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ABSTRACT: The transition from written narrative
to moving image is a process of visual translation, in
which the narrative content is reshaped through
image, composition, movement, rhythm and
sequence of frames. Illustration, storyboard and
different animation techniques function as
intermediate and complementary stages through
which the written story acquires visual and kinetic
form. This process is not limited to the faithful
representation of the text, but presupposes choices
regarding the appearance of the characters, the
organization of space, the visual emphasis and the
way in which the action develops. Animation can,
therefore, be treated as an autonomous form of
narration, in which image and movement function as
carriers of meaning. This article examines this
transition, focusing on illustration as a form of visual
interpretation, on the role of the storyboard, on the
transformation of the static image into sequential
movement and on the contribution of different
animation techniques to the creation of visual
narrative.
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I. INTRODUCTION

The relationship between written narrative
and visual representation is a key issue in the process
of creating an animation work. When a story is
transferred from written text to moving image, it is
not simply an illustration of what has already been
described. On the contrary, the original narrative
material is transformed according to the possibilities
and limitations of the visual and cinematic medium.
This transition involves different stages of creative
processing, through which the original narrative
material is gradually organized into visual form,
sequence and movement. [llustration, storyboard and
the choice of animation technique are therefore
important tools for transforming the narrative into a
visual event (Wells, Hardstaff, & Clifton, 2008).

Unlike written text, where the narrative is
developed mainly through language and leaves much
of the information to the reader’s imagination, the
moving image requires the creation of a specific
visual world. The form of a character, the appearance
of a space, the composition, colour and movement do
not simply function as accompanying elements of the
narrative, but participate in the formation of its
meaning. Animation is therefore differentiated from
the simple static image precisely because the
narrative develops over time and the images acquire
meaning through their succession and relationship to
each other (Wells, Hardstaff, & Clifton, 2008).

In this context, the transition from written
narrative to animated image can be considered a
process of visual translation, where written language
is gradually transformed into image, succession,
movement and rhythm.

II. ILLUSTRATION AS VISUAL
INTERPRETATION

The first significant change in the transfer of
a written narrative to animation concerns the
conversion of verbal information into visual
elements. Descriptions of characters, spaces, objects,
expressions and actions must acquire a specific form,
so that they can function within the visual
environment of the animation. In contrast to written
text, where much information remains open to the
reader’s imagination, the moving image presupposes
the construction of a specific visual world. The
character acquires a specific form and physicality, the
space is visually organized and the choice of colours,
lines and composition shapes the aesthetic and
emotional atmosphere of the narrative. This process
is particularly important in animation, as the image
functions not only as a means of representation but
also as a means of constructing meaning. Form,
composition and aesthetics can influence the way in
which the viewer perceives the characters, situations
and emotional environment of the story. At the same
time, animation can utilize transformation, symbol
and metaphor as narrative tools, expanding the
possibilities of visual storytelling. The transfer of a
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text to an image is therefore not a process of exact
copying. It involves choices about what will be
presented, what will be omitted, and which elements
will gain greater visual emphasis. The creator is
called upon to transform information that in the
written text may be given descriptively into visual
decisions. Through these choices, the original
narrative material acquires a new form, adapted to the
possibilities of the moving image (Wells, Hardstaff,
& Clifton, 2008).

III. ILLUSTRATION AS A STAGE OF
VISUALIZATION

Illustration is one of the first stages of this
visual transition. Through drawing, the basic forms,
characters, spaces and aesthetic direction of the work
are formed. In animation, however, illustration is not
limited to the creation of a single image. The static
image is part of a wider system of images, which are
about to change and acquire movement (Wells,
Hardstaff, & Clifton, 2008). The importance of hand-
drawn illustration is particularly evident in traditional
forms of animation. In drawn-on-film animation for
example, the artist draws, paints or etches successive
frames onto the film stock itself (Crafton, 1982). The
same basic logic is transferred to digital hand-drawn
animation, where the design is done in a digital
environment and the individual frames are created
using digital tools (Mobpn & Xwdkog, 2023).

Although digital tools have significantly
facilitated the production process, digital hand-drawn
animation retains its handmade character, as the
creator continues to design the individual frames and
create the variations required to render the movement
(Mobpn & Xidkag, 2023; Maio, 2025). Thus,
illustration is not simply a preparatory stage but the
point at which the abstract or verbal description
begins to acquire a specific visual identity.

IV. STORYBOARD AS A BRIDGE
BETWEEN NARRATIVE AND
ANIMATION

The storyboard functions as a bridge
between the written narrative and the final animated
image, serving as a basic tool for organizing the
visual narrative. Through the succession of designed
images, the storyboard allows the creator to organize
the action before the final production, determining
the order of events and the way in which they will be
presented to the viewer. The storyboard is therefore
not simply a series of illustrations but an initial visual
model of the work, through which the initial idea is
organized into a sequence of images. The written
narrative, which can present the events in verbal and
linear form, begins here to be transformed into a

visual sequence. The position of the characters, the
organization of space and the sequence of actions can
be examined before the production of the final frames
(Mobpn & Zidkog, 2023; Wells, Hardstaff, & Clifton,
2008).

In this way, the storyboard functions as an
intermediate space between written and visual
language. The story is no longer just in text form, but
has not yet been transformed into the final moving
image. It is a stage in which narrative decisions
become visible and can be organized in terms of
continuity, action, and temporal development. This
function is linked to the overall animation production
process, through which the narrative concept is
organized into a sequence of images. The production
process includes different stages of development,
from the formation of the initial idea and aesthetic
direction to the construction and completion of the
animated image (Wells, Hardstaff, & Clifton, 2008).

V. FROM STATIC ILLUSTRATION TO
SEQUENTIAL IMAGE

Unlike static illustration, animation is based
on the succession and change of images over time.
Movement is created through the sequential
presentation of frames, where the changes between
individual frames contribute to the perception of
movement (Wells, Hardstaff, & Clifton, 2008;
Williams, 2001). This principle is common to both
traditional and modern forms of animation. In
animation techniques, such as paint-on-glass, sand
animation, stop-motion animation, and digital hand-
drawn animation, movement results from the gradual
change of the image. In paint-on-glass animation for
example, the artist moves, adds or removes colour
from frame to frame, while in sand animation the
artist gradually changes the composition of the sand.
Similarly, in stop-motion animation, physical objects
or puppets move very little between photographed
frames (Van Laerhoven, Di Fiore, Van Haevre, &
Van Reeth, 2011; Movpn & Zidkog, 2023).

The transition from one image to the next
thus creates a sense of continuity, while at the same
time introducing a new dimension that is absent from
simple illustration: time. The image no longer exists
in isolation, but becomes part of a sequence. Each
frame acquires part of its narrative function from its
relationship with the previous and subsequent ones.
This means that visual storytelling does not depend
only on the content of an image, but also on its
duration and position within the sequence. The speed,
duration, repetition and succession of images can
influence the way in which the viewer perceives an
action, an emotion or a change in the story.
Movement, therefore, is not simply a technical effect.
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It is a key narrative element, as it allows the image to
convey the development of an action and organize the
narrative in time (Wells, Hardstaff, & Clifton, 2008;
Williams, 2001). With the change of images, static
representation is transformed into a process and the
illustration acquires a temporal dimension.

The technique through which this
movement is created can, in turn, affect the aesthetics
and materiality of the visual narrative. Each
animation technique has different possibilities in
terms of appearance, movement and construction of
the image. Thus, the choice of technique is not only
about the way in which the movement is produced,
but can also be part of the visual language of the work
itself.

This is particularly evident in techniques
that combine different forms of animation or media.
Hybrid animation can combine 2D and 3D
animation, stop-motion animation and CGI or
animation with live-action cinematography, creating
different relationships between animated and live-
action imagery (Adam, n.d.; Alexander, 2022;
Deguzman, 2024; Winter, 2024). Typical examples
of combining animation and live-action are the films
Who Framed Roger Rabbit (Robert Zemeckis, 1988),
Space Jam (Joe Pytka, 1996) and Mary Poppins
(Robert Stevenson, 1964), where the two visual
systems coexist within the same narrative framework
(Deguzman, 2024; The Disney Classics, 2021).
Correspondingly, mixed media animation combines
different materials and visual media, such as painting,
photography, collage and physical objects,
emphasizing the visual composition and the
materiality of the image (Adam, n.d.; Alexander,
2022; Deguzman, 2024; Williams, 2001; Winter,
2024). The use of different materials can contribute
to the formation of a multi-layered and materially
differentiated image, enhancing the visual dimension
of animated storytelling.

This variety becomes even more evident if
we consider techniques such as motion graphics and
kinetic typography, in which the movement of
graphic and typographic elements is integrated into
visual communication (Lupton & Phillips, 2015;
Wells, Hardstaff, & Clifton, 2008). From hand-made
techniques such as paint-on-glass and sand animation
to stop-motion animation, digital hand-drawn
animation, motion graphics, kinetic typography, and
hybrid or mixed techniques, each form of animation
offers different ways in which the image can acquire
movement, time and narrative function. Therefore, it
is not the technique itself that determines the
narrative value of a work, but the way in which it is
utilized to shape the image, movement, time, and

atmosphere. Technique is part of the visual language
of animation and can influence the way in which the
written narrative is transformed into a moving image.

VI. VISUAL STORYTELLING: THE

IMAGE AS A NARRATIVE MEDIUM

The concept of visual storytelling arises
precisely from this ability of the image to convey and
organize information without depending exclusively
on the written or spoken word. In animation,
storytelling is realized through the combined function
of image, composition, movement and rhythm.
Visual storytelling is therefore not limited to “what”
an image shows. It also includes the way in which it
is presented, changed and connected to other images
(Wells, Hardstaff, & Clifton, 2008). Aesthetic choice,
materiality, movement and temporal organization can
contribute to the creation of atmosphere and the
viewer’s emotional response to the story. This
becomes particularly evident in the different
animation techniques. The choice of a handmade
technique, such as paint-on-glass or sand animation,
can provide a different materiality and aesthetic than
a digital environment. Accordingly, techniques such
as motion graphics and kinetic typography utilize the
movement of graphic and typographic elements as
part of visual communication (Lupton & Phillips,
2015).

Technique, therefore, is not neutral. The
way the image is constructed can be part of the
narrative itself, as it affects the way the image
appears, moves, and is perceived. The choice of
technique can thus function as both an aesthetic and
a narrative decision.

VII. CONCLUSION

The transition from written narrative to
moving image can be seen as a process of visual
translation and narrative transformation. The written
story is the starting point, the illustration gives shape
to the characters and the world of the narrative, the
storyboard organizes the sequence and action, while
movement and rhythm transform the static image into
a visual narrative.

This process is not linear in the sense of a
simple transfer of information from one medium to
another. Each stage introduces new creative
decisions. The description is transformed into an
image, the image into a sequence, and the sequence
into movement and time. At the same time, the choice
of technique determines to a significant extent the
aesthetic and material form through which the
narrative will be perceived.

Animation is thus not limited to the
depiction of what has already been described in
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words. Through the aesthetic and technical choices of
the creator, the original material can be reshaped and
acquire new forms of visual and emotional
expression. The transition from written narrative to
animated image is, therefore, a creative process in
which the narrative moves from the language of
writing to the language of image, movement and
time.
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