WHEN HE RUNS ... HEGETS
HAS ENOUGH FOR THE TRAIN... THERE TOQO
TIME TO WALK EARLY.

TO THE TRAIN.

NOW SAM

| ALWAYS GETS
THERE RIGHT
oN TIME.

' TIMOLA WATCHES
COME IN VARIOUS
'SHAPES AND SIZES,

HE NEEDS A
NEW WATCH

LOOK, SAM,
IT'S SIMPLE. ..

BUY YOURSELF
A NEW TIMOLA
WATCH.

Qur hoppy-medium type on give ws bath the octien ond the
facial eapresions required in this seryboard.



Creating a group of characters

Here we go to work on a commercial for a brewery. We want o show a group of
comstruction workers heating the quitting whistle and rushing o the nearest
tavern for a refreshing glass of the sponsor’s beer. The action is fast and it is all
in long shots,

-
‘I he artist’s first reaction may be that this is really a tough assignment because
he has to design nat one hut many characters. But he would be well advised w0
think over the story before he starts o work. Its emphasis is not on individuals
but on action, and it says, in effect. that men, as a group, like 1o drink beer.
Wrong
The ortist hos wasted his time. The charocters are all fine, and he has
worked hard ta create indiwideal perssnalities. Bul re ene will oppredi-
ate them os individuals when they are sween in the rapid odtion ond the
long shets called for by the story, What is wanted iy & group. A group
shoold function g1 o wnit, and we thau!d not detroct from the over-all se-
tion and idea by making every mamber of the group o “charceter acter,”
i Right
In thess characters na atempt is mede fo disglay individuality. They ot
w1 @ wnil, which is a1 it should be, becouse the principal idea of the
commerciol is thet, os o grovp, they aoll enjey their beer. You con, how-
evar, add o light touch of personclity ead humor to the group by
moking one of the fgures smaller than the others so that he will have
to scromble fo keep up with them os they rush to the tavern,
Group oction is important hers
ard charactericing the individuals
would ealy confuse it
e | _I . £ : ! - | ,
This storyboard shaws thet & greup b ] I - !
eFectivaly o an individval character. ] I o R e ".?x RIS it ! I :.'. | _: | !
THERE GOES Wl AND ...YES, THAT'S ...EVERYONE..,
THE QUITTING EVERYONE... RIGHT... '
WHETLE... | il
(il
i
... RUSHES. .. ... TO THE i ...FOR THAT
- HURRY... | TAVERN... |  EVER-LOVING

il SUDSO BEER,




The charocters you drow for the live storyboord must be realistie, convincirg eramples of their types.

Casting live characters

Up to now we have been “casting” animated characters. But
there are times when live action is preferahle. Live action may
not be as entertaining as animation, but the sight of real human
beings in a selling demonsiration has more believability and
carries more conviction.

Live action can be filmed with real actors in a studio, as in the
movies. In cases where this is too expensive or complicated, a
series of still photographs is used. This is still called “live action”
even though the people are not moving, because the photo-
graphs depict human beings — not cartoon characters.

Whether the final production will be filmed as a short movie
or created from photographs, the starvhoard rendition of it
should be done in a realistic, illustrative manner. Unusual are

Tore whd Bis Lizeg
drty tansdsn

Truih i 12 glnnssp

Faw pinag mm i
L

Thn nivna lsadry o
[ ——
s, Tkanking

Wrong

Barn poiei oa Toe ap wama,
Scadrr, Fes slesd
Smemdry bm lan e

v w g blear. =l waaran

This beautiful girl is exciting to look at, but the impres-
sien of glamaur thot she creates i cut of place In o zom.

technigues or styles should not be used — the people you draw
should look as much as possible like the human beings they are
to represent.

1f the script calls for an elderly doctor at the bedside of a
sinall bov, the drawing should show a typical elderly doctor.
I'he child he is visiting should look like the little hoy next door.
A middle-aged housewife should look like a middle-aged house-
wife —a glamour girl should be a glamour girl —a teenager
should be a teenager —a business man should look like a busi-
ness man —a cowboy like a cowboy — a statesman like a states-
man — and Grandma should look like Grandma. The possibili-
ties for characters are endless. But the main idea is to make them
look real and true to type.

The viewer identifies himself with what he sees

let's take this storyboard for a laundromar commercial that we mude earlier
in the lesson and portray the types we believe would he most suitable for the
roles. Our cast consists of two women, talking about their laundry problem.
"This is a good time to remember what we said earlier about the element of
self-identilication. If the viewer can sce something of himself in the TV
character, he will be much more inclined to respond to the commercial.

This face iy much too plain. Mo heupwife would went to
jdentify herself with this woman, eipecially if she did laok
a little like her. Every woman, no matter how much of o

merdial obhout washing clothes. Toking eure of loundey i
& reuvting chore of everydoy life ond we waont to be real
istic in our cpprosth. The wveroge housewife whao will
walch this program will not only be urable to identify
hersalf with this glamour gifl but she maoy resent her.

Right

“plain lane" she is, still hos drearms. Arnd oll of us, men
as well o3 women, think we are a little Better losking
than we are. Always try to choose o charocter with whom
it is bath pouible ond pleassat to identify oneself.

Here iz cur hoppy medium, Thess women ara nef foo pretty — nol oo
plain — rot fee young — not oo old. They are plecsant, believable, nice
people —very much like the countless wamen who watch T¥.



The right type for the beauty shop commercial

Mow lev's decide what wpes of models we want 10 Tecommend
through our drawings for the live-action photographs in the
heauty shop commercial. Here, the casting problem is slightly
difterent from that of the laundromat storyhoard. The beauty
shop is selling glamour. The ladies in the commercial should
look the way the viewer would like Lo look. And they should
alsa look the way she thinks she might look if she goes to the

beauty shop. So be careful not to go overboard —you can't ¥l

people too much. Even though mest of us think we're a little
better loaking than we really are, very few of us belicve in mir-
acles. Don't make the face so beautiful that the viewer will feel
anly ton keenly that no facial in the world is going o do that
for her. And don’t make the hairdos so elaborate that they
wouldn't be practical.

Since the biggest busineus in o Beauty thep it working with heir, it is important te emphosize the heir in this com-
merciol. In choasing hoir colars, there are several thisgs to cansider, Although black hair makes o very nice controst
ta a pretty foece, it §s not & comman shode. Blondes are alia in the minority. Our bBest opproath to reach most
woman it 08 wival, the hoppy compromise. Keep the hoir color womewhere betwean blonde ond bBrunette, os in
the last exomple. Render the foce with o minimum of detoil ond tone,

Right

Don't be toa “arly” in cealing the poses in your steryboard. Pose the heods o ottroctively os possible, bt
in & natural, ifelike monner. Remember thet they will eventually be phofogrophed with live models.

Wrang

A contrived, unusval view of @ woman's head er o leng white
throot won't sefl o hairdo.

Casting a specific character

We have considercd the problem of casting broad,
peneral types such as the housewife or the average
woman. Now let's see how a more specific char-
acter is developed — a chel. Our commercial here
is for a popular salad dressing, and our dharacter
is going o demonstrate the many uses of the
product. 1t may take several trics belore we arrive
at the character who will do the job far us

First try: This is cur first fry — o very nice.
locking chop, but much too fat. He might
create the illusion that the client's product
is Fattening,

Third try: This fellow is just right. Pe loaks
lika o typical French chef—the popular
symbal of good cooking. He is oo more
believable as on outherity on good food.

Second try: We go to the opposite ex-
treme. This chop is tos thin —he §s hardly
the type we'd gxpect to find presiding over
a kitchen,



Detatls in characters

All characters designed for relevision animation should he e
duced to simple, basic elements. Because of the time element and
the motion, the whole concept differs from that of art for the
printed page. In print, the viewer may study the figures and illus-
trations as long as he pleases. In television, the time for viewing
a character is limited to the number of seconds he is on the
screen. The more detail in a hgure designed for television, the
more disconcerting this detail is when the figure is in motion. We
are after an impression here rather than detail — and an impres-
sion calls for simplicity.

To make all of this clear, let's study a character, first as drawn
for the printed page and then tor relevision.

The lively -!':g._np kere, an iruronce salewran, has
just Jumped out of @ megozire edverfisement in
grder to make an oppesrance on televiden, This
character, wied by o irsrarce campany for many
yeary in its published odvertisements, hos hod o
very good responss, ond the compony waont fo
incorporate him in an animated commercicl, Before
he cam moke o seccessful televitian cartoon, how-
gver, he will keve to be revited considerobly. Let's
study the revisions ore by ane.

Torse and arms

This is the head of the figure in the odvertisement, For television
duce it to i Hmpl L the fee- il
we reduce il lo ils implest shape - on oval. We add the fea Hore Is. the. criginal interpre- We dmglify the bady e Simplifying further, we toke

tures. enlaraing the eyes and nose, ond leave out all wrinkles p 5 3
- ging L) el 2 totion for the odvertisement, arms, eliminate the shirt cuffs. out the buttans and put In
and tone. We snlarge the ears ond smplify the hair. A

ie.

This is the ariginal verson Here is the televition ver-
of the hand. sign of the hand.

Hands

Here are the legs of Mere 15 o simplifed And this is the wlti-
the original salesmon, vETEQN. mate in simplificatien, Hat

Here is the hat in the od. Hera ore two simplified versions.



Now we put all of the parts of our television character to-
gether and place him next to our original character so we can
study the changes we have made. We have enlarged the head,
nose and cars. We have taken off the buttons and the shirt culls.
We have quieted the necktic and the pattern on the har. We
have simplificd the legs and shoes into one unit. There are
other changes, toa. Compare our TV salesman with the salesman

of the printed ad and you will sce how much more he is now
suited to the motion of television art. When creating any tele-
vision character, it helps to think in terms of a billboand poster
— where the elements and figures are so simple that the message
is communicated at a glance. The advertisement on the hillboard
can be understood easily as vou drive rapidly by it —and your
television character should he understood just as easily.

KEEP IT SIMPLE
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Figure detail and action

How muth detoil dows o Hgure reed in worious
degrees of oction? The “cloted eyes” test will halp
you anveer this question. First, leok o! o person
wanding il and count up ta ten. Now closa your
eyes and wée how much you remembar af what you
have just seen. You will probobly remember quite
o lat ohout the clothing the perion is wearing, a3

Mow, count up ta ten ogoin o you watch o psrsan
walking. Coneentrate on the action rother than on
the individuol. Class your oyes ond see how much
you remember. It will be considerably less.

Count up ta ten ogoin, at the some speed, while
you wotch @ person running. Agein, concentrate on
the actien, Closs your eyes ond you will find that
you recall very few detsils, i ony. The faster the
metion you show in your pictures the less detail
you resd — ond the more you thovld be concerned
with creating the sverall imprewion of the motion.

wall a1 ather sutlanding delails.

Right

Here i3 the Indion, simplified. The beanet is enly on outfine — and sa is the tomchawk.
We've remaved same of the war point ond retoined cnly one brocelet. But the essen.
tials ore there — he's still an Indion doing o wor donee. Becsuse of the simplicty of
the fgure the impression of mation hoi been heightened, even in the single drawing,
and will ba still more efective In orimation.

Wrong

Let's look at this figure of an Indian plctered as he doss o wor donce bock and ferth
aerass the wrecn. You would think thot the drowirg it just ohouot ax simple o1 it can
ke — Bt it's ret. The detally and the feothers ore wnrecessory — as they will be lost
in the rapid matien of the donce. The rumber of brocelets it confusing rother than
impressive. The belt and busy meccasing would olie be wosted in mation.

A word about timing

‘We have ssen tha! o figure in ropid matien should hove
ittle detail. If the action is fost, the picture wan't be held
on the screen long eneugh for the viewer to oppreticte HETHE

the detgil —in fact, it will only confuse the ochian. :T;—:::;‘;‘:!L;“::m!ts

The opposite is just as frue. If a plcure §s gofag to be P

held o the screen @ lang Hime, It con hove o lot of de-
tail. The viewer will have plenty of fime to natice the de-
tall ox he litens to the norrotion. In either cose, the
emount of detail is determined by the leagth of time the
picture will be held on the wreen. This short commercial
for o diner illustrates these point.

HERE YOU WILL FIND THE
BEST FOOD 1N TOWH, THE
QUICKEST SEAYICE, THE
MOST CONVENIENT LO=
CATION, AND IT 5 OPEN
TWENTT-FOUR HOURS

A DAY,

JOIN ALL THESE HAPPY
FPEUPLE WHO COME TO
JOF'S MNER.

WHETHER YOU WANT A oA FAST SANDWICH. ..

There is more detoil here be-
couse the seeme i held on
wreen leng enough for the
yiewer to notice all the food
on [he woiter's lsaded trays.

This sendwich moves fait and
thers iz very little morration.
Consequantly, thers By very
littla detoil.

We need enough time here
to lock of all the hoppy peo-
pla going to Joa's Diner. A
madivm omoun! of narratien
and detail iy indicoted,

This Enal frame will be held
on iwreen o fonger time, 1a
that the mame of the diner
will stick in the viewer's mem-
ory. For this same reasan the
picture is drawn with a linle
mare detall but with the prin
cpal emphosis on the siga.
while the rest of the picure
i secondory in tone.



"There are good reasons for this all-important rule. Each element
of detail you incorporate in a figure is an additional clement to
be concerned with in animation. Every time a unit moves, the
derails within that unit must move also. That means that the
animation of a figure with many details will be very complicated
amd expensive, Let's see why.

In 1V lingo, when @ man takes two complete steps in a walk-
ing motion, it is called a eycle. A cycle might also be the lifting

Wrong Right

We allminate the nonessentials. And, re-
mambar, we are not enly saving work ond
maney. We are strengthaning the impoct of
the figure by simplifying it. Excess detail
deesn't help 1o communicate the parsanality
of & choracter — instead, it detrects from
that communication,

Right

Study this figure and breok it down into ity
thres Basic wnits — head, torss, end legs
Maote haw fimple soch enit is. Then chbierse
the details in the figure on the left — the
flawer in the butionhole, the necktle, the
Buttens on the coat, the spats on the shoes
They will all have to meve o3 the figure
wolks. We hove omitted mont of these de
family in the figure on the right.

0y 4 I
Always remember our rule “Keep | simple

of a cup of coffee, 1aking a sip and putting the cup down. Or it
might be the complete action of taking a hite of a candy bar.
But in the case we shall examine here the cycle consists of com-
pleting two [ull steps of a walk. This single cycle of the walk in
full animation will require twenty-four separate drawings. This
means that the animator will have to draw all the details in the
figure twenty-four times and that's a very good reason for keep-
ing details to a minimum for ane single ¢ycle of the walk.

A good reason for simplifying characters was demaonstrated in the Velossd syes”
test on the previews page. To vnderstand more clearly hew few details you octual-
Iy ses when ohjects are in motion, ook ot this flm of the head of o wmall boy.

As on ootval and dromatic expariment, at hali-second intervals, every twelfth
drowing in this film was replosed by o picture of @ heod of cobbage — just the
some size 51 the boy's head. When the Glm was projected in final form the
enbboge hod 1o be colled to the atteafion of the oudience. Na one had noticed

the cobbage, aven though il woi repected forty.three timasl

These eight drawings are only onedhird of what is needed for one cycle of animation,
s that the figure may complete two sleps.
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Detail and value
in secondary characters

We have seen that detail in our characters should be kept to a mini-
mum. This rule applics with double [urce to secondary characters.
They need even less detail. We can make the necessary detail in them
still less important by reducing the value of these secondary characters.
The lighter value helps o keep them in the background, where they
belong — and makes the main characters stand out better,

Our point about volue hos o basis in real life, In order to preve this, lat's foke o wolk How let's concentrate on the tall figure in this photegroph, ousaming this figure holds

down o crowded streel. Our eye wonders cround the sens — it dosin’t focus on any- some specil interest for us. This retouched photogroph gives an idea of the impression
ane in particolor. wa would get in real life.

Let’s opply this exporience to our rendering of televition charocters. A In the unre- And this is how cur drawing would lock if we mode the volue of the secondary chor-
touched photegroph. cur gore wonders over the entire piclure. All the charocters are acters lighter. The viewsr's attention would naturally focus on ane pringipol figure —
equally importent — no individual stands out, aur star. This is on approach we often use in draowing for television.



The star, the supporting
players, the extras

In a television film, just as in a movie, you often have a complete cast of charac-
ters. The principal higure is the star, the secondary figures are the supporting
players, and the extras are just extras. On this and the following page we show
you different ways yvou can interpret these characters so their importance in the

cast is visually clear.

Let's start by looking at a simple story. The father, who is the star, is trying
to take a nap. The children, who are the supporting players, rush madly around.
The puppy, who is the extra, [ollows them, How can we interpret each character

ta make him hald his place in the cast?

Here is one interpretation of 1he chorocters. There are severcl things wrong hers, The
most impartant Is thet the fother, os the stor, isn't cutstonding enough. The children
kove too much charocter for supporting ployers and s detroct from the stor. The
puppy is very cute. In foct, he it much too cute = be is @ scene stealer. [0 ix the stor, not
the puppy, whe shauld command the viewer's attenfion,

- ~ . '\-“ o .-. -._.
/ 7 &
i R A

How to make

the star outstanding

We have just considered one way a charac-
ter can be rreated to nuke him outstanding
in a group. Here we look at some examples
of rendering that will also help 1o “project”
the star visually.

e Ny
T~

Right

In thiy interpretation the choracterization of the father sstoblisthes him os the star. The
fimple design of the children ond dog halds them fo their roles of supporting players
end extro. The moin recion why it it so impartant thot the stor be outstanding in a
television commercial is thot the time for the ocfion i so fimited. There is no time to
wosle on extros —we must tell sur stery o quickly ond os dearly a1 pouible.

The star’s bady is in o dark tane — the other chorocters ore in lighter tones.
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Emphasizing the star by the use of tone

Our problem here is to create the characters for a commercial [or Scram
‘deodorant. The scene is western. A cowhoy has a grave problem of unpopu-
larity, due to that old demaon “B.0."" He loses his fricnds — even his horse
forsakes him. It is only atter he hears some girls talking about him that he
realizes what is the matter. He finds the happy solution in a jar of Scram.

In drawing our characters we want to make perfectly clear who plays the
leading role and who is in the supporting cast. We do this simply and direct-
ly by the control of tone.

ik,
Wrong Right
Mo one fgure stonds out here. Tha girls, even the harse, thould be secondary. They Maw cur cowboy It the stor, While the detalls of the other figures remain, they are
are nal, 1o our aHention is not &n the star but i divided amang cll the choracters. kept light in tere. In this rendering the cowboy steads ovt becouse of the desper tanes.

The other charocters are sétondary and gur attealion cutematically foruses on our hera.

SLIM SAM HAD MANY «o« UNTIL ONE DAY --EVEN HIS HORSE. SAM COULDN'T FIGURE
FRIENDS. .. THEY ALL LEFT HIM - - B iT OUT...

... UNTIL HE OVER- HE BOUGHT SCRAM NOW 5AM KEEPS HIS HE ALSO KEEPS A JAR
HEARD THE GIRLS DEQDORANT TO MANY FRIENDS, il OF SCRAM DEODORANT
DISCUSSING HIM. ELIMINATE B.O. INCLUDING HIS HORSE, IN THE BUNKHOUSE,




T

Wrong

This interpretatian makes all the choroclers toa individuol, The mon s
an individual perionality. rather than o symbol of a fother. The 2ame i
true of the other charocters. They oll fight for the viewar's ottention ond

drow it owoy from the star — the pockoge of cereal.

Right

Mow the chorecters are not Individuals but thay convey the impression
of o fomily wnil. They ore symbols of the real people they represant,
They are subardinated to the packoge by the simplicity of their ever-all
dusign and will net distrect ottention from the odvertiser’s medssage.
See how wall they work in the steryboard.

Here is another example of a commercial in which the
human element must be kept secondary becanse something
else is reallv the star of the show. Our problem is w create
a storyboard for a ten-second announcement of the coming
county fair. The commercial is to show a little man who is
putting up a poster that gives all the details about the fair
— the date, the attractions, and the place.

Wrong

The haot, the pipe, the mustocke — all these
give the fittle man fan much personality.
The viewer waould probably watch him in-
stead of the poster, ond that's nat what wa
want if the messoge T1 to be getten ocross

Right

This simply sutlined figure keeps the litile
man in his ploce, He will act o1 part of the
entire uvnil ond won'l drow oo much ottens
tien to himsalf, The paster Ty the star of the
show becouss it delivers the messoge obout
the faoir. It will now hold the viewer's otten-
ticn ond he may not even be oware thot
the man wolks off when his job is finished.

Mother pats the Flakies ||

on the table.

Dad aerves everyone
generously.

il The little man pastes up §
i the poster.

The star is not always a person

In some commercials, the star is not a person at all.
The star is often the sponsor’s product. Here, for ex-
ample, is the plot of a storyboard for a breakfast cereal.
Mother puts a package of Flakies on the breakfast
table. The package comes alive and calls the rest of
the family to breaklast. They all enjoy Flakies — hold
the package up in the air — and say how good it is. In
casting the characters, we should rememher that the
package of Flakies is starred, and not the members of
the fumily, who are really symbaols in this casc.

The package comes alive

i and gives the call to

breakiaat.

i Maom says, “It's Flakies §8
Wit for us every good

morning. "

Dad and the kids rush
happily to the table.

Zoom in for a close-up
of the package for
product remembrance.

§ His job is finished --
he walks off the scresn.
Hald on the poster for
message remembrance.



ag How to determine the size Of
characters and related objects

The larger a figure or an ohject is, the more attention it commands.
‘This is particularly true when the figure is in motion. It is there-
fore very important to decide on the right proportions for all
characters and their related objects. In making this decision, it is
often helpful to translate both figures and objects into abstract

Fuh:il[H_‘b. as we demonsirate here. Abave we show you tewo gomic figures — and how they lock o3
ohstroct shopes.

Maw, lat's say we have o stvation that colls for Here we tranilote the drawing inte om ahstroci %0 we drow onother ohetroct, e Mow we franslete our ebstroct drow.
the figure of o man, who is to be the atar. He is We see immediotely that the cor is mere promi- ducing thé car and enlarging the  ing bock into o cartoan. We can e
riding in an autemsbile, which thould be secondary. nent then the man, Qur proportions ore wigng. man. There is much more emphasis  that the proporfion is much batter

hare on the maon, for sur purpase — the mon is the

star and the cor is secandary.

Here Iy ancther example of the importance of pro-
portien. The problem is 1o da a commerdal for o
boby feed colled Goodies. It calls for o mother
stfing ot o table with her small son. Their fodal
expressions will he important in conveying the
sponicr’s mesoge.

I we wied thess charocters and the foble op they are, we would be Cur preblem is solved by reducing the toble ond enlarg-
wrong on several counts, The foble is much loa lorge and the heads are ing the figures ond bax. The two figures ore now In better
35 1mall that they permil very krle focol sxpresion. 1T we tried to proporfion — both o ench other and to the toble. The
sthow & dosevp of baoth characters of the same Hme, the puckoge of heads ore lorge encugh. $3 that the foces ean thow
Goodies would be lost. plecsure. The compasition of ofl the elements o3 o unit i

satisfying and we con truck in to get @ geod clow-up.

Right

I there is 1o great a difference in the size of
characters there will be o problem in showing them
in medium shots and dossups Suppote we hove
twe figures — o mother and o wery small child =
standing et o bus slop. ‘We want to bruck in from
a lang shat to o closewp of bath figures,

It will be impossible to truck in for o dow-up of these This fs better becovss we hove mode the figures amaller
two figures and keep them both an the sreen. An adjuit- but kept the heads the some size. How, when we truck in
man! must be made in their proparfions. for o closeup of the heods, bath will be on the TV screen.

If we study this picture an o printed poge. the ex-
frame difference in the size of the two soldiers is
of no consequence, We can foke ofl the fime we
want ta look at the small figure, as well as the big
ene. However, it's quite anather thing when we s=e
thase two figures in ian an the televition soreen.

Mow we've reducad thae two figures to abstract farms to suggest whot would happen
on the TV seresn with both figures moving, Watching the screen, your eye would oute-
matically stay with the lorger fgure. You would barely have tima to find the smaller
Figure becouse it would be so small. When duiigning for television, keep the principle
of the guideor Billbeard in mind — the hillboard must be recdable even when you are
driving past it ot §fty miles an hour, The same desiga principle applies in television.
The slements most nob only be simple, but they must be lorge erough o be easily
visible when in motien.
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Story emphasis

You will remember the dairy storvboard we studied earlier in this
lesson. Although our story is already well established, we can still
sharpen it up by making sure that each element is given just the
right emphasis to get the idea across as clearly as passible. There
are quiite a lot of characters and objects o consider — the milk
uuck, the driver, the billbourd, and the people going into the
store. Our problem is to present all of these clements so that they
do not hight each other for the viewer's attention, but co-operate
in telling the story. Here it is the story itself that we want to em-
phasize — for it is the story, rather than any individual character,
that will sell the product.
We'll take the milk truck and driver first.

. TAT FLON WTLE

Bg=4 BasE B remea]
[ar e,

EVERTONT THONES
Y CAEAT.
v bk R TE e ]
wnd leeman pap viw wdes =i we Fgazan onill

There Is toa muech detoil in this truck
drivar for the minor role he plays in
our slory. He is, of best, a second-
ery choracter — really jus! o part of
the truck.

This simplified truck driver is batter.
His vnexpressive foce s simple and
direc). The driver and the truck act
o1 ane unit and will net detroct frem
the aver-all stery emphaosis.

Wfﬂﬂg Here the truch snd diiver ere right but the billbeard it wrong. It dessn’t command
aftenfian, sinee ft i rendered in olmost the same valve os the truck, When the truck

posses by, the viewer's aye will fallow it insdeod of recdicg the ¥ign.

PEL]YERED §

FRESH
EYERY
PAY !

you

“iﬂht Here we hove given the billboord much strenger controst ga that it “paps sul” Haow,
may et even notlee the truck ou il posses the billbaard and leares the stens. The

DELIVERED

FRESH
EVERY
DAY’

billbzard holds yaur ettention aad delivers il mewoge clearly.

&

Right

Thesa charocters are right for the sitwation. The
group of figures is depicted as just that — a graup.
They @ct ox o wnit and fit info the pottern of the
story smoathly. They do not interfere with the am-
phosis on the milk bottles

._ r. Bl & .-«-'E." ..".‘} ! s e _
2 X J _d ‘J:J x| '30
& r - oy
;;En‘jg- - .;'*\-'i, Ef"\‘f e J .I

Wrong

Again, there B too much individual choracterizo.

fion in thess Fgures geing into and out of the

store. After oll, they ore secondary choracters.

They are Importont in telling the story, but they
J are nal importont a3 Tndividuals
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Relating characters to background

Backdrops and stage sets have always been important in show A confused, distracting background can serionsly damage the
business, The right buckground can contribute a great deal to effectiveness of any play. This applies with double [orce in tele-
the success of a play. It can contribute just as much —in fact, a vision. Because of the speed with which the characters move, the
considerable amount more — to the success of a commercial.  background must complement the action — and never interferc.

You may or may et remember the ald doys of voudeville When the song-gnd-dance team come on the stage, receg- Then goed taste took over ond the better voudeville thea:

whan the backdrep was o screaming moatage of leeal od- nizing them cgoinst the confusing backdrep wos almost ters began to present their octs in front of much simpler

vartitements. This is what it looked fike. like trying to salve o “Find the Hidden Foce'' puzzle. buchdiops thot dida't distract the wiewers' ottenfien.
T e |'

We hove adspted the simple bockdrop concept, with
ight wariafigns, in television onimation. One varialion is
that if a figure dayl within one ares, without panning,
tome bockground datoil can be incorporated. | LA, E A ___:

B =3
But if we drow the some Figure going for a walk, ond we - |
pan q1:—ng a Ernckgrﬁur.d, wi show roch e detail in ; t
the bockground. A= SN e = - -
i e ——3

If the Rgure runs ol great speed acrew o backgraund, aur
slagen KEEP IT SIMPLE should ba enforced In full, The
background should be merely one af texture, or the sight-
et voriotion of lights and darks.




A practical experiment in motion against a background

In general, all television backgrounds should be very simple. But
there are cerrain times when some detail is desirable. 'The amount
of detail in a background is determined entirely by the speed
with which a figure or an object moves across that background.
If the figure moves slowly, some detail can be used. If the hgure
moves at a medinm pace, there should be less detail. I the hgure
moves very fast there should be nothing except simple shapes. If
the fipure moves at different speeds — first slowly, then fast,

then slowly again — the detail in the backgronnd shauld change
so that it matches the ditferemt speeds.

In order to demonstrate this, let’s try a practical experiment
in the motion of a unit against a background. Immediately bhe-
low is a background that is much too detailed. A lot of time and
wark went into making it —and a lot of wasted effort as well.
Let's prove it — trace the car at the upper right, paint it black,
and cut it out. Then follow the instructions helow.

0 1,001 1,002 1,003 1,004 1,005 1,006
1 = -:T-E : i
I 1 Ii ;ﬁftt.- -i I_ -_j
— -]l
Ha =t T3 = % '_.J! 4399 3
= -r el w2 gt EE'___ = el !
g E '.;-.' | sl ’-,E: =1 =5 ~]

Flace your cor ©a this backgraund at 0. Keeping yeur eye on the car, move it with
your index finger from left ta right, cleng the deotted line. Ay you maove the cor, count ot
o madarate spesd — 1,000 — 1,002 — 1,003 — 1,004 — 1,005 — 1,004, (It takes abour
woe s=cend 1o say eoch of these fgures.) At the end of your count the cor shouold hove

0 1,001 1,002 1,003 1,004 1,005 1,006
i A _ |—w’_- : %
By == i :

i e, i- __:.' % % |

i T i = = f H =

Hera is the tame backgroond, bul with most of the detoils left oul. We have retained
anly the big forms ond shopes ond tones Now move your ear ecras this simplifwd
bockground. Ceunt of the same speed o3 of fint ard conlinve fo concentrate on the

eransed the entire picture

. Do you notice haw unawere you were of all the detail and

hard work that weat into the bockground?

Haw take your cor egoin ond move it ocros the same picture twice o foit o3 be-
fore. You will notice even less of the background when the speed is doubled.

car. You will find that the cor stands sut much better without the Interference of o
datailed h,u;hg_ruund. And, of course, there I3 o lot les: work in the execution of this
timple, more effective setfing than thare waos in the first one,

There is some detoil ot firs
because the car is moving
guite slowdy.

Thers is less deinil os the cor picks wp speed.

There s very little detall os the cor moves fusl. Finally, there is mare detail

at the end o1 the car comes

MNow we hove o problem 1o sebve. The car Is to stort dowly, pick wp speed, go fasl, -5

ond then stop cbrupily. Motice how the bockground is loid out for this oction, Some
detail is justified here In cortoin parts of the setting . Using your own judgement of
speed, move the cor ecrods this badkgreund — [ust a3 we heve indicated.
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And now — good pictures!

This Course was designed to prepare you for this day — the day when you set out alone to discover your
own path as an artist.

By now, you should know how to usc the tools and techniques of your craft with skill and confi-
dence. We have acquainted you with the various materials and methods most commonly used in the
ficld of commercial art and illustration. In carcful criticisms of your assignments, we have pointed out
what you have done well. We have noted your weaknesses and shown you how to correct them.

At the same time, through thousands of pictures, diagrams, and analyses, we have taught you the
principles of drawing and painting. We have shown you the many different approaches contemporary
artists take in arriving at creative pictures for visual communication. We have also shown you what you
should do to try to achieve the same form of creative expression. And we have tried to encourage and
stimulate in you an inquisitive and creative attitude toward your own art.

With all this background of knowledge you should be at home in the world of creative art. You
should be able to decide eventually on the general direction to follow in your own devclopment.

What should you do in the days that lic ahead? There is only onc answer — keep drawing and
painting and studying. Subscribe to good professional magazines in the art field. Study national publi-
cations so you are always aware of new styles and trends in art as they appear ~keep up with what others
are doing. Visit the art muscums and fine arts exhibitions as much as you can — make the acquaintance
of other artists in your own and neighboring communitics.

Above all, learn to be objective about your work. Try to discover your mista kes so you can correct
them before others point them out to you. Apply the principles of criticism as you have studied them
in this Course — for only through objective self-criticism can you develop.

‘The days ahead should be exciting days of self-discovery. We have constantly tried to make one
thing clear throughout your Course. 'There is no one way of making pictures. Each artist must work in
his own manner, and he will eventually, through constant experiment, develop his own personal tech-
nique and method of making pictures.

However seriously you take your work, learn not to take yoursell too seriously. Even for the mas-
ter artist, there is no final goal. One discovery leads to another - one achicvement suggests a possibil-
ity still more exciting. Art is a road on which getting to your destination is less important than what
you discover — and become — along the way.

Wonderful days of growth, change, and discovery are in store for you. Make the most of them. We
promise you that there will never be a dull moment in the years ahead if you embrace this adventure
frecly — with a sympathetic and inquisitive attitude toward all new art forms and directions.

And now — good pictures! We sincerely hope your work with us will eventually bring you rich
personal rewards and emotional sal isfactions, and that you will become the artist you want to be — with

MEM PRESIDENT

your awn full share ol success.
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AUDD:

AUDIO:

YIDED:

WHAT
0
DRAW
Al 3
o WHEM YOU HAVE A COUGH,
VIDEO: Cpes on maa's face, Claae-=p ks
ke cenghe,
WHAT
T Reecder the clock i arteame dmd P
DRAW % we £oa see the ¥ T
ey, Mohe sinte m-;, 0
wi Botice it chongien penran i rart
panel.
AUDIC:
+-+ BRINGS TOU RELIEF M, .,
VIDED: Pas sight fer clanessp of cloack.

foar baed i a8 sse, smiswie
hawd on threw. dencting [-15,

BOYS AND GIRLS. IF YOU'VE
BEEN DREAMIMG ABOUT THE
BICGEAT JELLY BEANS IN THE
WORLD...

Cpen on bws childees, & bbby and s
girl, asleep i cwis beds. Dovam
talloca cvws beads confalad & Sage
Jeliy Beas

BE THE FIRET [X TYOUR NEMH-
BORHOOD TO SHO® THE OTHER
BOYS AND GIALE THIS NEW CAN-
BY DELIGHT!

Ccher boye a=d gish fum la. Arms
raised in aweited grammre rrward
jelly beam.

Rearyle the label on the botte thém
ot the leH. rebainng th geeerc] chor.
ot bt glmplifying it For ropid legt-
bfiey, Evpa whea & preduct & fo be
phategraphed, o clearer, impler
lektel oyt wometimes be devigead

saa TAKE "S0QTHING COUGH
SYRUP” FOR QUICK RELIEF.

Cat it clare-up of bottle &l
“Sooihing Cowgh Syrap.”

st MATTER OF MINUTES. ..

THanclve misats kasd ta foar,
ahewing pasaage af five missiea’
ticne to LiZE,

. YOU'WE BEEN DREAMING
ABGUT "GIANT JELLY BEANSE.'
WAKE UP TO THIS NEW TREAT
INS®WELTS

Childres up ITom theis Bbda BE
thay reack for Jolly bais dia Balleon.
Calloom faden out,

LOOK FOR THiS PACEAGE AT
YOUR FAVORITE CANDY STCRE,

Pachage appears arcand felly Seaen
csgffeet is that boy and gisl are
boldiag latge pachage. Other cail-
drea lask aa with asticipatisa.

"EOOTHING COUGH SYRUF
% AN [MPORTANT ITEM [N
EVERYT MEDICINE CHLST.

Pull Bark 5o reveal botlle 2o s
medicize Chast, Fasd camen
iaks aeeak 1s make bottle fooo
1118

50, FOR FAST RELIEF FROM
A COUGH. . -

Pas Teft ts shew mas baldlsg
Batile. His face shews relied,

"GIAKT JELLY BEANS™ COME IN
ALL DIFFERENT FLAVUEL,

Children kald ihe one hoge telly
ban bateesn tEece. (HESF BALRN,

exaally arge, piie 5p 93 ik

Rarder pachoge o kergh o poasible
chostup.

g Rl

REMEMBER T ALWAYE ASK FOR
“OLANT JELLY DEANS" FOR THAT
REALLY BIG TREAT.

Figutan sod Backpraand fade est--
&% same Lime. seam =p pAikAge
for glosnsap. ESold,

ONE SPOONFUL OF "$00TH-
ING COUGH SYRUF™. ..

Cantizae pull-back to #bow mas
tekizg aposalal of ayrEp.

L GET PEOOTHING CODGH
EYRUP" TODAT!

Zoam into clese-up ol botile.
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FAMCOUS ARTISTS COURSE
Student work
Lesson 24
Television art

HOW TO PRACTICE AND FREFPARE FOR THIS LESSON

In this lesson we show you how to create story-
boards for television commercials. We also ex-
Plain how to simplify, plan timing and action,
select the right type of characters and relate
them to each other and to the background. When
we criticize your assignments, we will be chief-
ly interested in how well you have understood
and applied these points to your work.

After you have carefully read this lesson
through for an over-all understanding of it,
follow these study and practice suggestions:

1. Make some rough talking storyboards of each
of the three types -- live, animated and ab-
stract. Remember that the storyboard must sell
itself -- the whole idea must be clear and con-
vinecing to the advertiser the first time he
sees it. BSelect a mmber of magazine ads and
pick out the selling peoints from each one.

Then design your storyboard to get these points
across as effectively as you can. As you work,
keep in mind the ideal number of panels to do
the job (peges 16 through 19), proper contrast
of values (page 30) and correct lettering and
layout as shown on page 31. Use a regular TV
storyboard pad or, if you wish, draw up your
storyboard panels as described in the assign-
ment section below.

2. Go through magazine ads and select charac-
ters that recur in a company's advertising --
for example, a character that might be used as
e trademark. Then redesign this character,
simplifying it for television, following the
principles described on pages 34 through 37,

Lo and L1.

3. Restudy pages 44 through L7 and make story-
board drawings in which you really feature
your main charscters and subordinate the less
important cnes.

L. Go back over pages 50 and 51 to be sure
you make the most effective use of your story-
board backgrounds. Be sure they hold their
place end don't interfere with the characters'
action. Select some landscapes (either photos
or drawings you have made) and simplify them
so that they would be suitable as backgrounds
for TV.

5. ©Study the commercials on your own TV. No-
tice in some of them that while an announcer
is talking and selling, the picture may con-
sist of & single, dull announcement giving the
name and address or phone mmber of a store
which stays on the screen as long as ten sec-
onds. Listen to the announcer's message, se-
lect his mein points, and design two or three
cards that will break up this ten-second per-
ipd into more interesting intervals. The de-
sign of such flip cards for use on locel TV
stations offers you one very good way to begin
TV work. S8ee page 30.

6. From your kitchen shelves, select boxes,
jars or cans of various kinds of food. 3im-
plify end redesign them so that they would
create & clear, strong impact in a television
commercial and still project &n easily recog-
nized image of the product. See page 31.

THE ASSIGNMENTS YOU ARE TO SEND IN FOR CRITICISM

For this lesson you are to do TWO of the follow-
ing three TV storyboerds, which are outlined

on Plates 1 and 2. Select whichever two you
wish.

ASSICHMENT 1. An animated storyboard advertis-
ing "Giant Jelly Beans."

ASSIGHRMENT 2. A live storyboard advertising
"Soothing Cough Syrup.”

ASSICNMENT 3. An abstract storyboard advertis-
ing "Morgan Brothers, Builders."

The gnimated storyboard is to have six panels.
The live storyboard and the abstract storyboard
will each have eight penels.

The accompanying Plates 1 and 2 describe these
sssignments in detail. As you will see, the
frame or top space in each panel contains a
description of what you are to picture, while
the bottom space contains the words spoken
(audio) and the description of the action
(video).

To do these assignments in a professionsl way,
you should use prepared TV storyboard paper,
which is described on page 11 of the lesson.
However, if you wish, you may work on visualiz-
ing paper, simply ruling the panel divisions
in line as on page 27. Do this in peneil --
don't draw a tonal border around the panels.
Rule each complete storyboard panel 4 inches
wide by 55 inches deep. The picture portion

(over, please)




Student work -- Lesson 24

should measure 4 inches wide by 3 inches deep.
If you do not have large enocugh sheets of
peper, tape two 11 x lh-inch sheets together.
For meiling, fold the storyboard or vieualizing
paper neatly eslong panel divisicns so 1t will
conveniently fit into the regular mailing car-
ton.

For your assigmment, do your two storyboards
in pencil. Carefully plan and render the
frames labeled "What to draw," and print or
write legibly the audio and video information

Page 2

in the space below the drawings. Don't let-
ter the instructions in the picture frames --
they are merely a more detailed description
for your guidance and represent the ideas and
planning that might have resulted from & pre-
liminary discussion with the client or art
director.

Be sure to read each storyboard through com-
pletely before you start drawing. For, as

you will see, the way you design a panel is
often governed by what follows in later panels.

IMPORTANT: Be sure to letter your neme, address,
and student mumber neatly at the lower left-hand

mmber.

Check
before mailing

corner of each assigmment. In the lower right
corner, place the lesson mumber and assignment

F Your lesson carton should contain:

TWO aseigmments
1 Return shipping label filled out completely

Mail this carton to:
FAMOUS ARTISTS COURSE, WESTPORT, CONN.

c-bak
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