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To Imogen,

my co-conspirator and wife, without whom this book would certainly
not exist — and the author might not be around to write it.



| want this book to put over what | have found to be the best working methods, so that
animating becomes better and easier to do.

There are lots of formulas, principles, clichés and devices here to help, but the main thing |
want to pass on is a way of thinking about animation in order to free the mind to do the best

work possible.

| learned it from the best in the business and I've boiled it all down into a systematic working
order. It transformed my work — | hope it will be useful to you.
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WHY THIS BOOK?

When | was ten years old | bought a paperback book, How to Make Animated Cartoons, by Nat
Falk, published in 1940. It's now long out of print, but | used it as a handy reference guide for
1940s Hollywood cartoon styles when | designed the characters and directed the animation for
Who Framed Roger Rabbit.

More ifﬁpnrtantly for me, however, the book was clear and straightforward; the basic informa-
tion of how animated films are made registered on my tiny ten-year-old brain and, when | took
the medium up seriously at twenty-two, the basic information was still lurking there.

| was living and painting in Spain when the incredible possibilities of what animation could do
engulfed my mind. | planned my first film and took the money | had left from portrait painting
to London. | starved for a bit, finally found work animating television commercials and man-
aged to self-finance The Ljttle Island - a half-hour philosophical argument without words
which won several international awards.

 The Little Island, 1958
Three years later, when I'd finished the film, the unpleasant realisation slowly crept up on me
that I really didn't know very much about animation articulation, that is, how to move the stuff.
To train myself | traced off the animation that Ken Harris had done of a witch in a Bugs Bunny

cartoon (Broomstick Bunny - 1955, directed by Chuck Jones). Doing this only confirmed how
little | understood about movement.

While | was making The Little Island | had seen a re-release of Bambi, but since I'd considered
myself a revolutionary in the field of animation, I'd rejected the film as conventional. But when |
finished my film, | saw Bambi again, and almost crawled out of the theatre on my hands and knees.
‘How did they ever do that?’ I'd learned just enough to realise that | really didn't know anything!
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Animation master Ken Harris and wannabe, 1969

So, how and where to get the expert knowledge? | was working in England as an independent
and didn't want to go into the Hollywood cartoon mill. | wanted it both ways. | wanted my
artistic freedom but | also wanted the knowledge.

Preston Blair's How to Animate Film Cartoons was available, but because | was put off by the
squashy-stretchy 1940s cartoon style, it was harder for me to grasp the underlying principles
| was after — although it's a solid book and Preston was a very good animator from the
Golden Age. It's ironic that forty years later | would become best known for my work on Who
Framed Roger Rabbit — drawing in precisely the same style that had put me off learning from
Preston.

Much later, | was able to work with Ken Harris, the first ‘real” master animator | met, and whose
witch in Broomstick Bunny | had traced off. It's generally agreed that Ken Harris was the
master animator at Warner Bros. Certainly he was director Chuck Jones's lead man.

In 1967, | was able to bring Ken to England and my real education in animation articulation
and performance started by working with him. | was pushing forty at the time and, with a
large successful studio in London, | had been animating for eighteen years, winning over one
hundred international awards.

After seven or eight years of working closely with Ken, he said to me, ‘Hey Dick, you're start-
ing to draw those things in the right p/ace.’

2



‘Yeah, I'm really learning it from you now, aren’t 1?" | said.
‘Yes," he said thoughtfully, ‘you know . . . you could be an animator.’

After the initial shock | realised he was right. Ken was the real McCoy whereas | was just doing
a lot of fancy drawings in various styles which were functional but didn't have the invisible
‘magic’ ingredients to make them really live and perform convincingly.

So | redoubled my efforts (mostly in mastering head and hand ‘accents’) and the next year Ken
pronouhced, ‘OK, you're an animator.’
A couple of years after that, one day he said, ‘Hey, Dick, you could be a good animator.”

When he was eighty-two, | would go out to Ken's trailer home in Ohai, California and lay out
scenes with him that he would later animate. He'd often take a half-hour nap and I'd keep

working.

One day he conked out for three hours and by the time he woke up, | had pretty much
animated the scene. ‘Sorry, Dick," he said, ‘you know . . . I'm just so god-damned o/d.’ (long
pause) ‘Oh . . . | see you've animated the scene ...’

‘Yeah,' | said, 'l didn't know what else to do".

‘Nice drawings . . ." he said, then pointed. ‘Hey, that’s wrong! You've made a mistake.” And
of course he was right.

‘Dammit Ken,' | said. ‘I've worked with you for thirteen years and | still can't get your
“thing”. I'm afraid it's going to die with you.’

‘Ye-e-aaahhhhh . . .” he snickered, then said, ‘Well, don’t worry, you've your own pretty
good thing going.” Then he snickered again.

Ken was a very fast worker and | was always squeezing him for more and more footage and
getting him to animate even when the taxi was ticking outside waiting for him to catch a plane
home to the States.

When he died in 1982 at eighty-three, my real regret was that when | was a pallbearer |
didn’t have the guts to tuck a blackwing pencil into his hand in his open coffin. He would have
loved that.

When | first started working with Ken, we had just completed the animation sequences which
occur throughout Tony Richardson's epic film The Charge of the Light Brigade and | thought |
was getting pretty proficient. When Ken saw it in the theatre he said, ‘God, Dick, how did you
guys ever do all that work?’ (pause) “Course it doesn’t move too good . . .

But I'm still not ashamed of our work on that film.

After that we went to see The Beatles' feature cartoon The Yellow Submarine. Though | liked
the designer Heinz Edelman’'s styling, the ‘start-stop, stop-start’ jerky quality of most of the
animation meant that after a half hour much of the audience went to the lobby. No matter how
stylish or inventive - jerky or bumpy animation seems only to be able to hold the audience for
about twenty-five minutes. While The Yellow Submarine had an enthusiastic cult following
from the advertising agencies and university crowd, the general public avoided the film. It
killed the non-Disney feature market for years.
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My animated sequences from Tony Richardson's epic film, The Charge of the Light Brigade, 1968,



A top United Artists executive who distributed The Yellow Submarine told me, ‘This is the
Beatles at the height of their popularity and stil/ people stay away from non-Disney animation.'
Film executives at that time always said of animation, ‘If it doesn’t have the Disney name on it,
no one will go see it." But the real point is, it wasn't just the Disney name - it was the Disney
expertise that captivated the audience and held them for eighty minutes.

Almost the same week Disney's The Jungle Book came out and was an instant hit. | went along
to see it reluctantly, thinking (as I still considered myself an innovator) that though there might
be something interesting, it was probably predictable stuff.

That's how it started — with standard-issue wolves adopting the '‘good housekeeping seal of
approval’ cutesy baby. | remember the boy Mowgli riding a black panther moving and acting in
a clichéd way — until he got off. And suddenly everything changed. The drawing changed. The
proportions changed. The actions and acting changed. The panther helped the boy up a tree
and everything moved to a superb level of entertainment. The action, the drawing, the per-
formance, even the colours were exquisite. Then the snake appeared and tried to hypnotise the
boy and the audience was entranced. | was astonished.

The film continued at this high level, and when the tiger entered weighing eight hundred
pounds and was both a tiger and the actor who did the voice (George Sanders), | realised |
didn't even know how it was done — let alone ever be able to do it myself. | went back to my
studio in shock and, through the night, | wrote a long fan letter.

In those scenes | thought | had recognised the hand of the great Disney genius Milt Kahl, who
Ken Harris had raved about. The first name on the directing animator’s credits was Milt Kahl, so
| assumed the work that stunned me had been Milt's. And it turned out that it was - except
for one shot that was by Ollie Johnston. Johnston and Frank Thomas had done lots of other
marvellous work in the picture.

So | wrote to Milt saying that | thought The Jungle Book was the absolute high point of pure
animation performance and that | didn't think it would ever be possible for anyone outside the
Disney experience to reach that pinnacle. |

It turned out Milt said it was the best letter they ever had — and even better, that he knew my
work a bit and wanted to meet me.

Irrepressible ambition made me change my opinion that they alone could attain such heights;
I figured, | think correctly, that given talent, experience, persistence - plus the knowledge of the
experts — why should everything not be possible?

| couldn’t stand it any more. | had to know everything about the medium and master all aspects
of it. Cap in hand, | made yearly visits to Milt and Frank Thomas, Ollie Johnston and Ken
Anderson at Disney.

One of the most important things Milt said was: ‘Our animation differs from anyone else’s
because it is believable. Things have weight and the characters have muscles and we're giving
the illusion of reality.’



Photo Frank Herrmann

T

A powerhouse of animation knowledge. From the left — Ken Harris, Grim Natwick and Art Babbitt, with students
Richard Purdum and me outside my Soho Square studio in London, 1973.

But how to make it believable? I didn't go there to drink Milt's bathwater or to find out what
Frank Thomas had for breakfast. | would fire my carefully prepared list of questions at them and
later write down everything they said. These wonderful virtuosos became my friends and were
incredibly generous with their help. As Milt said, ‘If you ask questions you find out what you
want to know. /f you're lucky enough to ask someone who knows.’

| was also fortunate enough to enlist the marvellous legendary animator Art Babbitt as a
collaborator and teacher. Babbitt had developed Goofy and animated the Mushroom Dance
in Fantasia. He ‘dumped his kit of knowledge by giving several month-long in-house seminars
as well as working with me in my London and Hollywood studios for several years.

In 1973, | hired the eighty-three-year-old — but still brilliant — Grim Natwick as a ‘live-in" tutor in
my London studio. Grim had made his name designing Betty Boop and animating most of Snow
White herself in Snow White and the Seven Dwarfs. | also worked closely with Emery Hawkins
who Ken Harris regarded as the most imaginative animator. Emery was wildly creative and rotat-
ed in and out of every studio. | was also able to work for a short time with Abe Levitow, Gerry
Chiniquy and Cliff Nordberg. Dick Huemer, one of the first New York pioneer animators, and later
a key Disney story director (Snow White and the Seven Dwarfs, Dumbo, Fantasia and all the early
Disney features) also gave me a very clear picture of the early days of animation.

Most of them are gone now but this book is full of their accumulated knowledge and craft.
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| scribbled this of Milt when he was lecturing us at my
studio. Milt is saying, 'Don't listen to Dick, he's too
technical.’

Milt was always encouraging me to do my own personal,
more unconventional work, which he liked — but |
wanted the knowledge first.

Two geniuses at once tutor the author — Frank Thomas
standing and Milt Kahl at the desk, early 1970s.

Used by perrmisslon from Disney Enterprises, Inc
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In the three-day masterclasses I've been giving lately, some experienced professionals initially
feel that we're running over material that they're quite familiar with. Then about half way
through the seminar things deepen and on the last day it all suddenly knits together. Some even
describe it as an epiphany. Well, it sure was for me when | finally ‘got it'.

- So please read the whole thing.

Animation is just doing a lot of simple things — one at a time! A lot of really simple things
strung together doing one part at a time in a sensible order.

The movie actor, Scott Wilson sat through my three-day San Francisco masterclass. To my sur-
prise he came up at the end and said, ‘Of course you realise, Dick, that this whole thing has
been about acting.’

| said, ‘What?’ and Scott said, ‘These are the exact equivalent methods, exercises and
analyses we actors do in our acting workshops.’

So acting is intrinsically part of the whole. And if you can't draw or articulate movement
how are you ever going to do the acting?

Someone once asked Milt Kahl: ‘How did you plan out the counteraction you used on that
character?’ -

Milt blew up: 'That's the wrong way to look at it! Don't think of it like that! | just concen-
trate on giving the performance - that’s what's important! The play's the thing. You'll get all
tangled up if you think of it in a technical way!'

Of course he's right. If a musician knows his scales, he can concentrate on giving the perform-
ance and bringing out the ideas inherent in the music. But if he constantly has to think of the
mechanics of what he's doing — then he can hardly play.

Therefore, if we know and understand all the basics — then we've got the tools to create.
Only then we can give the performance!

This book is an anatomy course in animation. Just like an anatomy course in life drawing, it
shows you how things are put together and how they work. This knowledge frees you to do
your own expression.

It takes time. | didn't encounter Ken Harris until | was nearly forty and he was sixty-nine. | had
to hire most of my teachers in order to learn from them.

| hired Ken in order to get below him and be his assistant, so | was both his director and his
assistant. | don't know if this is original, but | finally figured out that to learn or to ‘understand’ |
had to ‘stand under’ the one who knows in order to catch the drippings of his experience.

There's a tale about a decrepit old Zen master wrestler. A very fit and brilliant young wrestler
begs the old master to take him on and show him the master's ninety-nine tricks.

The old man says, ‘Look at me, I'm old and decrepit and I'm not interested.’

The young man keeps pestering the old man who says, ‘Look, son, I'm fragile now and
when | show you the ninety-nine tricks, you'll challenge me, they always do — and look at
me, you'll make mincemeat of me.’



‘Please, oh please, master,’ pleads the powerful young man. ‘I promise | will never chal-
lenge you! Oh please teach me the ninety-nine tricks.'

So reluctantly the old man teaches him until the young man has mastered the ninety-nine
tricks. The young man becomes a famous wrestler and one day takes his master into a room,
locks the door and challenges him.

The old man says, 'l knew you'd do this — that's why | didn't want to teach you in the first
place.’

‘Come on, old man, there's just me and you in here,’ says the young one, ‘Let's see what
you're made of.’

They start and right away the old man throws the young fellow out of the window. The
crumpled-up young man moans up from the street below, ‘You didn't show me that one!’

‘That was number one hundred,’ says the old man.

This book is the ninety-nine tricks. The hundredth trick is called talent.

| became a repository for various strands of animation lore and I've taken all this stuff and given
it my own twist. The goal here is to master the mechanics in order to do new things. Get the
mechanics into your bloodstream so they just become second nature and you don’t have to
think about them and can concentrate on giving the performance.

| remember once saying to Emery Hawkins (a wonderful, unsung animator), ‘I'm afraid my
brains are in my hand.’

Emery said, "Where else would they be? It's a language of drawing. It's not a language of
tongue.’

So everything | know about animation that | can put into words, scribbles and drawings is here
in this book.
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DRAWING IN TIME

Why animate? Everyone knows it's a lot of hard work doing all those drawings and positions.
So what's the hook? Why do it?

Answer: Our work is taking place in time. We've taken our ‘stills’ and leapt into another
dimension.

Drawings that walk: seeing a series of images we've made spring to life and start walking
around is already fascinating.

Drawings that walk and ta/k: seeing a series of our drawings talking is a very startling expe-
rience.

Drawings that walk and talk and think: seeing a series of images we've done actually go
through a thinking process — and appear to be thinking - is the real aphrodisiac. Plus creating
something that is unique, which has never been done before is endlessly fascinating.

We've always been trying to make the pictures move, the idea of animation is aeons older than
the movies or television. Here's a quick history:

Over 35,000 years ago, we were painting animals on cave walls, sometimes drawing four pairs
of legs to show motion.

1



In 1600 BC the Egyptian Pharaoh Rameses Il built a temple to the goddess Isis which had 110
columns. Ingeniously, each column had a painted figure of the goddess in a progressively
changed position. To horsemen or charioteers riding past — Isis appeared to move!
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The Ancient Greeks sometimes decorated pots with figures in successive stages of action.
Spinning the pot would create a sense of motion.

As far as we know, the first attempt to project drawings onto a wall was made in 1640 by
Athonasius Kircher with his ‘Magic Lantern’.
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Kircher drew each figure on separate pieces of glass which he placed in his apparatus and pro-
jected on a wall. Then he moved the glass with strings, from above. One of these showed a
sleeping man’s head and a mouse. The man opened and closed his mouth and when his mouth
was.open the mouse ran in.

Although photography was discovered as early as the 1830s, most new devices for creating an
ilusion of movement were made using drawings, not photos.

In 1824 Peter Mark Roget discovered (or rediscovered, since it was known in classical times)
the vital principle, ‘the persistence of vision'. This principle rests on the fact that our eyes
temporarily retain the image of anything they've just seen. If this wasn't so, we would never
get the illusion of an unbroken connection in a series of images, and neither movies nor ani-
mation would be possible. Many people don't realise that movies don't actually move, and that
they are still images that appear to move when they are projected in a series.

Roget's principle quickly gave birth to various optical contraptions:

The Thaumatrope: A cardboard disc mounted on a top — or held between two pieces of string.
A birdcage drawing is on one side and a bird on the other. When the top is spun or the strings
are pulled the disc twirls, the images merge and the bird seems to be in the cage.

The Phenakistoscope: Two discs mounted on a shaft - the front disc has slits around the edge
and the rear disc has a sequence of drawings. Align the drawings with the slits, look through
the openings and as the discs revolve we have the illusion of motion.

13



The ‘Wheel of Life’ (or the Zoetrope): Appeared in the USA in 1867 and was sold as a toy. Long
strips of paper with a sequence of drawings on them were inserted into a cylinder with slits in
it. Spin the cylinder, look through the slits and the creature appears to move.

The Praxinoscope: Devised by the Frenchman Emile Reynaud in 1877. He was the first to create
short sequences of dramatic action by drawing on a 30 foot strip of transparent substance
called 'Crystaloid’. This opened the way for the tremendous advances to come.

remained the simplest and most popular device. It's just a pad of drawings bound like a book
along one edge. Hold the book in one hand along the bound edge and with the other hand flip
the pages and ‘see 'em move'. The result is animation - the illusion of continuous action.
Drawings in time.

14



This is the same as school kids making drawings in the corners of their math books and flipping
the pages.

Today the ‘classical’ animator still flips his drawings the same way as a flipper book before
testing it on the video or film camera. He places the drawings in sequence, with the low num-
bers on the bottom, then flips through the action from the bottom up. Eventually he should get
good enough at it to approximate actual screen time and spot any errors or drawings that need
altering. Now that we have the video camera with its instant playback of the drawings at film
speed, not everyone learns to flip.

In 1896 a New York newspaper cartoonist James Stuart Blackton interviewed the inventor
Thomas Edison who was experimenting with moving pictures. Blackton did some sketches of
Edison, who was impressed by Blackton's speed and drawing facility and asked him to do some
drawings in a series. Later, Edison photographed these - the first combination of drawings and
photography. In 1906 they publicly released Humorous Phases of Funny Faces. A man puffed a
cigar and blew smoke rings at his girl friend, she rolled her eyes, a dog jumped through a hoop
and a juggler performed. Blackton used about 3000 ‘flickering drawings’ to make this first ani-
mated picture - the forefather of the animated cartoon. The novelty brought explosions of
laughter and was an instant hit.

15



A year later Emile Cohl made and showed his first animated film at the Follies Bergéres in Paris.
The figures were childlike — white lines on black — but the story was relatively sophisticated: a
tale of a girl, a jealous lover and a policeman. He also gave lampposts and houses intelligence
and movement, with emotions and moods of their own. Cohl's work prefigures the later ani-
mation dictum, ‘Don't do what a camera can do — do what a camera can’'t do?’

Winsor McCay, brilliant creator of the popular comic strip Little Nemo in Slumberland, was the
first man to try to develop animation as an art form. Inspired by his young son bringing home
some flipper books, he made 4000 drawings of ‘Little Nemo’ move. These were a big hit when
flashed on the screen at Hammerstein's theatre in New York in 1911.

As another experiment he drew a bizarre short film, How a Mosquito Operates, which was also
enthusiastically received.

Then in 1914 McCay drew Gertie the Dinosaur and McCay himself performed ‘live” in front of
the projected animation, holding an apple in front of Gertie and inviting her to eat. Gertie
lowered her long neck and swallowed the fruit — astounding the audience. This was the first
‘personality’ animation — the beginnings of cartoon individuality. It was so lifelike that the
audience could identify with Gertie. It was a sensation.

16



In McCay's words: ‘| went into the business and spent thousands of dollars developing this
new art. It required considerable time, patience and careful thought ~ timing and drawing the
pictures [my italics]. This is the most fascinating work | have ever done - this business of
making animated cartoons live on the screen.’

McCay also made the first serious dramatic cartoon, The Sinking of the Lusitania, in 1918.
A war propaganda film expressing outrage at the catastrophe, it was a huge step forward in
realism and drama ~ the longest animated film so far. It took two years of work and needed
25,000 drawings.

Later, as an older man being celebrated by the younger funny-cartoon animators in the busi-
ness, McCay lashed out at them saying that he had developed and given them a great new art
form which they had cheapened and turned into a crude money-making business done by hack
artists.

This well defines the endlessly uncomfortable relationship between the pioneering artist/ide-
alist and the animation industry — working to comfortable and predictable formulas.

Still doth the battle rage.. . .

In the twenties Felix the cat became as popular as Charlie Chaplin. These short Felix cartoons
were visually inventive, doing what a camera can't do. But more importantly a real personality
emerged from this flurry of silent, black and white drawings and Felix *himself’ connected with
audiences worldwide.

The Felix cartoons led straight to the arrival of Walt Disney, and in 1928, Mickey Mouse took
off with his appearance in Steamboat Willie - the first cartoon with synchronised sound.
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ity Disney Enterprises, Inc,

The brilliant Ward Kimball, who animated Jiminy Cricket in Pinocchio and the crows in
Dumbo, once told me, ‘You can have no idea of the impact that having these drawings suddenly
speak and make noises had on audiences at that time. People went crazy over it.'
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& Disney Enterpnses, Inc.

Disney followed Steamboat Willie with The Skeleton Dance. For the first time, action was co-
ordinated with a proper musical score. This was the first Si/ly Symphony. Ub Iwerks was chief
animator on both films and a lot of the sophisticated action of The Skeleton Dance still holds

up today.

© Disney Enterprises, Inc.

Disney leapt forward again in 1932 with Flowers and Trees - the first full colour cartoon.

18



& Disney Enterpris

Then he followed it one year later with Three Little Pigs. This had a major impact because of its
fully developed ‘personality’ animation — clearly defined and believable separate personalities
acting so convincingly that the audience could identify with and root for them. Another first.

€ Disney Enterprises, Inc.

Astonishingly, only four years after that, Disney released Snow White and the Seven Dwarfs,
the world's first fully-animated feature-length film, raising cartoon drawings to the level of
art and holding the audience spellbound for eighty-three minutes. A truly staggering feat
accomplished in an incredibly short space of time. (It's said that many of the artists booked
themselves in advance into hospital to recover from the effort of completing the film.)

The tremendous financial and critical success of Snow White and the Seven Dwarfs became the
foundation of Disney's output and gave birth to the ‘Golden Age’ of animation: Pinocchio,
Dumbo, Bambi and Fantasia, as well as the Silly Symphonies and Donald Duck and Mickey

Mouse shorts.
19



Surrounding the potent Disney centre were the satellite studios: Max Fleischer with two fea-
tures - Gulliver’s Travels and Mr Bug Goes to Town — and Popeye shorts; Warner Bros' Looney
Tunes and Merrie Melodies with Bugs Bunny, Daffy Duck, Porky Pig; MGM with Tom and Jerry,
Droopy and the great anarchic Tex Avery shorts, and Walter Lantz with Woody Woodpecker.
Fed as they were by the knowledge and expertise emanating from the Disney training centre,
their much wilder humour was often in reaction to or in rebellion against Disney ‘realism’ and
‘believability’.

But after the Second World War the situation changed.

The arrival of television and its voracious appetite for rapidly produced product demanded sim-
pler and cruder work. 1950s stylisation gave birth to UPA studios in Hollywood who created
Mr. Magoo and Gerald McBoing Boing. UPA's approach was regarded as more graphically
sophisticated than Disney and used more ‘limited’ and much less realistic animation. At the
same time there was a worldwide flourishing of personal, experimental and ‘art house’ ani-
mated films made in new ways with many different techniques and with very different content
to the Hollywood product. Animators were reinventing the wheel stylistically but were ignorant
of the structural knowledge developed in Hollywood's Golden Age.

This knowledge, though residing in the hands of the originators, was generally ignored as
being ‘old hat' or was forgotten in the following thirty years.

However, in the last few years, the renaissance of animation as a form of mass entertainment
is giving rebirth to the old knowledge. The startlingly successful innovations of computer ani-
mation are helping to transform animation in all it's multi-faceted forms into a major part of the
entertainment mainstream. Alongside this, there is also the explosion in the computer games
industry.

If drawn ‘classical’ animation is an extension of drawing, then computer animation can be seen
as an extension of puppetry — high tech marionettes. Both share the same problems of how to
give a performance with movement, weight, timing and empathy.

The old knowledge applies to any style or approach to the medium no matter what the
advances in technology. Most of the work methods and devices in this book were developed

and refined in the Hollywood animation studios between 1930-1940.,

I've co-ordinated what I've learnt from various approaches and I'm presenting it here in a form
based on my own experience in this medium — with its limitless possibilities of imagination.

Emery Hawkins said to me, ‘The only limitation in animation is the person doing it. Otherwise
there is no limit to what you can do. And why shouldn't you do it?’
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| meticulously painted this poster for the 1981 London Film Festival. Everybody said, ‘Oh, | didn't know you did collage.’
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TIME TO DRAW

This section is really for classical animators. However, | haven't been surprised to find that most
of the leading computer animators draw rather well, so it may be interesting to them too. It
certainly helps enormously to be able to put down your ideas - even in stick figures. For the
classical animator it is crucial.

Drawing should become second nature, so that the animator can concentrate on the actual
actions and the timing of them and give the performance life.

When you're doing cartoons all the time, it's very easy to slide into formula drawing. During
the making of Who Framed Roger Rabbit | found this pinned up on our notice board:
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— RDBERT Giﬂ“ﬁ-"i -

Life drawing is the antidote to this.

When you're doing life drawing, you're all alone. One of the main reasons animators — once
they become animators ~ don't like to spend their evenings and spare time life drawing is
because it's not a collaborative operation.

Animation is usually a group effort, and one has the stimulus of constant interaction, both
competitive and co-operative, with the cut and thrust, highs and lows, political factions of
complaint and inspiration, all the tensions and anxieties, rewards and excitement of group
production.
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With life drawing there’s no one to aj::lmrnin#.I your efforts — rather the reverse. it's always shocking -
to find you're not as advanced or skilled as you thought you were, and since it's about the hard-
est thing to do with no rewards other than the thing itself - it's no wonder few do it or stick at it.

Most animators are exhausted at the end of a day’s work and have families to go to. Also, one
‘has to do a /ot of life drawing to get anywhere — not just a bit at a time here and there. -

But the fact remains that there is no replacement for the hard work of solid life drawing.

There is one payoff and it is substantial - the gradual and fundamental improvement of all
one's work.

Winsor McCay once said: 'If | were starting over again, the first thing I'd do would be to make
a thorough study of draftsmanship. | would learn perspective, then the human figure, both
nude and clothed, and surround it with proper setting.’

And Milt Kahl said: ‘I don't think it's possible to be a top notch animator without being an
excellent draftsman. You have to try for the whole thing, you know, got to know the figure.
Know the figure well enough so that you can concentrate on the particular person - on the
difference — why this person is different from somebody else. The ability to draw and be able
to turn things and the ability, the know/edge that enables you to caricature and to exaggerate
in the right direction and emphasise the difference between things is what you're doing all the
time. Any time you're doing a strong drawing of anything well, your drawing is strong because
you're depicting why this is different from something else. You need that figure-drawing back-
ground in order to sharpen. Every animator should have this background and unfortunately
they don’t! You just can't know too much. If you're going to lampoon something, or do a satire
— you have to understand the straight way. It gives you a jumping-off point. It gives you a
contrast. You justdo itand doit. .. and do itV |
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Art Babbitt is blunter: ‘If you can't draw - forget it. You're an actor without arms and legs.’

But we can learn to draw. There's the myth that you are either a born draftsman or not. Wrong!
Obviously, natural talent is a great help and the desire is essential, but drawing can be taught
and drawing can be learnt. its best to have done a ton of it at art school to get the foundation
in early. But it can be done at any time. Just do it.

Here are three pieces of drawing advice that were given to me -~ and which stuck.

When | was fifteen years old and really keen on being an animator, | took a five day-and-night
bus trip from Toronto to Los Angeles, and walked up and down outside the Disney Studio fence
for days hoping to get inside. Finally an advertising friend of my mother’s saw my drawings and
rang up the Disney PR department, and they took me into the Studio for two days; they were
very kind to me and even did a press story on me.

It was there that | received my first piece of great advice. Richard Kelsey (Disney story artist and
designer/illustrator) said, ‘First of all, kid, learn to draw. You can always do the animation stuff
later.’

| desperately wanted to become an animator and | produced my sketches of Disney characters,
which were kind of at the Roger Rabbit level since | was a precocious little bastard. Dick Kelsey
looked at them and said, 'Yes, but | mean really learn to draw.’

P
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ard Kelsey with eager beaver. Disney studios, 1948. My commercial work, age 17.
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Weeks later when | was getting on the bus to go home to Toronto, | rang Dick up and asked
again, 'What do you think | should do?’' - ‘Learn to draw!' he said.

One great regret | have in my life is that forty years later, when | was animation director on
Who Framed Roger Rabbit, | saw Dick in the Disney canteen out of the corner of my eye, but |
was so caught up in the production politics | didn't break away to go over and thank him. I
never had another chance.

After my trip | went straight to art school and received the second piece of advice, from a great
teacher and superb draftsman, Eric Freifield, then teaching at the Ontario College of Art. He
looked at my life drawings and said, ‘Well, here's a clever little fellow who's never seen any-
thing." | said, ‘What should | do?’ He said, ‘Go to the library and look at Albrecht Diirer for two
years.’ | did. And not surprisingly my interest in animation vanished for years.

| paid my way through art school by knocking off Disneyesque dog food ads like the one
above - at the same time doing ‘realismo social’ like this lithograph of a revival meeting
‘Where the healing waters flow".

After that | lived in Spain for a couple of years doing paintings like these until a totally
unexpected affliction by the animation bug got me. Forty years later a top executive on Who
Framed Roger Rabbit kept referring to me as ‘artsy craftsy’ or ‘artsy fartsy’. How did he ever
know? He must have smelt it as there was no sign of it in my animation.
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The third piece of drawing advice came many years later — | was fifty — when | was pretty
accomplished, and it came from a much younger man. My talent is primarily ‘linear’, which
makes cartooning easy. However, since animators have to enclose their shapes, there is a ten-
dency to end up just drawing outlines — like colouring-book figures. In other words, animators
don't usually draw from the inside-out, like a sculptor does. Sculpture had been my weakest
subject - although I'd done a lot of life drawing and had a grounding in basic anatomy.

John Watkiss — then a twenty-three-year-old, self-taught, brilliant draftsman and anatomist -
held his own life drawing classes in London. (Recently he was one of the principle designers of
Disney's Tarzan.) | used to hire John periodically to do presentation artwork and we were
friendly. | went to John's evening life classes for a while and one day John, who is ruthlessly
honest, pointed to my drawing and said, ‘Hey! You missed a stage!” | felt like a butterfly pinned
to the wall. He was right. | knew exactly what he meant. | was weak from a sculptural point of
view, | was tQo linear.

Years later, when | had dropped out of the ‘industry’ part of animation, I re-studied my anato-
my and worked on drawing from the inside-out. | advanced backwards and filled in the
missing stage.
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| showed my ex-illustrator mother several of these life drawings when she was bed-bound just
before she died. ‘I've been working at reconstituting myself, Mom, doing all these drawings.’
She looked at them carefully for some time, then said, ‘Very nice, very nice . . . Nothing new.’
Advice from the inside — from one's family ~ somehow doesn't have the same impact as from
the outside. However my mother had once said, ‘When you go to art school, you'll find every-
body sitting around practising how to do their signature,” and sure enough, there they were,
some of them doing just that.

She also gave me this great advice: ‘Don't try to develop a style. Ignore style. Just concen-
trate on the drawing and style will just occur.’

Of course there's an opposing view to all of this ‘you’ve got to learn to draw’ stuff.

The great Tex Avery, master of animation’s ability to do the impossible and make the unreal
spring to life — and the first director of Bugs Bunny and Elmer Fudd - said:

‘I was never too great an artist. | realised there at Lantz’s that most of those feliows could
draw rings around me . . . | thought, Brother! Why fight it? I'll never make it! Go the other
route. And I'm glad | did. My goodness, I've enjoyed that a lot more than | would have
enjoyed just animating scenes all my life.’

29



Tex stopped animating and became a great, original and innovative director. The biographer
John Canemaker said: ‘While Disney in the 1930s was trying to convince the audience of the
“reality” of his characters in his film world, by creating his “illusion of life”, Tex went in the
opposite direction, celebrating the cartoon as cartoon, exploring the medium’s potential for
surrealism.” He never let audiences forget they were watching an animated film.

Tex had a twenty-year run with his wildly funny approach to the medium, but he found it
impossible to sustain. 'I'm burned out," he said. His colleague, animator Mike Lah said, ‘He
didn't have any more space. He used it up.’

| love Tex Avery's cartoons — his drawings and character designs. His Droopy is my favourite
cartoon character. One of the nice things about doing Who Framed Roger Rabbit was to emu-
late Tex Avery’'s humour - ‘But not so brutal!” were my instructions. Though, as Milt said, ‘You
have to try to have the whole thing.'

| am convinced that if an animator's drawing foundation is strong, he will have the versatility
to go in all the different directions possible at his fingertips. He'll be able to draw anything -
from the most difficult, realistic characters, to the most wild and wacky. And it's not likely he'll -
exhaust his resources and suffer burn-out. |

Because of his strong drawing ability, Milt Kahl was usually saddled with animating ‘the Prince’
or Disney’s ‘straighter' characters - which of course are the hardest ones to do. Whenever any-
one criticised his work, he'd say, ‘OK, you can do the Prince.” And they’'d soon vanish.

Word spread among the more ‘cartoony’ artists that, ‘Milt draws beautifully but he can only do
the straight stuff and he can't handle zany stuff at all.” Then, between features, Milt animated
most of Tiger Trouble, a ‘Goofy' short. Everybody shut up, and stayed shut up. His work is a
classic of broad and crazy animation.

‘If you can draw funny that's enough' is an animation myth that's been around a long time, and
still seems to persist. This is because a few of the early animators lacked sophisticated drawing
skills — but nevertheless were very inventive and excellent at getting the essence of the drama
and performance. V

The myth was that all they needed was to have a good draftsman as an assistant to do the final
drawings and everything would be fine. But in the mid thirties, when the new wave of young
animators with better drawing skills came on the scene and learned from the old guys, the
~ ground was soon littered with out-of work animators who could only handle the cruder car-
toons. The new breed of better draftsmen took their jobs away from them. If the present boom
in this medium ever contracts it's certain that the more skilled artists will be the survivors.

Bill Tytla — famous for his animation of Stromboli in Pinocchio, the Devil in ‘Night on Bald
Mountain’ from Fantasia, and Dumbo with his mother — once said: ‘At times you will have to
animate stuff where you can't just be cute and coy. Those are the times when you'll have to
- know something about drawing. Whether it's called form or force or vitality, you must get it

into your work, for that will be what you feel, and drawing is your means of expressing it.
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Obviously all this doesn’t apply so much to computer animators since the ‘maquette’ of the
character is already planted inside the machine, ready to be manipulated. But since most of the
leading computer animators draw rather well, many work out their positions in small sketches,
and, of course, the planning, layout and story artists and designers draw exactly the same as
their classical equivalents.

| had an unnerving experience in Canada when a friend asked me to give a one-hour address to
a large high school gathering of computer animation students. They had a very impressive
set-up of expensive computers but, from what | could see of their work, none of them seemed
to have any idea of drawing at all. During my talk | stressed the importance of drawing and the
great shortage of good draftsmen.

A laid-back greybeard professor interrupted to inform me, ‘What do you mean? All of us
here draw very well.’

Words failed me.

At the end of the talk, | showed them how to do a basic walk, and as a result got mobbed
at the exit, the kids pleading desperately for me to teach them more. | escaped, but I'm afraid
that's what the situation is out there — a lack of any formal training and no one to pass on the
‘knowledge’.

You don't know what you don’t know.

One of the problems rampant today is that, in the late 1960s, realistic drawing generally
became considered unfashionable by the art world, and no one bothered {o learn how to do it
any more.

The Slade school in London used to be world-famous for turning out fine British draftsmen. A
distinguished British painter who taught at the Slade asked me, ‘How did you learn how to do
animation?’ | answered that | was lucky enough to have done a lot of life drawing at art school,
so without realizing it | got the feeling for weight which is so vital to animation.

Then | said, ‘What am | telling you for? You're teaching at the Slade and it's famous for its
life drawing and excellent draftsmen.’

‘If the students want to do that,” he said, 'then they've got to club together and hire them-
selves a model and do it in their own home." At first | thought he was joking — but no! Life
drawing as a subject went out years ago. It wasn't even on the curriculum!

i had a boyhood friend who became a higwig in art education circles. He ran international
conferences of the arts. About sixteen years ago he invited me to Amsterdam to a conference
of the deans of the leading American art colleges. He knew me well enough to know | was
bound to say controversial things, so | was invited as his wild card.

In my talk | found myself lamenting the lack of trained, talented artists and that | was ham-
pered in my own studio’s work because | couldn’t find trained disciplined artists to hire. The
applicants’ portfolios were full of textures, abstract collages, scribbles, often nude photos of
themselves and friends. No real drawing. | didn't realise how strongly | felt about this and as |
talked | found myself nearly in tears.
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My advertising campaign design for Mike Nichols’' The Graduate. A foundation
when | had to draw this simple leg for this movie logo.

of life drawing was invaluable
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| harangued the deans of the art schools for failing in their duty to provide proper skills to their
students. Surprisingly, when I finished, the deans called an emergency meeting to which | was
invited. ‘Look Mr. Williams,' they said, 'you're right, but we have two problems. Number one:
since classical drawing was rejected years ago, we have no trained teachers who can draw or
teach conventional drawing as they never learned it themselves. And number two: our mostly
rich students -~ on whom we count for our funding — don't want to learn to draw. They would
rather decorate themselves as living works of art — and that’s exactly what they do.’

So | said, ‘Look, all | know is that | can’t find people to hire or train; but otherwise | don't know
what you can do.’
They said, ‘Neither do we.’

Lately things have improved somewhat. So-called classical drawing seems to be coming back,
but with a hyper-realistic photographic approach because skilled artists are thin on the ground.
Shading isn't drawing, and it isn't realism.

Good drawing is not copying the surface. It has to do with understanding and expression. We
don't want to learn to draw just to end up being imprisoned in showing off our knowledge of
joints and muscles. We want to get the kind of reality that a camera can’'t get. We want to
accentuate and suppress aspects of the model's character to make it more vivid. And we want
to develop the co-ordination to be able to get our brains down into the end of our pencil.

Many cartoonists and animators say that the very reason they do cartoons is to get away from
realism and the realistic world into the free realms of the imagination. They'll correctly point
out that most cartoon animals don't look like animals - they're designs, mental constructs.
Mickey ain’t no mouse, Sylvester ain't no cat. They look more like circus clowns than animals.
Frank Thomas always says: ‘If you saw Lady and the Tramp walking down the road, there's no
way that you are going to buy that they're real dogs.’

But to make these designs work, the movements have to be believable — which leads back to
realism and real actions, which leads back to studying the human or animal figure to under-
stand its structure and movement. What we want to achieve isn't realism, it's believability.

While Tex Avery released the animator from the more literal approach in order to do the impos-
sible, he was only able to do it so successfully because his animation was mostly done by
Disney drop-outs who already had ‘the Disney knowledge’ of articulation, weight, etc. So,
ironically, his rebellion, his ‘going the other route’, had its basis in an underlying knowledge of
realism.

But don't confuse a drawing with a map! We're animating masses, not lines .So we have to

understand how mass works in reality. In order to depart from reality, our work has to be based
on reality.
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IT'S ALL IN THE TIMING AND THE SPACING

| met Grim Natwick (born Myron Nordveig) in a Hollywood basement when he was in his
eighties. Grim was the oldest of the great animators, being already in his forties when he
animated eighty-three scenes of Snow White in Disney's Snow White and the Seven Dwarfs.
Previously, he'd designed Betty Boop for Max Fleischer, for which he received nothing and was
furious about it ‘til the day he died, aged 100.

I'll never forget the image of this big Norwegian American sitting in the golden twilight,
extending his long arms and spatula hands saying . . .
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The bouncing ball says it all.

The old bouncing-ball example is often used because it shows so many different aspects of
animation,

A ball bounces along,
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and where it hits — the ‘boinks’ ~ that's the {iming. The impacts — where the ball is hitting the
ground - that's the timing of the action, the rhythm of where things happen, where the ‘accents’
or ‘beats’ or *hits” happen.

And here's the spacing.

The ball overlaps itself when it's at the slow part of its arc, but when it drops fast, it's spaced
further apart. That’s the spacing. The spacing is how close or far apart those clusters are. That's
it. It's simple, but it’s important. The spacing is the tricky part. Good animation spacing is a rare
commodity.
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So we have:

— SPACING .

S

TIMING -

The two baéic elements of animation.

To experience this, take a coin and film it in stages under a video camera.

First plot out the timing — where you want the ball to hit the ground. Then push the coin around
— taking a picture at each frame — and see what looks right or wrong. Try it with different
timings and spacing. You're already animating. You're already dealing with the important
fundamentals and you haven't even made a single drawing. You're doing pure animation
without any drawings.
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Hidden in this simple test is the weight of the ball — how it feels, light or heavy; what it's
made of. Is it large or small, moving fast or slow? This will all emerge if you do several tests
— which only take a few minutes to do. The importance of the timing and the spacing will

become obvious.

Because you did it, a certain amount of personality will creep into the action — whether the ball
is deliberate, slow, jaunty, erratic, cautious, even optimistic or pessimistic.

And all this, before you've made a single drawing. This reveals how important and dominant
the timing and the spacing is. Even if the ball positions were drawn in detail by Michelangelo
or Leonardo da Vinci, the timing and the spacing of the drawings will still dominate.

Another interesting way to experience the difference between timing and spacing right away
is this:

Let's put a coin under the video camera and move it across the page (or screen) in one second
— 24 frames of screen time. That's our timing.

We'll space it out evenly — and that's our spacing.

MIBEL LD

T

Now we'll keep the same timing — again taking one second for the coin to move across the
page. But we'll change the spacing by slowly easing out of position number 1 and easing grad-
ually into position number 25.

It still takes one second for the coin to get over there. It has the same timing - but there is very
different movement because of the different spacing. Both start together —~ and both hit the
middle together - but the spacing is quite different. And so the action is very different.
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You could say that animation is the art of timing. But you could say that about all motion

pictures.
The most brilliant masters of timing were the silent comedians: Charlie Chaplin, Buster

Keaton, Laurel and Hardy.

Certainly for a film director, timing is the most important thing. For an animator, it's only half
the battle. We need the spacing as well. We can have a natural feel for timing, but we have to
learn the spacing of things.

One other thing: The bouncing ball example is often used to show animation ‘squash and
stretch” — that is, the ball elongates as it falls, flattens on impact with the ground and then

returns to its normal shape in the slower part of its arc.
It might squash and stretch this way if it was a very soft ball with not much air in it, but what
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I've found is that you can get a good enough effect with a rigid coin - provided the spacing of
it was right — so this added technique is not always necessary. Certainly a hard golf ball isn't
going to bend all over the place. in other words, if you do this squishy squashy thing too much,
everything comes out a bit "sploopy’, like it's made of rubber. Life ain't like that. At least most

of it ain't. More about this later.

£ Harold Edzerton

“'al. ; P .

Golf ball bounce, 1951

Having established all this, let's go to lesson one:
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Stills from Charles Dickens' A Christmas Carol, 1972. We're starting to get better. | got my first Oscar for this half-
nour film made originally for TV. You wouldn't think a lot of this was drawn by Bugs Bunny animators! It couldn't
have been done without Ken Harris who carried the load on Scrooge. Towards the end, Chuck Jones (the Executive
Producer) lent us Abe Levitow, a great unsung animator with majestic qualities. We also had help from Disney alumni
George Nicholas and Hal Ambro. My own stalwarts were Richard Purdum, Sergio Simonetti and Roy Naisbitt.
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LESSON ONE

UNPLUG!

Unplug! Take off your head phones! Turn off the radio! Switch off the CD! Turn off the tape!
Close the door.

Like many artists, | had the habit of listening to classical music or jazz while working. On one
of my first visits to Milt Kahl | innocently asked:

MILT, PO YOU EVER LISTEN TO
CLASSICAL MUSIC WHILE YOURE WORKING?
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Since it came from a genius, this made quite an impression on me. After this | learnt to face the
silence and think before swirling my pencil around. My animation improved right away.

This has been the case with many artists when I've passed this wisdom along. Recently, two
previously sound-addicted computer animators were shocked to find that their plugged-in
colleagues instantly made them objects of ridicule for not having wires coming out of their
ears. They were even more surprised at the startling improvement in their work.

.. . end of lesson one.
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Photo Frank Hammann

Portrait of the artist after receiving lesson 1.
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ADVANCING BACKWARDS TO 1940

Let’s advance backwards to approach where animators were during the ‘Golden Age’. And then
go forward from there — so we can do new things.

The thing you are going to build on must be basic.

Everyone wants to decorate their house with interesting pieces before putting in the corner-
stones and supports. Everyone wants to jump ahead to the sophisticated bit - glossing over
the dull, old support work.

But it's the thorough understanding of the basics that produces real sophistication.

As Art Babbitt said:

‘The knowledge that went into making little drawings come to life is in the early Disneys.
Nobody taught us how to articulate these fanciful characters. We had to discover the

mechanics ourselves and pass them around amongst each other. There are many styles but the
mechanics of the old Disney animation remain.’

They had it all worked out by 1940, around the time that Pinocchio was released.
it was a wonderful system - precise and simple.

First we'll take it bit by bit — and then we’ll put it all together.
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A very interesting thing happened when we worked with Grim Natwick. He was so old that
each day he tended to snap back into a different professional period of his life: one day he
would come in and do circular ‘rubber hose’ animation from the 1920s, then the next day he
would be in a 1936 ‘Snow White' phase, making tons of smoothly moving drawings, the next
day would be sharp, physical actions with plenty of static holds from his 1950 UPA ‘Mr Magoo’
period, then he'd be doing as few drawings as possible, as if he were animating a 1960s TV ad,
and then the next day back into fulsome Fantasia mode.

One day | found him drawing in an old style — something like this:

..-"""'"..:’

T
_"wf

He wasn't just showing the arc of the action - he was indicating all the different spacings on
his drawing.

| suddenly realised that this was probably the origin of the charts that animators put on the
edge of their drawings

e.g. HAND HEAD TAIL
R | e ] S
+ 2 1, !
. + ¥ |
—t— 5 e & _!_‘ 3
:ﬁ + 6 |
- '{; J______S - E
= A—q =,

| asked, 'Hey, Grim ~ did these charts just gradually move across the page away from the
drawings?

A far-away look came into his eyes - '. . . Yes .
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In the 1920s, animators did most of the work themselves. Dick Huemer was the top New York
animator and was working for Max and Dave Fleischer on their Mutt and Jeff series. Dick told
me they said to him, 'Your work is great, Dick, but we can't get enough of it." So Dick said to
them, ‘Give me someone to put in the in-between drawings and I'll do two to three times as
much work.” And that was the invention of the ‘inbetweener’.

Dick later said in an interview that it had been the Fleischers' idea and that he just went along
with it. But Dick actually told me that he had invented the inbetween and the inbetweener, the
helper or assistant.

The main drawings or extreme positions came to be called extremes and the drawings in
between the extremes were called the inbetweens.

/ . . by
(2 &S f"’h N
ji | | |

o i

The chart shows the spacing. i _

We'll put in three even inbetweens between the two extremes.
Number 3 is smack in the middle between 1 and 5. Then we put number 2 right in the middle

between 1 and 3 - and number 4 in the middie between 3 and 5. We've got the inbetweens
spaced evenly.

IN BETWEENS
ERNTREMIZ
O
|
/

Take the example of a swinging pendulum: The extremes are where there is a change in
direction — the ends of the action where the direction changes.
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Because the pendulum’s arm maintains its length as it swings, the middle position creates an
arc in the action. We can see how important that middle position between the two extremes is
going to be to us.

COIBVIOUSLY RECAUSE
W RONG ~{lie AR
f HAS
SHRUNK

It's obvious how important this middle position is. In the 1930s they called this the ‘break-
down' drawing or ‘passing position’ between two extremes.

We'll add two inbetweens.

OO0

e ek ¢ e S REAK H »
EXTREME FRE ﬂ gﬁGlﬁf’M EXTREME
FASS ING _ |
INBETWEEN FPoOSImioN  INBETWERN
- | }
| | ’
/ 2 3 4- S

Some animators underline the breakdown or passing position because it's so important to the
action. | have the habit of doing this because it's a position which is crucial to helping us invent.
We're going to make tremendous use of this middle position later. . .
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If we want to make our pendulum ease in and out of the extreme positions, we'll need a
couple more inbetweens:

So our chart will look like this.

What we're doing is easing in or easing out of the extreme positions. ‘Slowing in’ or ‘slowing
out’ is the classical terminology for it, but | prefer today’s computer animators’ term of ‘easing
in" and ‘easing out".

To make the action even slower at the ends, let’s add a couple more inbetweens..

Now our chart will look like this.

Ken Harris always called it ‘cushioning’ - which is a nice way to think of it.

Master animator Eric Larson — who became the instructor of the younger Disney animators -
says that what animation has to have

isach f shape. |
is a change of shape | /\ et

i =% f

So, let's change from a closed hand —
to a pointing finger. I

/ > BXTRENE
o
—_




If we ‘ease out” of number 1 in order to point — number 5 — the chart will be:

¢/
1
!

\“'\-.._,__,__
g‘ﬂwwa Ew
EASING oyt

2. 3 e
L 1
! i I

Alternatively, if we ‘snap out’ or 'speed out’ of the closed hand and ‘ease in’ or ‘cushion in’ to
the pointing finger the chart will be:

5

KR I

= L] L

2 o
| [ |
I l

.r.‘r-
cLowwe
EAsING N

T

For a more relaxed, slower action we could add more inbetweens and ease out of the closed
hand, and speed through the middle, and then ease in to the pointing finger.

}
34 5 61,9
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The animator can get away with just drawing the two extreme positions and making a chart for
the assistant to put in all the inbetween positions.

| was spoilt by being taught by marvellous, hardworking, top Hollywood animators and | had a
few shocks when | worked with some of the lesser mortals. -

Here's how a Hollywood hack animator might duck the work:

A character enters screen left. . . and goes out screen right.

S (oPE SCREEN

FLITEME EXTREME

24 18 72 96
2 18, 11%033%3 42 56 6O 78, B4 20

§ 48 St 57 63 69 75 7, 93
EH::[‘-I-P—I+++I~+I-I-+1-I+L|-H—I-H+H-+§-§+%—

To walk across the screen it's going to take 4 seconds - 96 frames. So the animator does draw-
ing number 1 and drawing number 96 and gives this chart to the assistant and goes off to play
tennis. He wanders back in next day and blames the assistant for the terrible result.

2 & 4

This may seem far-fetched, but it does happen.

Moving on - we know the extremes and the breakdowns are crucial to the result, but the
inbetweens are also very important.

The genie in the computer creates perfect inbetweens, but for ‘drawing’ people - getting good
inbetweens can be a real problem. |

Grim Natwick constantly intoned, ‘Bad inbetweens will kill the finest animation.’

in 1934, when the novice Milt Kahl - having just started work at Disney ~ first met the great
Bill Tytla, he told Tytla that he was working in the inbetweening department. Tytla barked, ‘Oh
yeah? And how many scenes have you screwed up lately?’
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Like most people starting out, | did all my own inbetweens. Then | got my first ‘official’ job
animating for UPA in London. They gave me an inexperienced assistant who drew well, but this

is what happened:

We had a simple character of the period, a little girl called Aurora who was advertising Kia Ora

orange drink. ‘Where's the Kia Ora, Aurora?’

She looked like this.
| drew drawings 1 and 3 and 5, my assistant put in inbetweens 2 and 4.

2 - r
L....._.....__.m._) J,._,H e ]
| = 5

He had ambitions as a designer and he didn't like egg-shaped eyes like this:

He liked circular eyes like this: () /"

So the inbetweens all went in like this:

/ 'f"? O g '
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The result on the screen, of course, is this:

Wobble, wobble, wobble.

A
vy,
Gl
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As is common in production when racing to meet the deadline, we end up hiring anybody off
the street who can hold a pencil. And this is what happens:

Say a live actor is holding an animated coffee cup -

The inbetweener from the streets doesn't understand simple perspective — so the curved top of
the cup gets put in straight on the inbetweens.

And if it's this wobbly with a simple thing, just imagine what it's going to be like when we are
dealing with complex drawings. All the shapes will be doing St Vitus’s dance. So the assistants'
or inbetweener’s job is really volume control.

A lot of assistants worry about the quality of their line - matching the animator’s line quality. |
‘always say never mind the line quality — just get the volumes right. Keeping the shapes and
volumes consistent = volume control! When the thing is coloured in, it's the shapes that we see
— it's the shapes that dominate.
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Whenever we were under the gun and short of skilled helpers, we found if we outnumbered the
dodgy inbetweens by three good drawings to two bad ones — we just scraped through with an
acceptable resuit.

GOOD GOOD 00D
} 2 5
. 2. 4
BAD BAD

When we only had two good ones with three bad ones in between them - the bad ones out-
numbered the good ones and the result was lousy.

Good GooD
| 5 4_ 5

2. .
e

EAD D
Goob EREAK DOVIN
I 2 3 4- 5 ¢ 7
- =
BAD BAD BAD AP

When we're not accurate, here’s what happens: The animator supplies a chart and wants equal
inbetweens. This is putting them in the right place.

sss)olNe

/ 2 3 4 o

A—— B ]

But let's say the assistant puts the breakdown or passing position slightly in the wrong place -

O O O
o

4

|

the ASST PuTS? 4-
IN HERE ... NOT K .
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55



icolNe
3 4

| 2 T 5
|
ft——t—} |
ALREADY
NoT OK.

(THeN the It BETWEENER
PUTS IN 73 HERE

THEN SOMEONE
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So: Number 4 is wrong.
3 compounds it.
2 compounds it more.

O -
And instead of ending up with fluid actions like this - ﬂ_C? O
L Q.
e 'S
=90 O,
o O
- we'll get this all-over-the-place kind of thing. f ()
ol ©

One thing an animator should never do is to leave his assistant to make ‘thirds’.

! 2 3 4

If we need to divide the chart into thirds - g £ i E

e N N

— the animator should make one of the inbetween positions himself -

! Z 3 4

S N —

EXTREVE EXTREME | 3rwN  EXTREME

- in order to leave the assistant to put in the remaining position in the middle.
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Leaving thirds to the assistant is cruel and is asking for trouble — but it's fair to make a chart like
this, calling for an inbetween very close to an extreme:

/
|

o
o
{L/

MAKE

MAKE ONE (BTWN CLOSER T | MAKE AM@TH,EE IBTWN CLOSER To- 4

TN
(KEYS)
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And now we come to the Great Circling Disease. For some reason, animators just /ove circles.
We love to circle the numbers on our drawings. Maybe it's because, as old Grim Natwick said,
‘Curves are beautiful to watch.” Or maybe it's just a creatively playful thing.

| once worked with a Polish animator who circled every single drawing he made!
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‘Is animation, man! Circle! Circle! Circlel’

You'll notice that so far | haven't circled any extreme positions. In this clear working system
and method developed by the 1940s, the extremes are not circled, but the key drawing is. The
drawings which are circled are the ‘keys’.

Question: What is a key?

Answer: The storytelling drawing. The drawing or drawings that show what's happening in
the shot.
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If a sad man sees or hears something that makes him happy, we'd need just two positions to
tell the story.

o “
irff- 7 { ’“"-:3.% \Q‘:"L
[ 2 \
4‘1&1 b

These are the keys and we circle them.

These are the drawings we make first. How we go interestingly from one to the other is what
the rest of this book is about.

Take a more complex example:

Let's say a man walks over to a board, picks up a piece of chalk from the floor and writes some-
thing on the board.
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If it was a comic strip or if we wanted to show what's happening on a storyboard, we'd need
only three positions. We'll keep it simple and use stick figures so we don't get lost in detail.
These three positions become our keys and we circle them.

The keys tell the story. All the other drawings or positions we'll have to make next to bring the
thing to life will be the extremes (not circled): the foot ‘contacts’, the passing positions or
breakdowns and inbetweens.
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if we time this action out with a stopwatch, we might find that our first key position at the start
will be drawing 1. Say it takes him 4 seconds to walk over and contact the chalk on the floor -
we'd circle the second key drawing as 96. And when he's stood up, stepped over and written
his stuff, it might take another 4 seconds — so our third key could be the last drawing in the shot
- 192. The whole shot would then take 8 seconds.

Of course, we don't need to time it all out first, but before we dive into animatotiand with all
that stuff, we have to clearly set out with our keys what it is we're going to do ~ and we can
test our three drawings on film, video or computer.

We haven't dealt with how he or she moves — whether the character is old or young, fat or thin,
tall or short, worried or happy, beautiful or ugly, rich or poor, cautious or confident, scholarly or
uneducated, quick or slow, repressed or uninhibited, limping or fit, calm or desperate, lazy or
energetic, decrepit or shaking with the palsy, drunk or frightened, or whether it's a cold-hearted
villain or a sympathetic person - in other words all the ‘acting’ stuff, plus all the trimmings -
clothes, facial expressions efc. '

But what we have done is made it very plain what happens in the shot before we start.

if we were to make a diagrammatic chart of the whole scene, it would end up looking some-
thing like this:

AN = 2 P Z ,
BNt oot T A R A

PLus ERsakDowAS AND (N EETWEENS
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Important animators are called key animators, and word got round that they just draw the
keys — anything that they draw is a key — and slaves fill in the rest according to the little
charts provided by the key animators. Wrong. A key animator is simply like a key executive
- an important one.

Many good animators call all their extremes 'keys’ — | sure used to. But it makes life so much
clearer and easier if you separate the keys from the extremes. Actually, | never heard Ken Harris
ever call a drawing a key, but he would say, ‘Draw that one first. That’s an important drawing.’

And it was a key, really.

I've worked every system, good, bad or half-baked, and experience has convinced me that it's
best ~ even crucial - to separate the storytelling keys from the extremes and all the other stuff.
{Of course, as in our example above, the three keys will also function as extremes.) Separating
them out stops us getting tangled up and missing the point of the shot, as we vanish into a
myriad of drawings and positions.

There may be many keys in a scene — or maybe just one or two - it depends on what it is and
the length of the scene. its whatever it takes to put it over, to read what's to occur.

You can spend time on these keys.

I remember once visiting Frank Thomas and he was drawing a cat. ‘Dammit,’ he said. ‘I've been
working all day on this damn drawing — trying to get this expression right.’

SOMETH ING
LIKE THIS -

i was shocked. All day! Wow! That was the first time | ever saw anyone working so hard on a
- single drawing. How was he ever going to get the scene done? Finally, the penny dropped. ‘Of

course, stupid, its his key!” It's the most important thing in the scene! He's got to get that right!
~ And it was encouraging to see anyone that great struggling to get it right!
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1. The natural way, called @TM/@H T AHEAD)

We just start drawing and see what happens - like a kid drawing in the page corners of a

schoolbook - stick the numbers on afterwards.

Disney director-animator Woolie Reitherman said, ‘When | didn't know what | was doing in an
action, | always went straight ahead. I'd just start on ones. Half the time 1 didn’t know what |
was doing. To me, it's fun. You find out something you wouldn't have found out otherwise.’

ADVANTAGES

—  WE GETA NATURAL FLOW CF
FLUID, SRONTANEOUS ACTION .

AT HAS The VITALITY CF | MPRCVISATION.

TS VERY CREATIVE ~ WE GO WITH
The FLOW = TAKING ALL OF The ACTION
AS IT COMER ALONG.

—— OOFTEN Tthe UNCONSCIOUS MIND
STARTS TO KICK IN: LIKE AUTHORS
SAYING THEIR CHABACTER TELLS
THEM WHATS GOING &> HAPPEN.

1T CAN PRODICE SURPRIES ~MAGIC.

ITS FUN.

PISADVANTAGES

— THINGS AT TO WANDER..
— TIME STRETCHES ud The SHOT
GETS LONGER 2w LONGER

—— CHARACTERS GROW 3ud SHRINK.

— WE CAN TEND TO MISS The POINT
OFEThe SHOT aud NOT ARRIVE AT
The RIGHT PLACE AT The RIGHT TIME.

—— “The DIRECTOR HATES US BECAUSE
HE/SHE CANT SEE WHATS HAPPEN ING:

~ ITS LOTS OF WORK TO CLEAN UP
“Thie MESS AFTERWARDS —and (TS
HARD T ASSIST.

TS EXPENSIVE - ~me PRODUCER.
HATES US.

— T CAN BE HARD ON The NERVES -
MAD ARTIST 2ud NERVOUS EREAK—

DPOWN TIME AS WE CREATIVELY
LEAP IN 200 THRASH AROUND
IN The VOID - ESPECIALLY WITH

LOOMING DEADLINES.
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2. The planned way, called @OSE TO POSE)‘

First we decide what are the most important drawings — the storytelling drawings, the keys —
and put them in. Then we decide what are the next most important positions that have to be in
the scene. These are the extremes and we put them in - and any other important poses. Then
we work out how to go from one pose to another - finding the nicest transition between two
poses. These are the breakdown or passing positions. Then we can clinically make clear charts
to cushion and ease in and out of the positions and add any finishing touches or indications for
the assistant. |

To illustrate how effective the pose to pose method is, the brilliant Disney art director-designer
Ken Anderson told me that when he was making layout drawings of characters for animators
working on Snow White and the Seven Dwarfs, he drew lots and lots of key poses of Grumpy
for each shot. Ken's drawings were then given to one of the Grumpy animators. Ken found out
later that the guy just put charts on the drawings, handed them to his assistants and went off
to lunch, and took the credit, for what in effect, was Ken’s fine animation.

ADVANTAGER - | D{SADVANTAGES
— WE GET CLARITY, — BUT- AND [TS A BIG BUT:
e "The TOINT OF The SCENE |8 NiCBE WE MISS The FLOW.
 2ud CLEAR . — The ACTICN CAN BE A BIT CHOPPY
—— TS STRUCTURED, CALCULATED, LOGICAL. | A BIT UNNATURAL -
—— WE CAN GETNICE DRAWINGS 24 —— AND IF WE CORRECT THAT EVA:&D:NG
CHEARLY READABLE POS ITICKS. ﬁ;‘ Lg;’uogg ggm%m ,&cggu ;55 (T
— TS INORDER~ "The RIGHT THINGS / LY The OTHER WAY
HAPPEN AT The RIGHT TIME 2xd IN dub BE RUBBERY 2ud SQUISHY—
the RIGHT PLACE iN The OVERALL TIME | PQUAHY UNNATURAL-
ALLOTTED . — T CAN BE TOO LITERAL - A BIT
- — The DIRECTOR LOVER US. COLD-BLCOPEP. NO SURPRISES
B IT8 EARY 100 ASSUST: —— WHERES e W@@c‘f’ -
TS A QUICK WAY TO WORK »ud
| FREES US UP TO PO MOBE SCENES . |

**""‘“'"ﬂf& PRODUCER. LOVES US.

- — WE KEEP SANE, OUR HAIR ISN'T
- STANDING ON END

—— WE EABN MCRE MONEY AS WEARE |
| SEEN To BE RESPONSIBLE PEOPLE
0 CLEARLY NOT MAD ACTISTS.

PRODUCERS HAVE O DELIVER ONTIME 2ud ON

Euaaw SO BRILLIANCE IS NoT PEWARDED
MUCH AS BELIABIHITY. | SPEAK FRc ExPﬁﬁlﬁ‘ﬁﬁ

wﬁwnf@ BOTH SIDES CFfie FENCE . THEY Dew

PAY S FORWAGK! THY Y US m,!?&w&;a}f

AT =
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So it's pretty obvious the best way to work is going to be:
.

{ - I AT AT IR s - i g % g ' .
3. @t COMRINATION ©F STRAIGHT AHEAD aud POSE 10> POS @
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First we plan out what we’re going to do in small thumbnail sketches. (It's also a good idea to
have done this with the other two methods.)

Then we make the big drawings - the storytelling drawings, the keys. Then we put in any other
important drawings that have to be there, like anticipations or where hands or feet contact things
— the extremes. Now we have the structure, just as we had with the pose-to-pose system.

But now we use these keys and important extremes as guides for things and places we want to
aim at. After you get your overall thing — go again. Do one thing at a time. We'll work straight
ahead on top of these guideposts, improvising freely as we go along.

We'll do several straight ahead runs on different paris — taking the most important thing first.
We may have to change and revise parts of the keys and extremes as we go along, rubbing bits
off and re-drawing or replacing them,

So: we make a straight ahead run on the primary thing.

Then take a secondary thing and do a straight ahead run on that,

Then take the third thing and work straight ahead on that.

Then the fourth thing, etc.

Then add the hair or tail or drapery or flapping bits at the end.

ADVANTAGES D ISADVANTAGES
= IWORKING THIS WAY COMBINES : — NONE THAT | KNOW OF..,

The STRUCTURED PLANNING OF
WORKING FrOM POSE To POSE
W ITH The NATURAL FREE FLOW
OF The STRAIGHT AHEAD APPROACH.

—— ITE A BALANCE RETWEEN
PLANNING 2ud SPONTANETY

— TS A BALANCE BETWEEN
COLD BLOODEDNESS
wd FPASSION.
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Let's take our man going over to the blackboard again.

What do | do first?

Answer: The keys — the storytelling drawings or positions that have to be there to show what's
happening. Put it where you can see it. . . so it reads.

..............

/

What do we do next?

Answer: Any other drawings that have to be in the shot. Obviously, he has to take steps to get
over to the chalk — so we make the ‘contact’ positions on the steps where the feet are just
touching the ground.

There’s no weight on them yet ~ the heel is just contacting the ground. As with the fingers just
contacting the chalk — they haven't closed on the chalk yet.

If we act all this out, we might find he takes five steps to get to the chalk and bend down. |
notice that when | act it out, | automatically pull up my left pant leg as | bend down, then I put
my hand on my knee before my other hand contacts the chalk. | would make an extreme where
the hand just contacts the pant leg — before it pulls up the pants.

These will be our extremes. We're working rough, sketching things in lightly — although we
probably have made rather good drawings of the keys. (I haven't here, because I'm trying to
keep it simple, for clarity).
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We could act it out, timing the steps and putting numbers on the extremes or we could leave
the numbering till later. | would probably put numbers on it now and test it on the video to see
how the timing feels as his steps get shorter — and make any adjustments.

What next?

We'll break it down, lightly sketching in our passing positions or ‘breakdowns’. We won't get
fancy about it now — the fancy stuff comes later in the book. For now, we'll just make the head
and body raise up slightly on the passing positions of the steps - like it does on a normal walk.

PASSING POSITION
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We'd probably have numbers on the drawings by now, and when we test it, we've got three or
four positions for every second - so it's easy to see what our timing is. And to make any adjust-
ments. And if the director wants to see how we're doing - it looks almost animated.

Now we'll make straight ahead runs on the different parts — using our extremes and breakdown
positions as a guide - and altering them, or parts of them, if we need to as we go along. Take
one thing at a time and animate it straight ahead.

SEPARATE RUN ON HEAD
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Maybe he's mumbling to himself, or maybe he's talking ~ maybe his head just wobbles around
with self love. Whatever it is, we'll treat it as a separate straight-ahead run, working on top of
what we already have.

We'll make another straight-ahead run on the arms and hands. Maybe they’ll swing freely in a
figure eight or a pendulum movement; or maybe they hardly move before he reaches for the
chalk. Maybe he pulls up his pants as he moves along - or scratches or snaps his fingers nerv-
ously, or cracks his knuckles. When we arrive at our key, we might rub out the arm and alter it
to suit our arm action. Or delay his head. Or raise it early to look at the board.

We can do lots of interesting things with the legs and feet, but for now we just want them to
function smoothly. (I'm avoiding the problem of weight at this stage because the up and down
on the head and body that we have at the moment will be adequate for now, and the figure
won't just float along.)

When he writes on the board, we'll treat that as a separate run. If he has long hair or a pony
tail, we'll do that as a separate straight-ahead run. His clothes could be a separate run, baggy
pant legs following along. If he'd grown a tail, that would be the last thing we'd put on.
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I've shown these things in different colours to be as clear as possible. In my own work | some-
times use different coloured pencils for the separate runs — then puli it all together in black at
the end. | was delighted to find that the great Bill Tytla often used colours for the separate bits,
then pulled them all together afterwards.

To recap:
Having made the keys, put in the extremes, then put in the breakdowns or passing positions.
Now that we've got our main thing — we go again, taking one thing at a time.

First, the most important thing.

Then, the secondary thing.

Then, the third thing.

Then, the fourth thing etc.

Then, add any flapping bits, drapery, hair, fat, breasts, tails etc.

The general principle is:

After you've got your first overall thing -~ go again. Do one thing at a time (testing as you go
along). Then pull it all together and polish it up. Make clear charts for the assistant to follow
up or do it all yourself.

it's like this:
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Of course, you can work any way you want. There are no rules — only methods. You might feel
like ignoring all of this and just work straight ahead or work from pose-to-pose, or start one
way and switch to the other — why not?

What's to stop us re-inventing the wheel? Lots of people are busy doing it. But on the other
hand, why bother?

This method of going at it was developed through concentrated trial and error by geniuses and
it's a wonderful basis on which to operate. Having used just about every approach going -
including no system — I've found this is the best working method by far. Get it in your blood-
stream and it frees you to express yourself. Use this technique to get past the technique!

Milt Kahl worked this way. Near the end of his life I told him, ‘Now that 1've been working the
same way, | really do think that — apart from your talent, brain and skill ~ fifty per cent of the
excellence in your work comes from your working method: the way you think about it, and the
way you go about it.’

‘Well . . .” he said thoughtfully, ‘you're right. Hey, you've gotten smart!’ Milt often told me that
by the time he’d plotted everything out this way, he'd pretty much animated the scene — even
including the lip sync. Then he'd finish putting numbers on the drawings, add bits and make
little clinical charts for the assistant - easing things in and out. He complained he never really
got to animate because when he'd finished plotting out all the important stuff - it was ani-
mated. He'd already done it.

| rest my case.

L e e e

( TESTING, TESTING, TESTING.. )

g T

| always use the video to test my stuff at each stage — even the first scribbles ~ time them and
test them. In the 1970s and 80s, Art Babbitft used to get mad at me for it = ‘Goddamit, you're
using that video as a crutch!’ 'Yes,’ I'd say, ‘but Is it not true that Disney first instituted pencil
tests and that's what changed and developed animation? And don't you always say that pencil
tests are our rehearsals?’

Assenting grunt.

‘And what'’s the difference between rushing a test in to the cameraman at the end of the day
when he’s trying to get home, and if he does stay to shoot it, hang around the next day till
the lab delivers the print and mid-morning interrupt the editor, who's busy cutting in the
main shots, and then finally see your test - when we can use today's video and get a test in
ten minutes?”

Art would turn away, ‘|l am not a Luddite.” (Machine wreckers protesting the Industrial
Revolution.)
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Whenever Ken Harris had to animate a walk, he would sketch out a quick walk cycle test and
we'd shoot it, pop the negative in a bucket of developer, pull out the wet negative (black film
with white lines on it), make a loop and run it on the moviola.

‘I've done hundreds of walks,” Ken would say, ‘all kinds of walks, but I still want to get a test
of my basic thing before I start to build on it.’

Bill Tytla said, ‘If you do a piece of animation and run over it enough times, you must see what's
wrong with it.'

| actually think the video and computer have saved animation!

Certainly the success of Who Framed Roger Rabbit contributed substantially to the renaissance
of animation, and having the video to test everything as we went along was crucial to us. We
had a lot of talented but inexperienced young people, and with a handful of lead animators we
were able to say, ‘Take that drawing out, change that one, and put more drawings in here’ etc.
This enabled us to keep improving everything as we raced along, so we were able to collec-
tively hit the target.

Milt always said he would never bother to look at his tests. ‘Hell, | know what it looks like -
did it!" He would wait to see several of his shots cut together in a sequence but only to see ‘how
it's getting over'.

But that was his way. | have never reached that stage and probably never will. | test everything
as | go along and it really helps. We're building these performances, so why not test our
foundations and structure and decorations as we proceed? And since it reveals our mistakes -
mistakes are very important since we do learn from our mistakes - we make our corrections and
improvements as we build.

Of course, at this stage | wouldn't have a problem routining my way through a job without
testing — but why?

The video or computer is there, so let’s use it.
An interesting thing I've noticed is that when animators get older their perception of time slows

up. They move slower and animate things slower. The young guys zip stuff around. So, the
video is a useful corrective to us old bastards. And young ones when it's too fast.
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Before we dive into walks and all the articulation stuff, there are some other important camera
technigues we should know about.

C:f?fae, >( :‘SHEETD

On the next page is a ‘classic’ exposure sheet called the X-sheet or dope sheet ~ the first sight
of which is guaranteed to put any beginner or artist off the whole business. When | was a kid
and first saw one of these | thought, ‘Oh no, | don't want to be an animator anymore. I'll just
make the designs for other people to move around.’

Actually, it's awfully simple when you make friends with it.

It's just a simple and efficient form where animators write down the action and dialogue (or
music beats) for a scene or shot — plus the information for shooting.

Each horizontal line represents a frame of film.

b

C> ONE FRAME

i3

The columns 1 to 5 show five cel levels of animation we can use if we need them. (Usually you

need just one or two.) /,-—m—h‘v/\ .
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we'll plan out the action using the action column.

Ken Harris always said, ‘Come on, now, you can
have fun doing the drawings later, but do the
important part first — time it all out.’

So we'd use a metronome or a stopwatch and I'd
act it out several times, and we'd mark down on
the sheet where things would happen.

Let’s take our man walking over to pick up the
chalk: |

We've got him taking five steps to reach the chalk.

When | act it out, the first two steps are leisurely -
16 frames long (2/3 of a second).

Then during step 3 he sees the chalk, and this step
is slightly quicker - 14 frames.

His fourth step is quickest ~ 12 frames.

On step 5 he slows up slightly - 14 frames and
he's already started bending down, which
takes over 2 feet till his hand contacts the chalk.

i've got him tucking up his pant leg above the
knee as he goes down - which takes 8 or 10
frames.

Of course, we can change all this as we work, but
this becomes our guide and the points to aim for
as we go along.

Now we can put the numbers of these drawings on
the page as i've done here.

incidentally, although numbers 1 and 96 are keys

and we've circled them, we don't circle the num-
bers on the X-sheet.
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The five available ‘cel’ levels on this X-sheet are there so we can treat each character or element
separately.

Why have different levels — why not draw everything on one level?

Answer: You can, but what do you do if you want to change the timing on one or two parts of
the action and leave the other bits as they are? However, it's a good idea to try to keep to just
one or two levels for simplicity.

If we wish to use all five levels, start with the main action on level 1. Say a man walks in from
one side of the screen and a cat walks in from the other. We animate our main action man on
level 1, and the cat on level 2, adding a ‘C' after the cat numbers: 1-C, 2-C, 3-C etc., so as not
to confuse it with the man drawing. The man drawings, or main action, don't need an iden-
tifying letter.

If a woman passes in front of them, we'd put her on level 3, adding a ‘W' behind her nhumbers.
If a truck was to stop in front of them, we’d use level 4 for the truck and add a ‘T’ to the
truck drawings.
If it's raining, we'd put the rain drawings on level 5, adding an ‘R’ after the numbers.

The X-sheet would look something like this:

Td E 5 -t - bh Ao s 4 T Am !
ey N TRUCK Wobdy CAT  MAN
1 '.‘"ﬁD-H CAMERA INSTRUCTIONS

R

This system obviously enables the cameraman to stack his levels correctly ~ working from the
bottom up - and take a frame of film with all the numbers across matching the dial number on
his camera.

But there is one very important thing here:

_,.. R e o T e b e T, el B

([ ARE YOU A ML’ME"ER Oi—« K [ S S ‘?)

e

Keep It Simple, Stupid!

Use simple numerical sequences! Animation is complicated enough without making it any
worse.
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My years in England taught me that the English just love complexity. A very brilliant friend,
who is a top Oxford mathematician, called me up and said, '"We're about to penetrate your prin-
cipality." | said, 'You mean you're coming to visit?’ ‘Indeed.’ "Wow,’ | said. 'You just used nine
syllables to say what a North American would say in two! Vi-sit!’

We sure used to pen-e-trate-our-prin-ci-pal-it-y with our exposure sheets until Ken Harris
joined the team.

They looked Snmetﬁing like this:
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Can you imagine trying to make any changes or improvements when you're weighed down
with numbers like this? It would be like re-numbering the Encyclopaedia Britannica.

Not only were our numbers complicated, but our action went from two frames to three frames
then to four frames, bumping along then back to two frames etc., giving a jerky stop-start result
to the movements.,

When we had just one level of action - say it's a tiger ~ everyone would call the drawings T1-
1 and T1-2 and T1-3 etc. One day | asked, ‘Why are we doing this?’ The answer from the head
of the department came, 'So we know it's a tiger." 'But we can see it's a tiger! Why not number
it simply 1 and 2 and 3?' Answer: ‘That will just confuse the painting department.’

And it's not just the English who can overcomplicate! | once saw the working sheets of an
established American animator who's written two books on the subject, and his numbers
fooked like this:
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(_CAME THE DA ... )

And then the first real live master animator arrived to work with us. On his first J_I
day Ken Harris lightly pencilled in simple numbers going down the page on ‘ > f—
‘twos’, that is, two exposures per drawing. That was the first time | ever saw 2
anyone go down the page on twos! f_
>
Ken usually planned his action on twos: twelve drawings per second, shooting =
each drawing for two exposures, instead of working on ‘ones’, one exposure -
for each drawing, which is twenty-four drawings per second — twice the amount 2
of work. 9 [
1)
Ken was from Warner Bros — used to tight budgets; the animators had to L]
produce an average of 30 feet (20 seconds) a week or be fired. —t—d 2
! [
Since most normal actions work well on twos, Warner animators tried to [
avoid putting actions on ones. TE 15
G —Ia |
When he needed to go onto ones for fast actions (runs w = e
etc.), he'd just number it in on ones. i.e. T = T
2 K
x; z
7 21
%.9 | 2%
Then he'd go back on to twos . ; — -z
O =
‘Ok, Ken, but what do you do when T T -""'%"'“ L
you've worked it out on twos, but =7 Y 2l '
you find you want to add in ones to ol —FE 27
smooth it out more?’ [:_[J> —1 58— —I 7z 25
§had S 2 27
Answer: Add ‘A’ drawings. e —TEE T Z0
-“%%ﬁ“ i —=
Great, so now all this TXL-1 and PP-2 i;ﬂs — 5 — =T
3/4 stuff goes out the windamf. We're __ﬁ;%ﬁ__ e —Tr
not weighed down with meaningless B — —— =
technology. It becomes simpler to - e —12E
work and easy to make changes and 7
improvements and we start getting = e _
better. ?d‘f
But there is an even better and simpler system! | :r}
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: 9
Milt Kahl called it his system, but | suspect that the good guys at | ¥
Disney all discovered it around the same time - it's so logical.
Just use the camera dial numbers for the drawings. Go down the —
page on twos but use odd numbers.
Then if we do need to smooth something out or we need very fast S ;; ;" 2%
action, we just add in the ones. =
2
37
Milt told me, ‘Whenever | see my drawings with odd numbers a8
on them, | know I'm on twos and when | see even numbers, | know %?
I'm on ones.’ %
34
35
| asked, ‘What do you do when you want to get into a hold - just E.?
indicate you're holding that drawing with a line? And when you come 22 -
back in do you start again on the dial number?’ : rw
/\ 13
Answer: ‘Yes. Come back in on the dial number.’ =
&7
Not only does this make it easy for shooting, but it's T
easier when you do need several levels of action. \
We've now got the same dial numbers horizontally
across the frame of film.
5 | 4 3 2 1 CAMERA
e e e B S S ,
Bl DL - C & NUMBEZ ]
\ | | 2 —
= = | 2 | Z |z : 63
Aee C | A \ 4 o
5 ) | - ! ) 5 &7
| 16 6 %
7 7 7l T : 71
| g | 3
: : 15
So, just go down the page with odd numbers - on twos - o
and drop in ones when you need them. -
it's simpler and frees you to concentrate on the work. :;'
Boy, did my output and quality improve! ﬁt;_
There are a couple of other things to mention before we start in ‘z:
on the great argument of ones versus twos. - f"
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There's a very important thing | learned from Ken Harris. | know it

sounds crazy — but if you have a series of B drawings — don’t put
the B in front of the number. i.e.

-8
1
I
-
=3

Put the B after the number. i.e.

We want to think as simply as we can. Ken said, 'Look, you don’t call me Mister Ken. Put the
letter behind so all you think of is the numbers.’ Put any formality or whatever behind. 1t may
seem mad but it helps you do more work. Try it. All we're really doing is thinking of series of
numbers from 1 to 10. Anything to keep it simple. Nobody could figure out how this sick old
man could produce so much work — and of such high quality. He just kept everything as simple

as could be.

Two more things:

The only time you should circle a drawing on the X-sheet is when
a cycle of action re-starts — when we're repeating the same set of
drawings. We circle drawing (1) to alert the cameraman that it's
out of sequence with the normal dial numbers.

Then we circle the drawing in the correct dial number when we
come back to a normal sequence.

My rule is: The only time you ever put a letter
in front of a number is when you have an overlay cel
(of something in front of the characters).

Then you put O-1 (for the overlay cel) or for a held cel
(somebody’s stationary feet, for example) and call it H-1.

TABLE  HELD
OVECLRY Frer ACTION

3

O~

i
i
:
:

1 BG |

/

o

%

T+

f Ty

BG

b

3
F

h%

i

1
"

[=

&f;i“\ gl il g&r’ﬁﬁ.\‘g\ Ly 3%. SNANIES B

LL

-
N

ORI

N

e
4 -ki‘:u,

4
b

‘-r"- b

i
x

by

.1
!-.vlﬁ‘-*.,i

fnd

A

Ry

1

)

N

el

77

UIR

C AMERA,
D
As LM Ig Eﬁ



((The GREAT ONES ad THOS EATTLE )
Some people always complicate the numbering by calling ones and twos, ‘singles’ and ‘dou-

bles’. In fact ‘singles’ is from a 1940s term for inbetweening when the animator did drawings
1 and 3 and 5, made an evenly-spaced chart and said to the assistant, ‘I've left you singles.’

/ 3 &
L1
i.e. single in betweens
But when to use ones and when to use twos?
The rule of thumb is — use twos for normal actions and ones for very fast actions. For instance,
runs always have to be on ones - normal ‘acting’ on twos.

Walks can function nicely on twos, but they're going to look better on ones.

Obviously, life is on ones (or whatever speed we -film it on), but twos work well for most
actions and, of course, it's half as much work as doing it on ones. And half as expensive!
Working on ones is twice as much work and expense all the way down the production line.

Apparently, in the early 1930s as Disney’s animators got better and better, costs were sky-
rocketing, and since twos work for most things, they tried to stay on twos whenever they
could.

A lot of great animators even say that twos are really better than ones, that ones lead to a
mushy result, that broad, fast actions on twos *sparkle’ and adding ones diminishes that
vitality. Well, yes, this is true if the ones are just dumb, mechanical inbetweens.

My experience is different. I've found that if you pian for ones, the result is usually superior to
twos.

1 feel that twos are an economic answer to an artistic question. With twos being half the
work, everybody gets to go home on time, and why would / make a case for ones? Hell, | was
a studio owner.

When | was re-learning all this stuff, | would wait till my animation nn: ones was traced and __
~painted, then I'd shoot it on ones as planned and then I'd take out every other cel and shoot the
- rest on twos to see if it ‘sparkled’ and was better.

In all but one case, ones worked better. The time the twos worked better was when | had an old
lady pulling out a doctor’s stethoscope from her pocket. The ones produced a very smooth
movement.
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It worked just fine, but then | removed every other painted inbetween and shot it on twos. It
was better on twos! | cannot figure out why ~ it just was better.

So they're partly right, 1 guess. But | became addicted to using ones whenever | could - ones
seem to make for compulsive viewing and that's what we're after.

Art Babbitt used to nag at me for using ones. ‘That's too realistic — one of the things about ani-
mation is that it's nof like life!" But | would often add ones to Art's work when he wasn't look-
ing and it came out better — and he liked it better.

Computer animators have everything on ones — with perfect inbetweens - and it hasn't dimin-
ished the appeal of their work ~ rather the reverse. And twos tire the eye after a few minutes.
| feel that ones are twice as much work, but the result is three times as good. Compulsive view-
ing, easy to watch.

| think my co-animator Neil Boyle said it best :

‘Twos wortk — ones fly.'

And Ken Harris, who spent most of his life working on twos, would say to me when I'd be
putting ones into his stuff, ‘Oh, it's always better on ones.’

There's one thing that always makes me crazy. When you have a character animated on twos
and the camera is panning with it on ones you get stroboscopic jitter. Either pan with it on twos
(not great) or add in single inbetweens so it doesn’t strobe!

Some of the really good guys do this. It's a mystery to me. Why don't they add single
inbetweens so it doesn’t strobe?

Maybe its because a lot of things don't show up on the pencil test. it's when it's coloured
in that we see the bumps.

@Mcmro Nf)

It's a combination of twos and ones. Not only but also.

Normal actions on twos — which is the bulk of our work anyway.
Fast or very smooth actions on ones.

Normal spacing on twos. Far apart spacing on ones.
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An endless debate has gone on among classical animators about whether to register the draw-
ings on top pegs or bottom pegs. At present, bottom pegs seem to have won out; most people
seem to be animating using the bottom pegs to hold their drawings.
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Frank Thomas has said, ‘Getting off the top pegs and working on bottom pegs has actually
advanced the art of animation because you can ro// the drawings as 'yﬂu work and see what's
happening ~ whether the creature is doing what you want.” And that's had a tremendous
influence. (Disney animators all work on bottom pegs.)

Alternatively, Ken Harris spent his life on top pegs and would flip his drawings and see what's
happening — whether the creature is doing what he wants. (Warner animators all worked top

pegs).

Ken would sometimes go red in the face and explode, ‘You know who started that whole
bottom pegs business? A goddam lazy cameraman who didn't want to be bothered reaching
all the way under the glass pressure plate to place the cels at the top! He's the bum who
started bottom pegs!’
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It comes down to something like this:

If you only have four fingers you can still roll
— four sheets at once, plus the bottom drawing
— giving us five images.

Ken would stretch an elastic band around his
pegs to make flipping easier as he drew — with-
out having to take the drawings off the pegs.

When Ken had calmed down, he used this example:

SAY | WAS OFFERING YOU A CIGAR, £ROM A CIGAR BOX —
WOULD YOU LIKE ME T8 PRESENT IT 1D YU

Like THISS O~ LiKke THIST
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0
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And what's going to make it easiest to draw?

e

HIKE THIST

Add to this the fact that most of the discs that animators use are made of heavy metal with inset
panning bars with screws to tighten and release them for sliding pans. it's pretty awkward with
all these points sticking up and we unconsciously have to dodge the pegs as we draw.
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OUCH | CUCH! oucH!

The engineer who made most of the equipment for my English studio arranged the panning
bars differently every time. | had to fire a guy once, and his close friend — who was very talent-
ed — quit with him. To get even with me they ordered a special disc (on the firm) made with
three panning bars for different field sizes, top and bottom - six in all! By the time you added
in the screws it looked like this:
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But how often do you really use the panning bars? Not too often, in my experience.

One day about fifteen years ago I found layout artist and designer, Roy Naisbitt, working on a
big piece of white plastic Perspex (Plexiglass) with a peg bar just taped on to it.

What a solution!

You tape the pegs on wherever you want, top or bottom.
Also, 1 keep a heavy metal disc with panning bars beside the desk for when | very occasionally
need it for a mechanical pan.

This also allows you to tape on taller pegs to carry more drawings if you're on top pegs. The
shorter peg bars are OK for bottom pegs, but the drawings keep falling all over the floor. Again,
an elastic band helps.

I'm delighted to see that Roy's solution has spread through the industry, as I've seen several
animators walking around in Hollywood with Perspex discs and a taped-on peg bar tucked
under their arms.

It works just fine. | animated the first close-up on Who Framed Roger Rabbit in a Welsh hotel
room with a Perspex disc on my knee — and top pegs!

| work both ways. Again, it's not only but also. Top pegs is great for drawing and bottom pegs
is great for rolling. Take your pick.

Obviously, computer animators are free from all this tactile nonsense — but I'm sure you have
_equivalent stuff to cope with. Having started out as a drawing animator, Jim Richardson, now
a computer animator, told me that when he first switched over to the computer, he found it was
like ‘animating with a microwave'.
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‘Here's more nuts and bolts from the garage - but very interesting ones, and it really helps to
know them.

‘Ken Harris showed me this one:

Say we've got a telephone pole moving up quickly in perspective. Where do we put our middle
_position?

You'd put it in about here, right?
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Wrong. Even after fifteen years’ experience | got it wrong. And nearly every professional I've

asked since has gotten it wrong.

Here's where the middle position is:
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Rule in the lines like this and the cross point tells us it's here. At least technically. And just keep

doing it:

This works well for fast moves. However, for more normal moves it's best to cheat it - split the
difference - and come back about half way to where our first guess was. Do that throughout

and you'll get a better result.

FIRST RleHT
GUESS 'IZFEE;?M
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WE ALL KNOW FIOM EXPERIENCE
HOW THIS MIPPLE
COSITION WORKS -

o
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e SAME THING
APPLIESTD A FRONT
VIEW OF SOMERODY
OE SOMETHING
COMING UP AT S -
| FASRT:

SAY A DISC
IS SPINNING 4P
TOWARDS US —

s i -

ANP T PO WiH The SAME SORT OF THING -

TAKE 4 POSITIONS CF A RALL REVYOLVING NOW ARD N The MIDDLE FESITIONS g SEiE

AROUND A CENTRAL ROINT - HOW CLOSE THEY ARE O The CUTS (DE CF The ARC.,

ADD IN e NEXT MID POSITIONS 2ud The FURTHEST The PO INT IS THAT The. SPACING OF The
CNES WILL ALMOST COVEER UP The OUTSIDE BALLS. INBETWEENS Wl4 CLUSTER AT The EDGES

OF e SWING AECUND

WE CAN INCREASE The PERSPECTINE BUr
(T STl CLUSTEES AT The £DGES CF Tlhe ARC ARCUND
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So when we're going to turn a head, it's going to be the same kind of thing:
A To E
ALT BABBITT /A N

SHOWED 13 )
THIS ~ /

IF WE JUST INBETWEEN [T~

(T WILL LOCK LIKE The FEATURES 7o)
SLIDE AROUND The HEAD WHILE @
{ie HEAD REMAINS SmaTic - X

S0 WE DISPLACE THE
MIPDLE POSITION TO MAKE
1T CONVINCING —

| - PULLED APART
ALSO WETEND TO FOR. CLARITY )
LOWER QUL HEAD
OMN A TURN.

incidentally ~ on a head turn, Ken Harris showed me this:
ANER
O G

Do it yourself or have somebody else hold up two fingers. Look first at one, relax, then turn the
head round to look at the other finger. During the head turn, something interesting will hap-
pen. The person will blink. The eye, switching focus from one side to the other, will blink en
route. (Unless they're frightened ~ then the eyes will stay open.)

o WELL. PROBAELY
ZLINK DURING The TURN ~
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A MALLET HITE A NAIL
| WHICH BENDS -

AND WE WANT ONE INBETWEEN
RIGHT IN THE MIDDLE. ——

! | | T e

OUR. HELPER, WHO IS
PLUGGED INTO A CD,
PHONE OR WHATEVER,

POES PRECISELY

WHATS REQUESTED ANP ~.
- PUTS IT RIGHT - o
IN -THE MIDDLE ... I
\ T ‘\ o
“WELL, | FOLLOWED | i

YOUR, QAT "

7
LATER THE SAME
PLUGGED-IN PERSON AND PUTE 1T OBIOUSLY
PUTS IN A DROP OF RIGHT IN THE Eﬁfﬂiﬁé
WATER. BETWEEN ean B PLACE ONTHE
THESE TWO POSITIONE. CONTACT.

! T GOT-10 USE

L—j_ - fsﬁ%&/é | %{ Z ey

1T GOES ON AND ON:
(O O O
o RUBBER OF COUCSE
BALL FALLING -~ Q O SHouLD BE..
-+ (O O
2 2
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FACED WITH
4 BREAKDOWN -#/
UALE WAY BETWEEN - e

OFTEN WHEN f \E
~{ ®

“WELL., | PUTIT
FleHT rrfmef’WDDLE
HIKE YOu SAID -

THIS (S RIDICULOUS BUTThe.
EQUIVALENT OFTEN HAPPENS
WITH QOMPLEX IN BETWEENS -

Every drawing is important. We can't just have brainless drawings joining things up. In one
sense there are no inbetweens - all the drawings are on the screen for the same amount of time.

AND, (GNORING OUR-
TELEPHONE POLE PRINCIPLE ...
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RIGHT | MIDDLE ...
N e TERMS OF MASSES !
WHEN A GOLF CLUB Pt
HITS A HARD GOLF BALL— f’fﬂ o
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BuUr (r wouLp,

AT The MOMENT &0 BACK TO TS
OF [MFPACT WE MIGHT OWN SHAPE WITHIN
DISTEND The SHAPE VERY FEW FRAMES .
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Ideally the inbetweener should understand and be able to complete eccentric actions.

.z JUET A
STRAIGHT

AND NOT LIKETHIS BUT [IKE THIS -
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Most actions follow arcs. Generally, an action is in an arc. Most of the time the path of action
is either in a wavelike arc or in a sort of figure 8:
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JE T ISNT I The AR OF, PATH OF ACTION ~The ANIMATION WILL NOT FLOW.
é?@r T {:FO W iTH Tlte FL@W{ USING AECS (HNL«EEE A STRAGHT (S E@Jr’r’aﬁﬁb)

The stuff on these pages looks awfully simple set out like this — ‘Oh, | knew that.” But as soon
as we get into sophisticated images and actions this all tends to go out the window.

| recently heard about a Hollywood assistant, a talented draftsman who was working on real-
istic horses (about the hardest thing there is to animate). He drew the stuff beautifully, but he
just couldn’t get the hang of keeping things in the right arcs. His directing animator, James
Baxter, finally suggested he take a blue pencil and just trace the horse's eye positions sepa-
rately and look what was happening to the flow. Clink! The penny dropped.
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So we're back to the old bouncing ball again.

These basic things are so important. Most animators would say scornfully — ‘Oh sure, the
bouncing ball - everyone knows that.” But do they?

TAKE A HEAVY BILLIARD QO B | MEAN, YOu COULDN T Q O

BALL - 1T WILL- SPEED HAVE A HEAYY BILLIARD
UP AS IT DROPS = WONT 7€ ) BALL SLOWING UP AS

Q IT FALLS, CouLb YOU= QO

O A (O

Bur THIS IS EXACTLY
WHATS INA PERENNIALLY
FUBILISHED INSTR UCTION

BooK FOR. ANIMATORS.

AGAN, (1S AL IN The TAING gud IN-The SPACING!

CG‘ ETTING MORE MOVEMENT WITHIN The MASS‘D

Now we can start getting more sophisticated. We're going to keep finding ways to get move-
ment within movement, action within action - getting more ‘change’, more bang for the buck.
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Ken Harris showed me how to exaggerate a hit. :
Say a creature shoots through the air to hit a cliff:

We'd need about five drawings — even spacing on the head - to get him over to the cliff.
The figures overlap slightly to help carry the eye — on ones, of course, because it's a

fast action. No inbetween between 5 and 6. |

To get more impact, more power to the hit, add in another drawing where he just touches
the cliff, just contacting it before he's flattened on the following frame. This will give more
‘change’ - action within action.

Now to give it yet more impact, we take out drawing number 5, throw it away,
and stretch out the drawing that's touching the cliff. It becomes our new number 5.
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Now our action kind of leaps a one frame gap. We won't see it, but we’ll feel it and it will ?‘::_:_;

give a much stronger impact to the hit. '

There's an interesting thing here which takes us right back again to the bouncing ball.

In 1970 | showed Ken an early edition of Preston Blair's animation book when | was question-
ing whether we need that amount of squashing and stretching of things. (You can gather by
now that I'm not too keen on ‘rubber duck’ stretching around - although twenty-five years later
that was what was required on Who Framed Roger Rabbit, a cartoon of a cartoon.) | noticed
that Ken, though famous as a broad action animator, used squash and stretch rather sparingly.
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| had the page open on the bouncing ball. It was like this — which certainly works OK.

j' l '| “ P fﬂ _
“/J . ?/‘ Y. e\ ;f)

A7 : ) et i
ﬁ Hh\ I:; 5 / g™ (““\1 i‘: | ‘5 S N _f_/
( 5 \ J'.?-—/}m_i‘_;-_f-
- / 7 ) 7+

Ken said, ‘Yeah, sure, but wait a minute - never mind that. We can make this much better. We
need to have a contact in here before the squash.’

CONTACT

‘Put in a contact where the ball just touches the ground and then it squashes. That'll give it
more life." (Move the preceding drawing back a bit to accommodate it.)

‘And do we do the same when it takes off again?’ Answer: ‘Not in this case — just when it
contacts. You get the “change”, then it's off again.’

The animation grapevine flows like lightning: ‘Did you know Ken Harris in London has correct-
ed Preston Blair's bouncing ball?’ Preston’s next edition came out like this:

Perfect.
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This is not done to show disrespect for a skilled animator like Preston, who was the first
classical animator to make real animation knowledge accessible, or to put him down in any
way. Ken was just showing an important device to get more action within the movement.

Ken continued, showing the same idea with a frog.

‘Have him contact the ground before he squashes down. Then keep his feet contacting the
ground as he takes off. That'll give more change to the action.’

Next, a jumping figure.

‘Have at least one foot contacting the ground before the squash down, then leave at least one
leg still contacting the ground as he takes off again.’

This is great because we're getting more ‘change’ - more contrast - straight lines playing
against curves. We're doing it with bones as well as round masses. We can use straight lines
and still get a limber result. More on this later. We don't have to be stuck with rubbery shapes
to get smooth movement. This will also free us from having to draw in a prescribed cartoony
style because it ‘suits animation’ and is ‘animatable’.

I'm using crude drawings here because | want everything to be crystal clear. | just want to show
the structure and not get lost in an overlay of attractive detail.
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In the 1930s, when animators started studying live action film frame by frame, they were star-
tled by the amount of transparent blurs in the live images. In order to make their movements

more convincing, they started using stretched inbetweens. Ken used to call them ‘long-headed
inbetweens’.

For a zip turn — on ones — although it also works for two frames:

- BY DISTENDING
Tl HAND ON A FAST
MOVEMENT
WeE CAN CREATE
AN OVERLAP,
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Let's take these drawings of pounding a door. Shoot the inbetween (2) on Z.. =
ones. This is one of the very few cases where you can shoot the sequence in > T
reverse. It will work on ones — or with just the inbetween on ones and the ! —
extremes — (1) and (3), on twos. é—— 5
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In the late 1930s when tracing and painting the drawings on to cels was all done by hand, many
painters became very adept at ‘dry brushing’ the desired transparent live action blur effect.
Animators indicated the blur on their pencil drawings and the ‘dry brushers’ would cleverly
blend the colours together to simulate the transparency in the blur.

After the 1941 animators’' strike and World War li, budgets shrank and so did the use of skilled
packup painters. But a lot of animators just kept on indicating blurs and it became a cartoon
convention to just trace this in heavy black lines -~ ignoring the fact that the dry brush artists
were long gone,

With characters just vanishing from the screen, Ken told me:
“We'd have this witch up in the air laughing and then she's gone. Instead of making a blur we
just used to leave hairpins where she was.’
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“We learned that from the Disney guys in a fish picture. They'd have these little fish swim-
ming around and something would scare them and they were gone — that's all — with just a
few bubbles for the path they took.’
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In the early days, speed lines were a hangover from old newspaper strips:

Then they were used in animation to help carry your eye, But they're still around now when we
don’t really need them. You don’t even need to show the arrow entering. We have nothing and
then it's just there — maybe with the tail vibrating.

N\
N JUST SHOW
N T H I N & f_% ,D}f The RESULT
/
e
We DONT Neeb | SPARKS

ETHER. IF tThe ANIMATION
HAS POWER WE WONT NEED
LITTHE BLACK LINES AIBOUND

' \ ITTO GIVE 1T STRENGTH .

el 3 TR T

However, | find the elongated or 'long-headed’ inbetween is very useful — not just for a zippy
cartoon effect, but also for use in realistic fast actions:
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Again, we're returning to the original purpose - emulating the transparency of broad, live
action blur movements. It's especially suitable with ‘soft edge’ loose drawings — where the out-
lines aren't sharp and enclosed like colouring book drawings.

Doing too much action in too short a space of time, i.e. too great arm and leg swings in a run. The
remedy: go twice as slow. Add in drawings to slow it down - take out drawings to speed it up.

Ken Harris told me that when Ben Washam was starting out at Warner's, he became famous in
the industry for 'Benny's Twelve Frame Yawn'. Ben drew well and made twelve elaborate draw-
ings of someone going through the broad positions of a yawn — an action something like this:

Then he shot it on ones. Zip! It flashed through in half a second!
So then he shot it on twos. ZZZip! It went through in one second!

So then he inbetweened it (twenty-four drawings now) and shot it on twos. 2ZZ777! It went
through in two seconds — almost right.

Then Ken showed him how to add some cushioning drawings at the beginning and end - and
bingo, Ben’s on his way to being a fine animator.
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Some animators want fo save themselves a lot of the work so they draw very rough. ('Ruff’ -
they don't even want to spend the time spelling ‘rough’. Too many letters in it to waste our
valuable time . . . ) And they leave lots and lots of work for the assistants.

“wve never understood why some people in animation are so desperate to save work. If you want
to save work, what on earth are you doing in animation? It's nothing but work!
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In the early days at The Disney Studio, when animation was being transformed from its crude
beginnings into a sophisticated art form, they used to say, take at least a day to think about
what you're going to do - then do it.

One old animator, writing about the subject forty years later, advises that we should spend days
thinking about it. He's read up on Freud and Jung and the unconscious mind and he writes
seductively about how you should ruminate until the last minute and then explode into a
frenzy of flowing creativity.

He told me that in a week’'s work he’d spend Monday, Tuesday, Wednesday and Thursday
thinking about it and planning it in his mind. Then on Friday he'd do it. The only problem is that
it then takes three weeks for somebody else to make sense of it.

| knew this guy pretty well — and he made it sound so creatively attractive that, though |
felt it was artistic-b.s., | thought | better try it out. | managed to ruminate, stewing and mari-
nating my juices for about a day and a half and then couldn’t stand it any more. I exploded into
creative frenzy for a day, drawing into the night like a maniac. The result was pretty interesting,
but it really did take three weeks to straighten it all out afterwards. And | don't think it was any
better than if | had worked normally ~ maybe just a bit different.

| think Milt Kahl has the correct approach: ‘I do it a lot. | think about it a lot, and 1 do it a lot.”

Ken Harris worked intensely from 7.30 am till noon, relaxed at lunch, hung around doing bits
for a while, went home to watch TV (or play tennis when he was younger) and thought about
what he was going to do the next day — then came in early, avoided social coniact and did it.

He worked carefully and thought very hard about his stuff. He said he was surprised when
he saw some of Ward Kimball's working drawings because they were exactly the same as his -
very neat ~ very carefully done - usually something on every drawing in the shot.

When | first saw Milt's work on his desk | was startled by how much work he did. His drawings
were finished, really. There was no ‘clean up' - just ‘touch up’, and completing details and
simple inbetweens or parts of them. Ditto Frank Thomas, ditto Ollie Johnston, ditto Art
Babbitt. The two exceptions to this were Cliff Nordberg, a marvellous ‘action’ animator who
worked with me for a while, and Grim Natwick. Cliff did work very roughly - so he was awful-
ly dependent on having a good assistant and it always caused him a lot of concern. And Grim
was a law unto himself.

There's an animation myth about the assistant always being able to draw better than the ani-
mator. (I never met one who did.) The myth is that the animator creates the 'acting’ and the fine
draftsperson improves the look of everything and nails it all down. Well, there aren‘t that many
fine draftspeople around and if they're good enough to nail all the details down and draw well,
they really should be animating — and probably are. (An exception to this is the assistant ‘styl-
ist" on commercials where the ‘look’ of the thing is it's ralson d'étre. There are a few excellent
ones around.)

Rough drawings have lots of seductive vitality, blurs, pressure of line, etc. But when they're
polished and tidied up you usually find there wasn't that much there to begin with.
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As we go along through this book it'll be apparent how much work we have to do to get a really
interesting result. No matter how talented - the best guys are always the ones that work the
hardest. But hang the work, it's the unique resul/t that we're after, Every time we do a scene,
we're doing something unique - something nobody else has ever done. It's a proper craft.

G{'OW MUCH DO WE |LEAVE TO The A%K&TMT?D

Milt Kahl's answer: 'l do enough to have iron clad control over the scene.’

Ken Harris's answer: ‘| draw anything which is not a simple inbetween.’

Milt again: ‘I don't leave assistants very much. How much can | get away with leaving and still
control the scene? If it's fast action, | do every drawing.’

The purpose of the assistant is to free the animator to get through more work by handling the
less important bits — but as we have seen, he/she can’t be just a brainless drawing machine.
The computer produces perfect inbetweens, but obviously has to be programmed to put in the
eccentric bits that give it the life,

Here's my tip on saving work - my rule of thumb:

/.-""

(TAKE The LONG SHORT CuT. )

The long way turns out to be shorter.
Because: something usually goes wrong with some clever rabbit's idea for a short cut and

it turns out to take even longer trying to fix everything when it goes wrong.

i've found it's quicker to just do the work, and certainly more enjoyable because we're on solid
ground and not depending on some smart guy's probably half-baked scheme.
And again, if you don't want to do lots of work, what are you doing in animation?

One of the things | Jove about animation is that you have to be specific. If a drawing is out of
place it's just wrong - clearly wrong — as opposed to *Art’ or ‘'Fine Art’ where everything these
days is amorphous and subjective.

For us, it's obvious whether our animation works or not, whether things have weight, or just
jerk about or float around wobbling amorphously.

We can't hide in all that ‘unconscious mind’ stuff. Of course, we can dress up and act like
temperamental prima donnas ~ but we can't kid anybody with the work. It's obvious whether
it's good or bad.

And there's nothing more satisfying than getting it right!
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Advice from Ken Harris:
‘A walk is the first thing to learn. Learn walks of all kinds, ‘cause walks are about the toughest
thing to do right.’

THERES A TENDENCY
To LEAN IN A WALK.

THE SLOWER IT (S,
THE MORE VOURE N
BALANCE -
AND THE FASTER ~
CATCH MORE OUT OF
EALANCE .

Walking is a process of falling over and catching yourself just in time. We try to keep from
falling over as we move forward. If we don't put our foot down, we’'ll fall flat on our face. We're
going through a series of controlied falls.

We lean forward with our upper bodies and throw out a leg just in time to catch ourselves. Step,
catch. Step, catch. Step catch.
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Normally we lift our feet off the ground just the bare minimum. That's why it's so easy for us
to stub our toes and get tipped over. Just a small crack in the pavement can tip us over.

] TN
/ USELESS(?) BUT INTERESTING SCIENTIFIC INFORMATION ON WALKS: \

| |
DID You KNOW WE PUT A MILLUON PoonDS OF WEIGHT ON QR FEET EACH DAY S

GOING CFOING

%
:
E O - E 3 -
s T T el e I . P e = e, — - " [ R
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;
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s
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1
e P =y . - .
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EACH AR MOVES IN AS WE DIF POWN WERE LESS THAN AS WE RISE UP

COORDINATION WITH fire Wi SPEED WP~ ONE CENTIMETER ARY <LOW TOWN.. OuR CALVES
OPPOSITE LEG, GNING ~ RELEASING ENERGY RO STUEBING Gl & WVL'EEE g&m ' (JRE
2ALANCE ded THRUST. GRAVITY 1$ DOING  BVERY TIME WE TAKE ey EEL £ HopsePONER: |

SCINE OF Tie WERK:  ASTEP. WALKING IS POTPNTIAL FHPRS OB A kT e FoRWD |
| Our ARMS AREAT AR . OUR CAF MUSCLE |
| THER WIDEST FONT. Wi PT QR FooT PLTS QUT PTO
AS LITTLE AS POSSIBLE, ONE HORSEPOWER |
{ r (760 WaATTS).
PCESNT HELP YOU MUCH WHEN YOURE ASKED TO ANIMATE THE WALK
% OF A SAD BUT HAPPY MAN — OR POES iT? -
- /

ALl WALKS ARE DIFFERENT

NO "TWO PEOPLE IN THE WORLP WALK THE SAME.

ACTORS TRY TO GET HOLD OF A CHARACTER
BY FIGURING OUT HOW HE/SHE/IT WALKS ~
TEY TO TELL "ME WHOLE STORY WITH THE WALK.
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Why is it that we recognize our Uncle Charlie even though we haven't seen him for ten years —
walking - back view - out of focus - far away? Because everyone's walk is as individual and

distinctive as their face. And one tiny detail will alter everything. There is a massive amount of
information in a walk and we read it instantly.

Art Babbitt taught us to look at someone walking in the street from the back view. Follow them
along and ask yourself:

- ARE THEY OLD?

- YOUNGY

— WHATE THEIR, FINANCIAL POSITION ©
— STATE OF HEALTH S
— ARE THEY STRICT?Z
— PERMISSIVES
— DEPRESRED?

- HOPEFUL-?

— SAD?

— UAPPY ?

— DRUNK S

Then run around to see the front and check.

So what do we look for?

The big eye-opener for me happened like this. (Unfortunately it's a little politically incorrect,
but it's a great example, so here goes.)

\ v
MY AT %\
‘;;.

| was in my parked car turning on the ignition, when out of my peripheral vision | semi-
consciously noticed a man’s head walking behind a wall.
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It passed through my mind that he was gay. A gay walk. Now I'm quite short-sighted — my eyes
were focused on the ignition key, and it was a busy street with lots of cars and people — and he
was about fifty yards away! Wow! How did | know that? This is crazy. All I'd seen was his out-
of-focus head moving along behind a wall for a split second!

| started to drive away, then stopped. Wait a minute - I'm supposed to be good at this. I'm sup-
posed to know these things. | have to know why! | remembered Art's advice, re-parked, jumped
out and ran a block and a half to catch up with the fellow. | walked along behind him, copying
him. Sure enough, it was an effeminate walk. Then | got it. He was walking as if on a tightrope
and gliding along.

Now how could I have registered this with out-of-focus peripheral vision at fifty yards without
even seeing his body? Simple, really. There was no up and down action on the head. Try walk-
ing on an imaginary tightrope and your head stays level. No ups and downs.

S

o N

e ﬁ.‘i ‘}:- ;ﬁh‘?l |

o 'Rl ) ﬂ S
T Y5 -\%¢ R

]
| D SEEN THIS - AND IN A
G LIDING i CONVENTIONAL-

i STEP e EODY
WEIGHTLERSLY ,, SN

i | PASSING FROSITION.

D
S

From then on the first thing | always look for is how much up and down action there is on the
head. The amount of up and down is the key!

WOMEN OFTEN TAKE SHORT STEPS IN A STRAIGHT LINE - LEGY CLOSE TOGETHER = LITTLE UP and DOWN ON The BODY

- 2 — o 5 R — ,‘E!__ﬁ ........... - s oY) = Y L & v = e B - o & e
AS OPPOSEP TO MISTER MACHO!
r S, © &, L
& £ &
® L4 F
& G' o &
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Women mostly walk with their legs close together, protecting the crotch, resulting in not much
up and down action on the head and body. Skirts also restrict their movement.

Mr Macho, however, because of Ais equipment, has his legs well apart so there's lots of up and
down head and body action on each stride.

" oy
, qud HERE
T%DS u _ ﬂc}ﬁgﬁi The.
g flox TRAIN -

0

) @ MASCULINE WALK INTO
>~ - AN EFFEMINATE ONE
_JUST BY CRCSBING OVER

“he FEETACTION .

s

CG ETTING THE WE!GHT) |

WE DONT GET WEIGHT BY A SMODTH LEVEL MOYEMENT-

When we trace off a live action walk (the fancy word is rotoscoping), it doesn't work very well.
Obviously, it works in the live action — but when you trace it accurately, it floats. Nobody real-
ly knows why. So we increase the ups and the downs - accentuate or exaggerate the ups and
downs - and it works.

(TS THE UP AND POWN POSITION ¢F YOURLMASSES THAT GIVES You THE FEELING OF WEIEHT,

WE FEELTHE ~ ESPECIALY AND

WEICHT WHEN TS WE GET
WHEN THE MASS PRECEEDED CoLTHE
oF THE BODY BY A STRAIGHT CHANGE

COMES 1/ % - WHERE THERES

DOME — Ak X NG WEIGHT

- S - ON T

\

CONTAST

I THE DONN POSITION WHERE THE LEGS ARE BENT AND THE BOPY MASS 16 PONN-~
WHERE WE FEELTHE WEEHT.
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Before we start building walks and ‘inventing’ walks - here's what happens in a so-called
‘normal’ walk:

=RT WE LL- IN A NORMAL,
YWAKE THE CONVENTIONAL.
2 CONTACT WALK,
VOSITIONS - THE ARMS ARE
ALWAYS
CPPOSITE
Ta THE LEGS
TO GlvE
BALANCE
AND THRUST.
,fu..
CONTACT CONTACT
PASSING FOSITION
/’ SLGHTLY HIGHER
j \HTHﬁN MFD"F'DW}-
NEXT WELL T
PUT IN THE
PAS SING PCSITION - BECAUSE THE LEG
— THE MIDDLE (S STRAIGHT UPON
POSITION - THE PASSING PCSITION,
| R ITS GOING © LIFT
BREAKDC WA THE PELVIS,
- THE BODY aud HEAD
HALF-WAY SLGHTLY
PHASE HIGHER. .

AND JUST 16 COMPLICATE
LIFE - IN A NORMAL WALK
THE ARM SWING /S AT

ITS WIDEST

NEXT COMES THE
DOWN ROSITION -

WHERETHE F}W THE DOWN PCSITION

EENT LEG ( AND NCT ON ~The (:r::Nm:?r>

TAKES THE PeSITIoN AS WED PREFER -
WEIGHT

Wi CAN IGNCRE THIS
AS WE PROCEED But WEe
MIGHT AS WELL UNDESTAND
THE NORM BEfEIE WE
START MESSING ARDUND.

107



“The FeoT PUSHING OFF
LIFTS “The PELVIS,
BOPY aud HEAD UP

To ITS HIGHEST ROSITICN

~THEN The LEG (S THROWN
CUr 7O CATCH US CN
“The CONTACT PCSITION

- S0 WE DoNT FALL
ON CUR FACE.

NEXT WE Put IN
THE UP POSITICN -

~THE PUSH -OFF

LETS SPREAD
IT QUT AND
EXAGG ERATE IT
A LITTLE MCRE
SoIrs
CLEARER ..
SO, INA NORMAL ' REALISTICE WAL TUST AETER e STEP -
The WEIGHT G OES ( JUST AFTER Tl CONTRCT
240 The WEIGHT GOES ((UP ) TUST AFTER Tl PASSING: POSITICN.
'T{f.a U
P
CONTACT éifﬂfsﬁj‘ ‘ CONTACT

MEDIAN T PAEDIAN] — s
DY Thie POWN
The LEe- BeNps
/ ABS&.QBM
% cF TﬁefMﬁE /
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f e _‘H
» E j H = f:M f'r){:_/’//

—_— 5

fée FIRST THING TO DO IN A WALK IR SET A BEAT |
_ HALF A SECOND PER STEP

GENERALLY PEOPLE WALK ON 12'S ~ MARCH TIME ( Fe e PR mm)

BuT LAZY ANIMATOES DONT LIKE To PO IT ¢ |28

ITS BARD Too DIVIDE UP. YOU HAVE To USE \ THIRDS —THINIK PARTLY IN THIRDS .

R

e N BETWEENS ABE GoING T BE ON THIRDS O0PE ~ NoW WHERE To WE PUT The L2WN OR UP !
HEY , THIS 15 GETTING HAZD ~ESFECIALLY
WH&{ WE GET INTO THE AEMS AND HEAD, ARD
ACTING” AND DRAPERY — MAYBE IH’*FEF;—,
EASHER WAY 2

THERE 'S AN EASIER WAY — HAVE ‘fl'M/HFJQ— A ALK CON -:- — OR. WALK ON E’%JS
MUCH EASIER TO WALK ON J;’;”g — ITS EASY To DIY|DE [JF’ — SAME THING ON 8'S.
(" EAcH STEP = %4 fﬁf;) (3 STEPS PER SEC.)
vi 7
L i

—_—
)
——lem s

UF CoNTACT

BA

VHEW , THAT /MARES LIFE FASEL. f Ff'"}ul,r:}" L:P}HND DOWN ACTION Hmb
NICE BVEN PIVISIONG NoW - I\_T.s: TAEING PLACE IN A SHORTER TIME /

_ {
THS 15 WHY CARTEON WALKS ARE CFTEN ON £
Ir-"HMf:" ﬁ‘”’“u'p BUH*P =B ITEPS A SEW@NP.
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ALY

&

L

H)
..-I'

[

WE SET A BEAT

4 FAMES = A VERY FAST RUN {_/é}- STERS A -S'.E{’EJHD}

& FrRAMES = A RUN OB W:;Q‘; FAST WALK f 4 STEPS A SECCN D‘)

8 FRAMES = SLOW RUN OR 'CARTRON" WALK ( S NTEPS A ELLCWb>

12 FRAMES = E}amﬂ BUSINESS ~LIKE WALK— NAT uz&%iﬁ WALK (;:f STELS A SECEON f‘.> )
6 FRAMES = .ﬂ“ﬁobi,fﬁfr WALK — MORE LT—ISMEELY ( 7z OFA SECOND PER 33;;30)
20 FRAMES = ELDERLY OR TIRED PERSON ( ALMCT A SECOND PEE STEP )

24 FRAMBES = SLOW STEP ( ONE STEP PEE. i‘rtﬂ“ﬁb}

}

372 FRAMES L SHOW ME The WAY.,, TO GO HOME . ...

The best way to time a walk (or anything else) is to act it out and time yourself with a stop-
watch. Also, acting it out with a metronome is a great help.

| naturally think in seconds — ‘one Mississippi’ or ‘one little monkey’ or ‘a thousand and one,
a thousand and two' efc.

Ken Harris thought in feet, probably because he was so footage
o conscious — having to produce thirty feet of animation a week. He'd
tap his upside-down pencil exactly every two thirds of a second as
il N we'd act things out.

== Milt Kahl told me that on his first week at Disney's he bought a
'. RTANN SN ...  stopwatch and went downtown in the lunch break and timed people
A8 walking - normal walks, people just going somewhere. He said they
i £ AT men were invariably on twelve exposures — right on the nose. March time.

As a result, he used to beat off twelve exposures as his reference point. Anything he timed was
just so much more or so much less than that twelve exposures. He said he used to say ‘Well,
it's about 8s.” He said it made it easy for him - or easier anyway.

Chuck Jones said the Roadrunner films had a musical tempo built into them. He'd time the
whole film out, hitting things on a set beat so they had a musical, rhythmic integrity already
built in. Then the musician could hit the beat, ignore it or run the music against it.

Chuck told me that they used to have exposure sheets with a coloured line printed right across
the page for every sixteen frames and another one marking every twelve frames. He called them
‘16 sheets’ or 12 sheets’ | guess '8 sheets’ would be the normal sheets.

| mentioned once to Art Babbitt that I liked the timing on the Tom and Jerrys. ‘Oh yeah,” he said
dismissively, ‘All on 8s.’

That kind of tightly synchronized musical timing is rare today. They call it ‘Mickey Mousing’
where you accent everything - it's a derogatory term nowadays and considered corny. But it can
be extremely effective.
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In trying out walks, it's best to keep the figure simple. It's quick to do and easy to fix — easy to
make changes.

ALSC, IN DOING THESE WALKS - TAKE A FEW STEPS ACEOSS The PAGE OR SCREEN —

pm—— ETETEETE L LT TT T R

f DONT | TEY T© WORK OUT A CYCLE WALKING N PLACE WITH Thie FEET SLIDING BACK ETC
THAT AL BECOMES Tor TECHN (CAL . WE WANT OUR BRAIN FREE TC CONCENTIRATE
ON AN INTERESTING WALK PROCGRESS INGT FORWARD.

We CAN WORK OUT A CYCLE FOR. Tlie WALK LATER ... PERHARS JUST FoR The FEET
3ud BODY. BUT THEN HAVE The ARMS aud e HEAD PERFORMING SEPARATELY.

CVCLES ARE MECHANICAL ¢ LOOK JUST LIKE WHAT THEY ARE ~ C’VCLES‘-

CHUCK JONES TELLS CF HIS TINY 3B YEAR LD GRANDPAUGHTER. SAYING,
"G &NDAD WHY DOES The SAME WAVE KEEP LAPPING N The f&mwﬁp

incidentally, if you are using colours as | am here, it works just fine when you film them. | often
have a lot of colours going at first, and you still see the action clearly.

Now we're going to start taking things out of the normal:

l‘_',.-'_"--'_ = My w—e e, = (1l
-

(_The PASS NG PC»& 'mw o Fﬁb,eim@ww)

THERES A VERY SIMPLE WAY T BUILD A WALK.  START WHH TUST 3 DRAWNGS —

2
FIRST \‘)
WE MAKE OUR. 7
TWO ’
CONTACT
POSITIONS -
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THIS TiME
WE'RE RAISING 1T
HIGHER THAN
PREVIOUSLY.
WE'RE MAKING IT

THEN PutT IN
The MIPDLE POSITION -
The PARIING POSITICN -

CR Lo

| | THE UP ROSITION -

BREAK DOWN —THE HIGH.
WEVE OMITTED
The BENT LEG

TAKING The. WE{GHT
AND iR CONTACTS
WIL- ACTAS  /

. Thie LLOW /

When we join these up with connecting drawings, the walk will still have a feeling of weight
because of the up and down. We can make tremendous use of this simple three drawing device.

BUT LOCK WHAT HAPPENS |F WE GC DOWN ON THE PASSING POSITION !

~ B
@, )
/M O £ NOW THE PASSING
WE GET A VERY f- } ' / } POSITION IS THE
DIFFERENT WALK - | | é{oﬁmﬁf AE?
A " CARTOCNY " WALK [ I

AS THE HIGH -
STiL GIVING A
FEELING OF
WEIGHT.

HE CRUCIAL THING (S THIS MIDDLE POSITICN AND WHERE WE PUr IT.

FASSR
POS.
s O
O Pos. O O
' ABCUT
THIS
ONE S
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THESE CONTACTS ARE ALLTHE SAME BUT THE MIDDLE POSITION UTTERLY CHANGES THE WALK

O O
P

/

Y/

W &

V' the feoi? ﬁ‘ | PP roree:
O BVIOUSEY WELL NEED THE IN A SLOW STEP WE MIGHT GO AS FAR AS THIS—
TIME T© ACCOMOCDATE ALMOST A SNEAK.
BROAD MOVES LIKE THIS

WHAT IF THE FEET SWING OUT SIDEWAYS ON THE PASSING POSITIONS?

Ox Ox O "

_ T STRAIGHTEN
The BOpY
ON The PASS

POSITIONS 7

Nid
524

OR JUST TILT THE HEAD AND SHOULDERS SIDEWAYS CN THE PASS POSTTIONS -

R © @

THE KEY THING ] NOT TO MENTION
N ‘[, ! WHAT WE CAN DO
ANTT® PUT THE | N / e HER,
W _ -\ d/ 4 \ HANDS, ARMS OR
MIDDLE : : : FEET -
POSITION —

_—
a

THE VARIATIONS ARE ENDLESS -
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AND WHY SHOULD WE BE STUCK WITH THE SAME SHAPE?

HOW ABOUT e T;; SAY
INSTEAD OF RAISING e A BEAVIER
“The WHOLE BODY MAN ~ GOT A

ON The. PASS F05 - POT ON HI .

STRETCH IT,

GIVES
FLEXIBILITY PELVIS LEVEL
C e QY
NV, }
ONVEE KEEPING
SQUASH (T. e
GIVES Pﬁ;}f;i
LEXIBILITY Lk

’;@w rmw{ -THRO uT.
WAL

To my knowledge, | think Art Babbitt may have been the first one to depart from the normal
walk or the cliché cartoon walks. Certainly he was a great exponent of the ‘invented’ walk. He
became famous for the eccentric walks he gave Goofy — which made Goofy into a star. He even
put the feet on backwards! He made it look perfectly acceptable and people didn't realize they
were backwards!

Art's whole credo was: ‘Invent! Every rule in animation is there to be broken - if you have the
inventiveness and curiosity to look beyond what exists.’ In other words, ‘Learn the rules and
then learn how to break them.’

This opened up a whole Pandora’s box of invention.

Art always said, ‘The animation medium is very unusual. We can accomplish actions no human
could possibly do. And make it look convincing!’

This eccentric passing position idea is a terrifically useful device. We can put it anywhere and
where we put it has a huge effect on the action. And who says we can't put it anywhere we
want? There's nothing to stop us.
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For that matter, we can keep on breaking things down into weird places - provided we allow
enough screen time to accommodate the movement.

LU
PA:»& E f ]
. 0
WEeE CAN - PRETTY
STikL 7 1 STRANGE
" GO DOWN BT Pu’m ', ol
TO TAKE TEY T
THE WEIGHT PEC'PL—E
.. ;T-EDCEC PC MOVE
=T R = AL
HIGHER R
ON THE

PUSH OFF _gfugen®

, FPASE
INETiHN  FoS

THIS WOULD BE
FRETTY WILD -

WHERE TTHE
POWN PCSITION

PUT WAS ~ Put
THE DOWRN A STEAIGHT
W HERE INBETWEEN
THE WP ELUT DELAY
WD THE LECG
NCORMALLY BE Cﬁ:ga, ;%A;;ANCE)
- AND
BEND THE LEC.
Anyway, back to the normal:
P
| Z? MXA‘}’%‘ 10 PL
L HIGH
LOW rﬁ‘»
, L

EEVIEW ING

The CONTACT? THEN WE
NETHOD PUT IN THE
~IRST WE LOW AND
VIAKE jHE THE HIGH
CONTACT < &
POSITIONS POSITIONS
THEN
NVE PUt IN
The PASSING
FOSITION
( NC‘PJ':‘T r"ﬂr) e



I've found that this contact method is the one that gets you through — takes you home. It's espe-
cially suitable for natural actions — which is what we mostly have to do. I've found it to be the

best way to do most things.

Milt Kahl worked this way. ‘In a walk, or anything, | make the contact positions first — where
the feet contact the ground with no weight on them yet. It's kind of a middle position for the
head and body parts — neither an up or down. | know where the highs and lows are and then |
break it down. Another reason | do it is because it makes a scene easy to plan.’

'l always start off with that contact because it's a dynamic, moving thing. And it's much better
than starting with the weight already on the foot, which would be a very static pose!'*

=~ WHICH IS EXACTLY WHAT THE SECOND SVYSTEM DOES.

THIS (S THE WAY ART BARBITT OFTEN PLANNED A WALK — AND IT HAR
A VERY CUNNING THING T& IT™

DOWN DCOWN
START OFF D O
WITH THE ' -
Z POWN FCSITIONS / / ¥ )
F FOR WANT OF A\ /

EETTER TERM
, We 'L CALLIT
K_ﬁfft;" DOWN POSITION /
METHOD.

NOW PUT IN NOW WEVE GOT

The PASSING BOTH THE (P
FOSITION — AND THE POWN

- 4 OR.-NCW, COVERED

RIGHT IN THE IN JUST S PRAWINGS
MIDDLE

AND ONE OF OUR
NEXT MID - POSITIONS WILL
BE THE CONTACT-

[ ALTHOWEH 113
| KIND OF AWKWARD
T GET GeoD
CONTACT POSITIONS |
THIS WAY =

—— ..

116



The cleverness of this approach is that we've already taken care of the up and down in the first
three drawings. Of course, we can put the passing position up, down or sideways — anywhere
we want. But having the downs already set helps us invent; it gives us a simple grid on which
to get complicated, if we want.

We know it'll already have weight and so we're free to mess around and invent eccentric
actions, or actions that couldn't happen in the real world.

Again, we're not stuck with one method or the other. Why not have both? Not only but also . . .

| highly recommend the contact approach for general use, but starting with the down position
is very useful for unconventional invention.

From now on we'll use both approaches.

TS KIND OF ACADEMIC, BuT IF WE TAKE BOTH METHODS...

PES FES

PASS
up oW 2T Do

- _

AND PUSH THEM TOGETHER [ 2N 1

CC}NTF{C: MET] FCJ.D DOWN PCE: METROD

COOOODO0N 7 -

. W 1 a—a
i "1|. H .
: P : i o
v (I N | ! .' ’ ;
Lo om (I | . .
1 - .. . . . - q -
; { { ' P i i | L : !
. i i / ] 1
1 ! L v i H . i
: Pl P : o
L o e o
.! ' - - L =i :
i : hedid =t N
I ':I .JI III 1 o .\
: .
¥
II
+

-

—WE GET ALL The UP auwd DOWN FHASES CF A NORMAL WALK.
I'TS The SAME THING. WEEE JUST STRTING OFF CNE PHASE EARLIER CE CONE PHASE LATER.
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(the pouaLE EOW@E)

‘Truckin' on down.' The double bounce walk shows energetic optimism — the North American
‘can do' attitude. They used this walk like mad in the early 1930s - lots of characters (bugs and
things) all trucking around doing jazzy double bounces.

- THE IDEA 1S 2 BOUNCES PER STEP. YOouU BOUNCE TWICE.
YOI GO DOWN (or up) TWICE INSTEAD OF ONCE TO THE STEP.

SAY T A (6 FRAME STEP (ON ONES BEcAISs THERES A LOT GOING ON. )
WE'LL START W [TH THE BENT LEG DOWN ~ SPREAD THE LEGS APAET FOR CLARITY:
PASS POS 2 W’g Fog

J 72
: W, \T J ]
gﬁ# | e A ....... . e 4; f"’]‘:\

PUT The PASS FOS

N The MIDDLE 4pp iN THE NEXT TWO Mik-
BUT ALSC DOMN PESITIONS UP ~AS THE HIGHS.
/ THE CHART (6 LIKE THIS:
THE STEPPING .
FoT - }—l—H—J‘Hﬂ—l—/‘f“?"'*-H’j

o "o P50 T 4 5k

CONVERSLY
LETS (1SE

The CONTACT
APRECACH -




UADE THIS POUBLE BOUNCE WALK BY COMEBINING The TWO APPROACHES,
DD The STRAIGHT LEG CONTACTS FIRST, BUT ALSC MADE THEM THE [-OW - The DOWN.

THIS IS ON ONES -
TAKING ONE STEP
“FAWALKON 12's ‘L A %?
CONTACT FASS IR , CONACT
pown UFP pown UF  owl

/ 4 L 10 (3
P P v

The INBETWEENS ABE ON
THIRDS - LUNFORTUNATELY.
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(LOoOSENING I7 up ) i A Q

THIS S IMPLE CLICHE WALK
— NOTHING FANCY YET.

THE ARMS NCRMALLY WILL
MOVE OPPOSITE TO THE I-EE5
- BUT SIMPLY BY HAVING

120

TILT THE SHOULDERS e
VITALITY -

ﬂLESWLDERH 2
15 FORWARD /2

'
WELL START QUT W TH N

THE SHOULDERS
OPPOSING THE L-EGS

WILL GIVE IT MORE LIFE he. HIP_TOKT

1$ BACK

PUHLING (T AFAR

FRONT VIEW
T
FOR CLARITY

ir
NOW LETS

WEEE TAKING OUR

BASIC PLAN NOW AND ON THE

ADDING IN THINGS Pﬁgﬁrﬁ
TO BulLpoN - 2&3&&“&
Toe SYSTEM- ﬁ ARE NoRe R IES S
STRAIGHT B

PASS

NOW LETS DO SOMETHING s

WITH THE HEAP
TO MAKE THIS SIMPLE
FORMULA WALK
MOERE
INTERESTING —

LETS TILT -THE HEMD:




HOW ABOUT THIS
LETS DELAY
+he TILT OF The HEAD
ON The.
PACSING POSITICN

e s .
SOMETHI = -
WITHTHE HEAD - péﬁ mm
|FrRERENT
sTi (}KO %ﬁm out” ) E igadh T
PASS ING& PLSITION _-’ ! ﬁiﬁ ggmﬁm
(;;gwg A SIGHT > e FORMULA
PiGesN &FFECT I o
@ BACK VIEW
THE HEAD f@\ rﬁ:a_‘
(OES FORWARD
AND CONTINUES
AT THE ._
END OF THE STEP RN
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ANT SMALL DETAIL ALTERS A WALK - T
LIKE MOVING THE HEAD UP OR DOWN - ﬁff*‘! iiﬁ '
iﬁ?ﬂurN@WTf%ﬁﬂﬂimﬁfﬂﬁﬁﬁbﬁﬂ* N -
OR MOVING [T
EACK AND FORTH -

OR A COMRINATION
OF ANY OF THIS.

CAN THINK
- OFIT
AS ACUBE

W

ECOTISTS WORBLE HEAD - P A g

m‘:/c?{':i SEE THIS A LoT WiTH
f”c’.’-f’LlTli—'-.frc'ﬁfr], ACTORS ok Propic
A WHC IMAGINE
THE CAMERA 1S 0N THEMW
Al THE TIME .

SOME Cbm:ﬁ'l:}fm% ot
WHEN THEY GET A Bl&
AUDIENCE PESPONCE

N HOLLYweoD

INE EVEN SEEN

THE MATLMAN
POING | T

CLOATING ALONG
IN LOVE WITH (TSELE
MTL WONDERS - )
To BE WONPEZAIL-
Wil WOEK N (ceLY
- WITH 1
NOT” M UCH ULP i POAN

= PP PR S

WWHEN | WAS A KID TN
P ALWAYS WONDERED /1 )

WHY ANIMATORS Pesn (1 Gt

HEADS LIKE THIC —~ l\,‘ . ]
WITH CONSTRUCTION }{\\ ;

HINES ONTHEM | L

""*a;j?;a;.; - INOW | BKND
| ) THEYRE TuaNINg
; MASCES
ALLtTHE Tine,

N

e
F
. >--
. i
|

7
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"BUT | A CAUTIONARY NCTE FROM KEN HARRIS

FOR WALKS DONT MAIE CYCLES OF BODY AND HEAD ACTION
IN CIRCLES OB FIGURE B'S - | |
F You Do IT WiLL LOOK LIKE A BIRD OR PIGEON WA (UNLESS YoU WANT THaT.)

FOR SAFETY KEEP THE MASS
MESTLY STRAIGHT (P AND POWN,

ZUT BEARING THIS IN MIND WE SHOULD STiLL BE BRAYE AND TRY Tt HINES...

BULPING ON OUR BASIC PLAN, WNEVE MMWADPJEP iIN MOKE ACTION
(N THE-HEAD, SHOULDERS, ARMS, HIFS AND FEET:

NOW LETS
BEND THE BCDY

ON THE BEXTRENES

i : _.' . . II| .
/ N |

KEEP STRAIGHT \K |
ON THE
PASSING Pos ITION |

AND NOW WERE COING TO Do THINGS To The -GS 0 ARMS THAT LOOKS WEIRD .
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VERE GOING TD ‘BREAK THE LEG.
NEPE GOING TO BEND IT WHETHER T WOULD BEND THAT WAY CRNCT-

OF COURSE THE
EONES RENAIN

4‘\ The SAME LENGTH .
\ \ Tie ONLY TIME
)T CHANGES (S
T J/ WHEN {15
?GEESECQTH!ED

—~ 1
PERSPECTINE

WE'VE TAKEN
A HAMMER AND
‘EBROKEN e

r JOINT

WERE DOING

WHAT ' . = =) ﬁﬁﬁ_
ARTBABBITT o ¢ |
I"\C._-‘Eht.-[,-gf uy ;/ ;\\ s / .; | \"Tﬁ’

I'TTHE

T LOOKS WEIRD ENCUGH | BUT IF WE DRAW A BNLET DANCER ONTOPOF IT, | T LOOKS

SO WE CAN
TAKE [NCREDIBLE
HIBERTIES WIH
The UNDERLYING

STRUCTURE
(IF WE WNT )

ARD [T I(LLBE
PERAECTLY
ACCEPTABLE
— ESPECIALLY
IN MOTION !
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WHY ARE WE POING THIS €

EVERYTHING WERE DoING (S TO GET MORE CHANGE, MOBE ACTION WITHIN
THE ACTION.

0 LIMBER. THINGS UP - GET MORE LIFE INTD T

Grim Natwick said:
‘We used to bet ten dollars against ten cents that you could take any character and walk it

across the room and get a laugh out of it.

‘We used to have about twenty-four different walks. We'd have a certain action on the body, a
certain motion on the head, a certain kind of patter walk, a big step or the “Goofy"” walk that

Art Babbitt developed.

‘While the opposite arm naturally moves with the opposite leg, we'd break the rules eight or
ten different ways to make the walk interesting.'

WERE TAKING G BASIC PLAN NOW AND ADPING (N THINGS TO BUILD LiPON THE SYSTEI.
SAY WE HAVE A KIND OF ANGRY WALK - WED NCRMALLY DO THIS+

Up oy

THE

) pass
Poa

PUT Hid POWN
ON THE PASSING POSITICN
MAKING HiS
EACK CONVEX
— AND Do THiS
WITH THE ARM
‘EREARING”

f H’ a1 _.-:"'....
THE ELBOW, L SWING Ly
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[ ETS TAKE THIS ANGEY WALK MUCH FUBTHER -
THIS IR THE KIND OF THING ART BAEBITT PID ALl HIS LIFE - MAKING IMPORSIBLE MOVES LOOK

CONVINCING 20 BELIEVABLE, He'D SAY, “BE A LTTHE BIT TRUTHFUL.

Sc 1T DOESNT JUST LCOK HIKE ONESTER REPEATING WE Si IGHTLY CH.ANGE The SULHOWETTE
SN fhe 240 CONTACT{ #15) SO THE COUNTER ARM POSITIONS ARE DIFFERENT FROM CONTACT 7 1,

ON The CONTACTS ﬁ& BACK LEG IS 'BROWEN AND Tie FooT SWIVEMED BACKIARDS.
HE'S ON TWCS — EACH STEP TARING 14 FRAMES .

, SR TO #,
PASS FOS. EXTREMET 15 PASR FEe, EXTREME

EXTREME 7 L

CONTRCT

BArik ARCH REVERPSER o PIFFERENT ARM POSITION EACK ARCH FooT BACKWARES aud EBACK
FROM THE FREVMICUS CONTALT ERFVERSES ARCH REVERRES YET AGAN

_ | - BACK ARCH REVERSES, AGAIN
EPEAKING The. FIEST STEP DOWN FURTHER —
Fass fes, .
f = 5 7 G /1 I3 /s

(JUST ANINETIN)  HAND "BREAS ARWEREARS AR ST BRoKE FOOT SIWIVELS BACK, BT FALS AS ifE
“ Buir ISATITS MIGHEST  CONTACTS GEOUIND.

BACK ARCH EEVEESES.  BODY TWISS AWRY
FCOT SOLE FACES AlesY FEOM US
RO US . CLOIEST Fooy iS

NCW e OPROSITE STEP - BoTH LEGS GG STRAGIT  ON BACKWARDS
| PASS RS, L,
15 17 /9 2y 23 25 27 Brek o /)

AND The FooT SWIVELS BACK EARMER —THE REST OF The FATTERN IS7he SAME.

The ARM SWING Roesnt Bresk
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INCIDENTALLY, ON A PROFILE WALK |

e ‘ WALK (T HELFS TO HAVE ONE |

A LITTLE IN FRONT ~ AMD ANGLED SIDEWAYS A BIT-/ 1ve E;HFCOT P
VY DIACRAWMMTIC TILL-NOW

LETS KEEP TAKING THINGS OUT OF THE ORPINARY —
WHY NOT A SIMPLE EEVEESAL OF |
= , o
AVE 0L P THE UPAND DOWN OF A NORMAL WALK?
- -"'I;':li_"l-.-‘f_i.Ef _
THE UF ﬂuf}:f ;ﬁ
OCCUR \

rsr- (Y

W S PREAD DUT —

: T B
] " o b ]
' . P /
g %4 d ' o A
-.I. . 4 ' 7 . i ":'.. -"‘-ul::"-_
o T d 1 '
; II': £y . y ] .-,- 1| ' i L .:I'I.
_.‘I I".| W : 2. W 1 II i e
A -:'I':'._ i | | ok
_.._:l'l:' II';.i'l. b 3 |I A
Lid, '." 9 ' ' "
L~ B, F
L' A = o
o o y LS = _ i . :
L 1 ; 1 3

S :.314.--"

ST KEEPING TO OUE 2 MAIN PCSITIONS -

SWINGING THE
KNEE N
ONTHE
PASSING
POHSITICON —

THIS IS FINE
BUTA BIT
OEDINARY
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(DIGGING DEEPER INTO WALKS )
HERES A KIND OF STRUT:
LETS BEND The BODIES CUTWARDS (N The EXTREMES - HEADS SHOULDERS , HIPS TILTED

PUT The PASSING FOSITION DOWN wd SWING The LEE IN WARPS 2ud BEERK The SUPPORT
LEG — JUND OF KNOCK-KNEED - THIS' L GINE AN INTERESTING RESULT.

F&S% R%

STRAIGHTEN “The SUPPORT LEG TO LIET HI UP AND SWING e PASSING LEG INWARDS
AS PREVIOUSLY.

BUT MAKE The NEXT BREAKDOWN POWN (&s: Nmmg Wl TH e LEG ANGLING Quiads

20 The OTHER. BREAKDOWN JUST COMING FORWARDS {*ﬂu BODY JUST INBETWEEN
oA P - ~ EXCEPT FER T LEG

S m———
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WE CAN GO On FOREVER THIS WAY, ALTERING BITS AND SIWITCHING THINGS ARCUND
OoN CUR BASIC  DRAWING PLAN .

oW ABOUT THIS? KEEP Tl SAME 2 STARTING EXTREMES BUT USE THE ReNT LEGS POSTON
PUT The PASRING POSITION UP.

LOTe OF Acrron) O Tle %ﬁfj

HOW ABOUT ONE LIKE THIS?
START WITH Kok KNEES ~( Broken, e L569)

WHAT WERE TRYING TO PUT OVER HERE 1€ A WAY oF THINKING ABOUT (T-
A SIMPLE GRIP ON WHCH TO BUILD QUITE NOBMAL WALKE — OR WIEDLY
ECCENTRIC ONES — AND ALL-THAT LIES BETWEEN .
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HEBES A KIND OF FEMININE WALK ON The SAME BACIC EIGHPE -
PASS FOS

5’1&1%}5
PO NOT
OPRose
e $IPS
THE VARIATIONS TILT SHew AND | I AGINE WHAT
ARE lzmpiﬁﬁm AND HEAp -;;L:f iii‘g DCX. WE CAN GET UP 1> WHEN
 TREATING TWISTING

THe BoY [ THINGS -

EVEN (F THE ACTIONS ARE IMPOSIRLE éﬁg EN OINTS Em) o Do 1< A G
|DEA T ACT OUT ALLThe BUSINESS T WHE'?HER W ILE. ECT INTD THE TIME
ALL-OTTED . DISCARD AL MODESTY AND ACT (T OUT,

WHEZN [ ASKED MILT KAHL ABCUT A MAEVELLOUS FEMALE WALK HeED AN IMATED HE

SAp N CHOSED The DEOR, BUT IF YouD SEEN ME POING T YoUD HAVE WANTED
To Kisg ME!
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LETS SIMPLY CHANGE he T(LT OF ~The BOPY OMWF?#‘S%W&FOSMN -
f;:?*n Es)
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AND WE SHOULDNT BE AFRAID TOTAKE LIBERTIES AND DISTORT THNGS - ESPECIALLY FoR FAST ACTION -

The BAL- 12
N RCUNCING OFF
/ The SCREEN EDGES

132



M INCLUOING THS BASKErBALL FIGWE | ANIATED - TUSTT0 SHOWN HOW FAR Wi CAN GO (i-r HeRKeD

£




CONCLUSION:

WE CAN TAKE GIREAT L IBERTIES
WITH FA<T ACTIONS —EVEN
WITH REALISTIC FIEURES,

ITS OBVIOUS THAT FOR BeALLY
FAST ALTIONS Yolu HAVE TO
MAKE EVERY DEAWING —

AN ASSISTANT( ForTH) MEHT
BE A HE P SHADING MUSCLES
OF STRIPES BuT NOT MUcH BISE .
MILT KAHL-

MIF TS EASTAGION

| MAKE EVERY DRAWING
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s,

.l"'.'f.‘—- .
I __..Ing--"I

a\\‘rifr:-“&ﬁ NOTHING LIKE TRYING ”‘?

INNUMERARLE POSSIBILITIES EXIST,

WE'RE NET COPYING HIFE, WERE MAKING A COMMENT ON [T- o

AND |F We MAKE A MISTAKE, WHO c;f#,f—z;:":?? ITS JUST A TEST. /‘}M(@ The QJQEEWWS

AND TEST AGAIN. HALF e TIME WE LI FALL ON OUR FACES - BUT The OTHER. HALF
OE e TIME (T'L1. WORIK AND BE NEW.

HEZES A RULE BREAKER -

4 BOW-

ERREAK I DOWN | 5 9 i2 17

LECCED FURTHER
PERSDN ADDING (N » 7
5 AP IR 1 Q
LiKE “f
THIS - - [ |

FooT FeNT

CUTWAR DS
STRAGHT L ONI3
BAK LEE 48 , _

AND WE HAVENT DONE ANYTHING W (TH The HEAD OR ARMS . MANRE W (TH SUCH ACTIeN
ON T FEET WE SHOULD KEEP The ARMS  8ud HEAD VERY CONSERVAT(VE - MAYEE, JAYBENOT
THIS WILL WCEBK. ON TWOE - BUT BE BETTER WITHONES ADPED BECAUSE of The BROAD CPACINE
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FACK TO NORMALCY FOR A BIT-

THE HEEL

A\,

The HEEL (S THE LEAD PpeT

The FooT IS SECONPARY oud FOLLOWS ALONG,
The, HEEL LEADS 2ud T ACTUAL FoOT PRAGS BEHIND
i) FLOPS FORWARD - BUT-The HEEL CONTRELS (T,

PR WALKE 290 RUNS - -
FOCK the HegL FLAT ON the GROUND Fore The FEELING OF WEIGHT.
KEEP The Foom BACK TitLThe LAST POSSIELE MOMENT.

AN
RELUCTANTLY
LEAVES The
GROUNP

- I:.I — - -

FLAT

ANP
PEAPER
e PANTLEG
ALWAYS CATHES up -
LATE ~ GHIVES AN
ADDITIZNAL
BIT OF LIFE
o
FCOT AmGN)
|
LS RavIEW PavEyp - D 1S (6 The
The PASSING e HHGH WAY PATTERN OF
LG (N A :' G A NORMAL
NOBMAL |  €TEP
WALIK - 5;?’:%"{‘!1 &
£ RDM Jie
jl; AT Ffé CONTACT
il o i
:_.-Q ,-'5{"_,-1 . D E.S:: Tﬁhﬁﬁ
[ Shy 1Tz FOR MOST
\ON 8¢ THINGS .
SPEEAD
CUT -~
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BuT LETS START peis  MD PASENGToSmEN NOW W
wWIHHE 2 Dowg - PO WY x DenT H£5£
A MGl oy T THINK
i< KIND CF A uﬁp% E’;‘fﬂS
STATIC POSITION - AND INE CAN
BT WITH THE C%C?GJMGE
Faions POSITION UP THINGS WTH
| HEE TAKEN T
SARE OF OUR e
LPS AND DOWNS.

/2 5 T7 9

CUSHITAL THEN ADD (N
*g‘i:gﬂﬁ' STRAIGHT
| N EETWEENS
M E
< TAKEN AND WE GET
R AMAL A PQTHEHQ
LTEP - AFPPRCACH
e AOWALK -
- WEAK, LN
EORING cie ¢ )
2dT
| ALTEE.
-- T NEXT
THING - BREAKOONNS -
3 Aap7
= MORE
CHANGE, 74 | \
DEAY THE ToE - UECTHE FooT
Hig WITH A DiFFEEN
L SAVING THE GROUND @ﬁ hga
ADD IN
STRAGHT ¢
) N BETNEANS (15 OBVIOUS
 ZEARING i MIND WEVE GOT MORE
| THAT Tt HEEL HFE IRAT
. LEADS AND THE NOW-
L FOOT FOli-OWS
AND
WATCH
THE ARCK .
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NOW LETS MAKE (T

MORE SPRIGHTLY.

;M]'{E#:"; STRAIGHT
AS 1T PUSHES OFF

xd MAKET 7 STRAIGHT

AS T CONTACTS
The GROVAD.

NOW WE'VE GOT
SOME CHANGES !

RENT TO STRAIGHT
~T0 BENT
—~TO STRAGHT
~TO BENT.

ALTHOUGH SO FAR
THIS (SNT REALLY YERY
DIFEFERENT THAN WE'D
END 4P WaH 1F WEID
STARTED FROM ouR

CONTACT METHED.
ANYWAY - ADD IN WEVE GOT
oTEMeH] CHWGE AND
IN BETWEENS VITALTY ~
EXCEPT KeeP e LEG AND FooT
“The FooT SO PASS FAST THROVGH
ELAT ON #2 The MIDDLE
D AND CLUSTEE
HAVE THETDOT oN B ATThe BEGINK (NG
PELAY FOOT FLAT FOOT

NOW WE'LL FIND
METHOD [N THE
MADNESS —

HERES WHAT AT
RABBITT MIGHT PO -

START WITH The SAKE
2 RASIC POSITICNS

ST PUT 7L’ R0l o BACKWARDS —p g

LEAVE The PASSING
POSITION AS (3,
ButT PELAY
Tl FooT ON %2
z?as:.—u}
MAKE The FOOT oNF7

EACKKWARDS
AGAIN -
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NOW ADD IN

246 B

# AND & #
ARE ALSO ;,j;;irfﬁ? :
ECCENTEIC AND e HEFL

¢ !'"f.& ,.y"k-ﬂr‘ﬁ

FLBECWEEN BuT THE
HEEL NG The AR

THIS WAY OF WORKING AND THINKING S THE BASIS OF THE KIND OF THING ART DIip WITH
HS COOFY  WALKS, |T HAD A TERRIFIC INFLUENCE ON ANIMATERS,

AR ALWA“{‘Q SAID, r
“WHEN | WEVE GOT AN OPPORTUNTY To (NVENT — CERTAMNEY WEYE 60T
THE EIGHT MEDIUM FORIT.
THATS WHAT SEPARATES US FROM LINE ACTION — WE CAN INVENT-

NORMAWY A FeoT PICKS UP SLOWEY -

wEN TEANELS (QUCKLY
HEOUEH THE MIDDLE

ND PuTS DOWN FAST. 5

NOT REVERSE (T

{VE THE RO
‘JF«—‘;AM( 5 ) P

XV ;_J(_é'ué;lt-( ]THEE
DDLE NORMALY (5To 1)

u»,fgzﬂn SLOW
OWN /E’ﬁ r&!fj)

~ THIC 16 EXACTLY WHAT THE LIVE ACTION MIME ON THE NEXT 2 PAGES 1S POING -
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(it ONES NOW - . A SWINGS FooT THROUGH —

a
-
Fi

(| HER STARTING STEP TAKES |2 FRAMES — HER FOLLOWING STEP TAKES 19 Fﬁﬂmﬁf) WD FSHE CAN DO AL THIS EELNE” HOW MUCH FLURTHER SHoLiLD WE BE ABLE O GO IN Af&’fm*f'f”“‘ff‘f

A
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T T T i e = s

( NeRmAL WALK %P;L\(,

WE HAVENT YET QUITE SHOWN e SFACING AND CUSHIONING ON A NORMAL WALK -
HERE'S A FORMULA SPACING FoR THe 'CONVENTIONAL WALK ON 125 .( SPREAD APRT )

_._--“'

PASS Pos FubkLy
DN Gopna P L ME | ONTACY WE SPEED
CONTACT
gl
CUSHION
INTO
Tl POWN A-
EASE OUT
ofF The
DOWN
1
‘51?‘1:5{?
_THRL'-T“‘:"#
PASS Pos.”
Sl
CuSH N
rNTjJ .f%wf

ONT OF
Tz, +16H#

CaNTHET

......

iT LOCKS
A BiT obp
SPREAD OUT
LiKE THIS
EUT
T WORKS
{"‘.-f"f‘t!E

W Hf*
4 F&""q ”‘&ED

ASIT
WoLLp
Rz~

AN B FEAME
WALK USES
EXACTLY
The SAME
DRAWINGS -
W TH _JUST
SINGLE
iN BETWEENS
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O MAYEE  LIKE
GROUCHD «TiLe
4 PASSINE

P ritoN
NEVER, 1
STRAIGHTENS
ﬁ__ .

NOW
LETS START
A TWIST
THINGS -

FoOT LANPS
- TWISTED iN Tke

NP OF ON BAGK WARDS

VALIATION
W THE SAME
LORT OF THING —

el FoR
SEQUND
THIS AAY

CLOSER
up




Lers Kl FoolG WITH HOW The FROT &ES DOWN -

| UP
up | b oW

j.u""\

T o TAND IN G FoCT SWIVERS e

NO HUMM Could PO (T BUT IT WORKS CONVINCINGLY -
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LAy WE CAN WENT WHAT DOESNT TAKE PLACE IN THE REAL WORLD .

“}ﬁﬁg,{ﬁ“ SAD, "4 GOOD DANCER INVENTS. TS NOT NATURAL FOR A PERSON T LEAP
T THE AIR ~ DO SCISSORS WITH THEIR FEET AND THEN LAND ON THEIR TOES.
- CAN DO ANYTHING WE WANT AR LONG AS WE MAKE IT "WOBK — WAKE IT JOOK BELIEVABLE.

= WALK A DANCER. ON POINT' -~ ON TwoS




(WEIGHT SHIFT ) *
THE WEIGHT SHIFT FRO ONE FIST To ANCTHER IN A NORMAL STRIPE

FACH TIME WE RAISE A FOOT 1T THRUCTS 1HE WEIGHT OF QUR BODY FORWAED
AND TO THE CIPE OVEER THE CHER FOOT.

AND e SHOULDERS MOSTLY OPRCSE The HIFE aud BUTTOCKS.

CoNTACT Tee POWM PALS Pos UF CONTACT ~He DOWN

PLANTS
: AND TAKES STRAGHTENS — PLANTS e WEIGHT BUT Tt HFTED
PLUNTS  The WeIGHT BUT e HFER The FOT T tho S (bE PASLING LG
‘g@. FooT To The <iDE PASLING LEG- QVER-’T%T GAES&S‘TEQPH%T' .
| OVERThe ool CAUSES Tie WEIGHT feo o PROP N
| Teo PROPE e TS SitE
IS SIPE

CONTALT FAss PrS,

i NOT SO
i MucH
SHIFT

FOR
RORS

WEIGHT OVER WEIGHT OVER
HIS LEFT FeoT S BIGHT POOT
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e M —— ™

e e

TILT e BELT JUNE
BACK AND FORTH
EAVOURING e LEG

THAT s LOWEST.

NORMALLY The BELT LINE 1S TOWN WITH 1HE FooT AT 1S DOWN
AND (/P W(TH THE FoOT THAT IS (F

AND
NORMALLY
Tue SHOULDER .
OPPoOSES

The PEWIS

[ BUT WE
| CAN DO WHAT

\WE UKE / ~ |
Xyl 4
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GEM MMOVE MENTS j WHILE e SHOULDER RISES (1P
- I Tlee PASSING POS ITION

Tl HAND 18 AT Tl LOWEST PART o ke ARC

VAINTAIN | / - MOST ACTIONS |
e ARC. S 7 FELLOW ARCS
, ~ GGENERALLY

AN ACTION |
. IS5 I AN ARL

AS THEY SWING TD EMMCE‘TQMHM
O THE WALK ~ . ARNS WILL TEND
T BE (N A WAVELIKE B |
PENDULLM - LIKE AMOVEMENT: MEOSTOF Tue TiME The
PATH OF ACTION (S E{THER
AN ARC. DR A SCRT OF
FiGURe &

— BuT SOMETIMES

ANGULAR. O STRAGYT

AAINTAINS
The ARC

AND JUST TO MAKE LIFE DIFFICULT WE SHOULD REMEMBER THAT  NORMAL — Tl GoVERIMENT -

CISSUE WALK - 'ﬂfte.ARM SWING |$ AT ITS WIDEET ON The DOWN !?Jsfmu NOT ON Tl CONTRCT POSTTIEM,
ufF

Y ——— | meaes r’r h
o i -
= - -IJ I -
\
L = 'II ] i -
) - } 1 .
' ] Ak
e . h Tk
A : [ i 2
Wk |
.II_ (
".;-
ey o
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ARM MOVEMENTS ToGer MFE
CAN BE BROAD BT
OR PRACTICALLY E‘ Ej*éiﬁg
ANON ~EXISTANT - g WAY
i'?- ou Mﬁi .{E:f:'r.
OFF i 8 : i! | VAV i
PARALEL - 7 DONT MOVE MATRE JusT FRON
NICT Hle HAN DS HRERE 10 HERE
T ! | Iﬂu@;{ PN
\_Tﬂﬁrf{i Fiﬂ—':ET" i 1
0 iy
TWIST e
,_,EL& PHU\J DS P b A - 2
I' \EL .:?F V.J'-'
&
NGTJNLF b N
PEOFILE
A
SRy e
HOW ABCUT Tl ARMS - |
P e AN O SAME THNG
i il | WITH A DONN
PASSING AHD DOWN S~
oOC TN — - ON i EXTREVES . POSITIO
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HOW ABOUT HAVING
The ARMS RIGHT UP
ON The EYTREMES
Jud The.
ARME RIEHT DDWN
outhe
PASSING
POS (TIoN

“WHICH 15
ALEG PN

: K"“x
HERES A TAUNTY WALK \Y

DONG JUST THAT - AND A LOT OF Tue THINGS WE'VE BEEN TAHAING ABOUT: - BELT LINE, SHOULDERS OPPESE HIPS -
TIETING a0 DELAYING HIZAD TWISTING FEET - REVERSING ECDY
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“Ter GET SOME FLEXIBILITY IN AN ARM SWING
WE'D DRAG THE HAND -

CTHE WRIET
LovinTA INS
'\ THE MaC

oJ
L

_____ e
k GG
AND THIS WILL GIVE IS A NICE
LITTLE CVERLAP CF THE HANDS | |
AT EACH END CF TTHE SWING.- AND WE CANGETA BIT  DIPOP SHEUWDER O PASS PO,
- MORE FLEXIEIHTY
INTEOOT BY

PROPPING The SHOULDER
ON T PASS POSTION -
MAKI NG
A DEEPER ARC.

BUT HERES THE SECRET-  WHEN WE 60

FORWARD WE'W- .
"BREAK(BEND) AND WHEN WE COME BACK , WE!LL BREAK
T ELROW JOINT (BenD) 1T ACGAIN - AITHOUGH GOINGS THS HAY
WHEHER 1T LCoKs | T o0KS CoulfE
e . I i NC-'RJML -
RIGHT ¢ WRONS -
| A NATUAEL
AND WHETHER JT \g ‘oR
WOULD BEND Wg D
THAT WAY O NCL. ‘
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SO, FOR GREATER FLEXIBILITY -

BY BREAKING THE JOINT

WE CAN GET LIMBER MOVEMENT FROM STRAIGHT LINES.
WE WONT HAVE TO DRAW (N A RUBEBERY CARTCONY WAY 16 BE L IMBER .

LETS MAKE THIS REALY CLEAR - A% WERE GOING To HAVE A LOT OF THIS,

The HANDS

BUtT WONT IT LOGK STRANGE ¢ 4 NOT ON THE SCEEEN . WHEN IN r*’{:’va:{fNﬂP s PRCEABLY
GOING 7{ BE FOR <l FIZAMES ORSO, /4 OF A SECOND. Toe GUICK TO 'READ. BUT WEILFEEL
iT— WELL- FEEL THE INCREASED F_Lﬁ}(‘fgiﬁi Y — INCEEASED CHANGE. ] mmmgwg\_
| ] G-m‘e PouBlE X7

SOMEONE ASKED FRED ASTAIRE HOW ON EARTH HE B
. mu? DANCE- AND MCVE  LIKE THAT - AND HE SAID B
‘ ju’i-;r START BY PUTTING BCTH FEET IN fiie AR

F Yol AN?@L‘?{E? FEED ASTAIRE FRANE BY F -J‘.W,E
‘?’ﬂ-u‘u, SEE THAT HES BREAKING JOINTS ALL THE TIME
Al-L OVEE THE FLACE

SENS
Tﬁ‘” ?*;’H?”L ECEPTVELY CALLED Hit 1% HUMAN MICKEY MGE,{_Q;

152



Héﬁiﬁi’i AN ADAPTATION OF A SUPERBLY ANIMATED FLAMEOYANT ARM SWING —
BEEAKING The JOINTS HKE MAD -

2488 TS,

- THE JOINTS
/O WHATEVER You
\RW;@NT TO CAL- 1T

IS SECOND NATURE

G THE EXPERTS.

O, You HAVE T mmﬁr"
EVE:FE}’ By KNOWS ;ﬁﬁﬁ

¢
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| Fﬁlp THAT % THE DRAWNGS AEE EVEN REWOTEY INTERFSTING ~
TS HARDER To aiﬁ:r PAST ANY CHARM OR STYLE AND SEE THE STRUCTUAE
- ||—- THE UNDERLYING MOVEMENT CLEARLY. EVEN ADDING AN EYEBALL-
CEEMS 0 CREATE CHARACTER AND THECW CAE CFF THE CHASE TOR. THE
STRUCTREE . ANP TS THE STRUCTIZE WE'RE AFTER HERE  ACTING dud
PRETTY PRAWINGS CR DESIENS CAN Come LATER -

NE CAN ALTEE THE TiMING CF AN ARM SWING -
LAY WE MAKE THE ARMS SWING SLOWER. THAN THE FEET - .-

WE ANIMATE TAEWALK ON 8S - TAKING 4 STEPS | «}ur,g,u > MM“)

] con - —_— - . e e F
NOW WELL ADD THE ARMS EuT WELL PUT THEM ON 16'S -

SO WITH THE FEET ON 8's AND THE ABMS ON (65, THE ARM SWING TAKES TWICE
AS LONG AS THE FEET

THE AR EXTREMES ARE ON THE SAME DEAWINGS AS THE FEET BUT ON 7) 7, THE
ARMS "TWIN LINNATURALLY ON THE SAME SIDE AS THE FEET

THIS SORT OF THING IS VERY EFFECTIVE ON A RUN!
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NOW LEIS DO THE CONVERSE -

WELL HAVE THE ADMS PUMPING AWAY TWICE AS FAST AGTHE LEGR .
WELL MAKE THE WALK ON [6'S AND WORK THE ARMS ON 8s.
TAKE ONE STEP — (SPREAD FAR APART FOR- CLARITY )

WELL NEED MORE INBETWEENS TO SHOW TH(S -

PASSING
POSiTion

NOW ADP THE ARMS -
THE EXTEEME POSITIONS ARE ON 1, 9 a4 7.
SISM PAce

ARM PAS AR POSITION ARM
FOSION |

ARM
CATREME

THIC NEEDS SINGLE INBETWEENS - MUST BE ON ONES  BECAUSE OF SO MUCH ARM
ACTION IN A SHORT SPACE. OF TIME . (THS WONT WORK ON A RiltY, FoR-THE SANE RIEFNCN )
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— T -

{65 UNTEEA QTJON)

_— P { | '

EXAGRERATED COUNTERACTION - AS IN A FAT MANS WALK |

5 :
fhe STOMACH MASS S SToMACH MASS T N
C MOVES UP S MOVES DOWN ( |
AS The BODY MASS ASECDIMASS o, S

MOVES DOWN

==

(RULE]

j — pt?

WHEN THE CHARACTER GOES LI - THE DRAPERY OR HAIR OR SOFT BITS GO O .

AGAIN, EXAGGERATING - BUTTOCIES ANP BREASTS AND HAR.
COUNTEL. The BODY UPS AND DOWNS -




£ NEAR THE END OF THESE WALKS LETS LCOK AT WHAT THE END (S DOING...
s A WOMAN WALKING -

SHTIOCKS The BUTTOOKS WOULD NORMALLY BE
v IN THE CENTERED CN The PASCING POSITIONS
A Bur (PELAYD THEM

AN g ™ ! ) -
i _ % (\‘iuﬁxf T \-._..f"é;:?
‘:.j |- / | : [ % ;*1![ .

Tlo MOVEMENT
L OF flie PEAPERY
(8 Lt PMOMENTARILY
l 2 PROSES T HIPS.

WHEN Hie HIPS
AMAOVE -The
DRAPERY

MoVES The

OTHER, WAY.

CboHE
( HAlE )

LATER.
oR
LAST

e
ON 123
[ 4 T 1012 43, (352 %

..ﬁ-r!:,h;ﬂ_. oo ._H._;, 1--! I'*i-f——l*ﬂ:'-{xj "‘H'“!‘f‘d

AGA | WERE SHOWING THESE THINGS IN EXAGEERATED
FORM. (TS ACCORDING T TASTE HOW BROADLY OIZ
AOW SUBTLY WE 1SE THESE PEVICER ...

WD FEMEUBERING THAT WOMEN
TEND To WALK ON A STRMGHT
LINE - TIGHTROPE WALKING,

. /

i B \\ -\-_K:

i in
P o \
. 7
~DE fo!
e AUNE % "NORMAHLY
" 3
)
}
JH’



HERES A FORMULA FOR A BOUNCY WALK - ON 8'S

HIGHEST DOWN HICHEST
ON THE ONTHE GOING ON THE
CONTACT ETAYS PACSING PCEITION POwWN CONTACT

THE REST ARE STRAIGHT INBETWEENS

N The D% WHEN THEY SWUNG RIGHT ANAY FOM \NATUCALISM THEY INVENTED SOME CHARMING WAL <
ESPECIALLY WITH CHILDREN. THEY OFTEN DID THIS~ THE CHARACTER WOUILD TAKE A STEP-THEN
FOP 0P IN The AIR FpB 4 To 6 FRMWES OF SO, THEN CIICIE POWN AGAIN 2w TAIE ANDTHER. STER,

PSS PoS . . CLC) PALS PoC,
{1‘1'-::‘: UpP o r}ﬂﬂl‘f\ - . _ g ’

THEN POF
HER UP
|  AGAINAT

T
4 FRANES G FRAMES
ThE CHARM OF THS 1 (T \STYLISED STIFENESS | INVENTIVE THOUSH 1T 15, ITS HARD o EXTEND ON THIS APRROACH -

© WE DONT STRECH AND OVERLAR AND DRAY PARTS, THINGS JUST LaCK ELIKEA PIECE OF PISTEEOND OR-A PAFFE
T STRECH AR g CiT-OuT MOVING ARCOND .

4 FRAMES
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HERES A BOXERS WALK WITH The HEAD FLOATING LEVEL a4d The BUTT aud PELVIS ACTIVELY MOVING UP avd POVN

o) FEON SIDE T0 SIDE. AS The MAIN FEATURE , e BUTTACTION GIVER IT The WEIGHT. BUT JUST TO COMPLCATE
THINGS WENVE MADE fhie EXTEEMES WITH WHAT WOULD NOBMALLY BE CUR PASSING ORITION — 2w The

\CONTACT ’ 1S NOW Fhe PASSING POSITIEN, OF COURSE THERE ARE NO RULES. WE CAN BUILD FROM ANlY FOINT

FAGiIG POS(TION

ettt

''''' &

NOW WE MAKE ANOTHER THEN WE MAKE ANCTHER EXTEEME
EXTREME HERE WITH THE HiEEee WITH THE BUTT AT 175 LOWEST

BUtT AT ITS HIGHEST. AND THE ARMS AT THEIE WIDEST:
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o N N AR .. - Wi =
HERES A TECHNICAL AID FOR PLANNING A WALK IN PERSPECTNE (irmfm o T\;

I"h' —
B 'h.-
| e m%sszmgm
HOoRIZoN 1 e—— Hogjzeu
“E - . —"ﬁ!"”""— ...............
| l
. | -
=)rz,’kw 2 LINES - ONE ALONE The TOP OF T POSTS ~
et .

¢ OTHER ALONG Tus BOTTOM . BOTH MEET AT i The.
W‘wNi HING POINT.

THEN DRAW ANCTHER um-.i -m HALE- WAY BETWEEN

NOW DRAW A LINE FROM The TOP OF Vi FIRST FOST

GOING: THROUGH The CANTRE OF The SECOND FORT
10 The LOWER LINE.

NOW WE KNOWw WHERE To PuT The THIRD POST —— ANP ALL THE [REST.

P
Ji%LCW Aisi
. WENT
1 | I s Al *:: - = ==l
vz Bk
Qe ADP IN OUR FIGHRE MAKING AL The RIGHT FarT GoNTACKS.

THEN PUT IN The LEFT FOOT CONTACS .
THEN ADD PASSING POSITIONS etc. THE USUAL BOUTINE ..,
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HAVING GONE THBOUGH ALL THIS WALK BUILDING 2ud FORMULAS ofc. WE END UP AT
The MAIN (SSUE = NO TWO CHARACTERS WALK The SAME . ALL WEE CAN DO IS GENERALISE -

A SPRiTELY IF PREGNANT, A FAT MAN LEANS BACK SIMILARLY
IR AND AN OLDER . LlkeTHE - O UDES TELICATELY
WAL - WEMAN MOTHERS PRIDE. " LIKEA DANCER -~ BECAUSE
HIKE NAYBE e THIS - 2ad VERY | - OF Tl
THiS - CAREFUL- - FAT ON
oo INSIDE
,/”k: s P ::JT‘L’{L LECS
- ~ HASTTD
i KEEP LFBS
\%‘“--“" . APRRT
/ |/
SHES BALANCING he WEIGHT — SO S HE.
“HE WEIGHT HAS To BALANCE — EXCEPT FOR Tie BRIEF
. e INSTANT WHEN WE SsP CLUESELVES FALLING OVER —
. Eﬁ‘ '-“~ - . WS = - "_ " " ,l'i. = 4,
A DRUNK S TRTINNG IS Wz FRGAIN CUl RALANEE
HAS A PROBLEM g VERZY EREATIC.
KEEPING [N Sy Jf"*‘?; Eﬁg
EHLANC-'E - - - _ A - i A -;r
e O s ) ser Wk
'S USLALEY 5 lﬁ fi\ \ OWN " Iy ALWAYS Hmﬂ
STATICNARY S ol /! Tewb o : })\ THEOUGH 2ald POWN
TSTRYNG < J¥ | OV

| L\ FACT!
[0 CONVINCE }5*&, Lo A 4K INDEPEN DENTLY, b
usit A TN ) THRINE
If'gmr .".. &
PN -
NEVER STANDS
STiL - i
ALWAYS MOVIVE
A LTTEE BIT-

SA|LORS WALK
WHOLE BODY ROCES

S\DE T2 <I1DE #{H{EET@
| | PRELAY

CHILDRENS WALL -

BABIES ARE
CONSTANTLY
DFF BALANCE

OVE SHERAATE ﬁ:ﬂf ACTION — LIFPT LEES HIGHeR
OVEREXAGGERATED Ao



iy
—

= - — M ..____,__._____H,_#,.m.,_._‘%{
[ OTTMING 1S SO IMPORTANT IN WALKS )
[KEN HABRIS SAP, “BASE WALKS ON 12's -
(45 DI MILT KAHL)  THEN EVERYTHING IS JUST
B S0 MUCH FASTER ORIS
I SO MUCH SLOWER. THA :2;/1

=M —_— L

|

GOING UPSTAIES
T FeoT HITE FLAT 24
- T TRALING FeoT

BENDS ywd LINGERS

— T

GOING DOWNSTAIRS !

SQUASH MORE THAN
NORMAL- ON HIT

Tl SEXUAL-
VOO K-AT-ME
TYPES

162

AGAIN, [TS NOT JUST HON THEY LOOK -
(1< HOW (S The PERSCN FEELINGY

SAD
FONELY
HAPPY

THOUCHTFLIL
DRUNK
SPRIGHTLY
OLD
YOUNG
FAPDLED
SURPREED
HOPEFU|-
COMFIPENT
EWPATHETIC
CONCEITED
NERYOUS
1LL
ANGEY
LAME
INFHBITED
MILTARISTIC
PEPRESSED
Joyeus
SHY 7

TAKE A PRUNK FER EXAMPLE -
'ﬁfﬁ%ﬁgﬁﬁﬁ SO MANY DIFFERENT

e SULLY DPUNK

The LASCIVIOUS DRUNK

Tae SELF-PITYING PRUNK

“The EXPANSIVE , HAPPY DRUNK

The OUT-OF CONTROL ATHLETIC. DRUNK

The OVERLY GRACIOUS POLITE DRUNIC

The VERY DIONIEIED DRUNK

The VICAR (1 Saw A VICAR WAL IND A wm)

The INHBITED SoCiEry MATRON

The FISHTING DPUNK

The SENTIMENTALIST

The FIIRST TIME DrUNK
efegfe



TO SUM UP:

WAYS TO &ET WTAL T)/ IN A WALK

— = e

C’mg RECIPE )

/
2.

5

-
5
©
7

L @O

LEAN The BOPY

LISE STRAIGHT LEGS ON CONTACTS wd PUSH OFF POSITIONS
(GONG FROM STRAIGHT To BENT OR. BENT TO STRAIGHT )

TW(ET e BODY — TiuT the SHOULDEES nd HIPS
HAVE Tle. SHOULDERS OPPOSE Tae HIPS

| SWIVEL Tl HIPS
FLOP Tae KNEE IN OR OKT

TIT e BELT LINE FAVCULING Tl LEGTHTS LOWEST
FLOP The FEET

DELAY e FEeT AND TOE LEAVING e GROUND
UNTILThe VERY LAST INSTANT
TIP The HEAD CR MAKE IT GO BACK. 2ud FORTH

- DONT HAVE EVERYTHING WORKING
DELAY PARTS TOGETHER. AT The SAME TIME.

USE COUNTERACTION - FAT, BUTTOCKS | BREASTS,
DELAYED CLOTHES PANT Less, "HAR ot

EREAK the JOINTS
JAORE UPS 24d DOWNS ((For= Wel6HT )

USE DIFFERENT TIMINGS oN LEES VERIUS ARMS Viesus
HEAD VEeSUS BOpY £fe.

TWIST T FEET - TAKE THEM OFF The PARAMLEL .
[F WE TAKE A NOBMAL CLICHED ACTION 3ed ALTER

ONY ONE TINY PART— WE GET SOMETHING PIFFERENT!
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/
| WANT TO CLOSE OFF ON WALKS WITH THIS EXAMPLE OF A 'MILT KAHL TYPE STRUT.

!
IN IS CAREER HE ANIMATED MANY ENERGETIC SUPERDPTIMISTIC 'CAN DO” WALKS. 1VE ADAPTED
on) COMEINED SEVERAL OF THESE INTO A COMPOSITE ONE ((USING A GENERIC FIGURE - NOT A CHARACTER )
- A WAQUETTE TD SHOW The WORK PROCESS OF A MASTER.  ITS CERTAINLY NOT 7O PROVIDE YET
ANOTHER. FORMULA, BUT AS AN INSIGHT INTO HOW A MASTER WORKS 2u) THINKS - HOW HE STAEIS
ONA SIMPLE BASIS WITH The CONTACTS 200 LOADS IT WITH DEPTH 2ud INTEREST AS HE BUNIDS,

AND ITS FuLL OF The STUFF WEVE BEEN TALKING ABOUT.

FIRST HE MAKES |
The. CONTACTS - f E 25

&e‘mwz STEPS) e

—C0 (28

RIGHT AWAY .

THERES LOTS OF
VITALTY

INTIR CONTACT
FOSITIONS

Lerd SPREaD ITouT
SO TS NICE 246 CLEAR -

17 weosustiny
N, LeEr
g _
Bre it \{C P, FRONT ARM
SPowN T Yy (Sup
PPOCE BTN
‘|!Jf""
CIPEWAYS Coe.

P TWIsT /, Y A
% ) /& MDARECEE (' |
N\ A Tlo PARMIEL R X

T ; L~ o, e o gk
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THE PAGSING PESITIONS GO (N NEXT -

PASS K PASL Ppg.
SHoDLDES _ .
-7 gﬁﬁ ANGAE SHOULDER 14 HEAD TURNS
/ o F&%ﬁp ‘{“ﬂ"'} . ANGLE -Tﬁﬁ% . 25

A E:afébliEN
JONT

.. e e

(THIS WOULD ALREMDY MAKE A GRERT WALK AS (T 15 - W mfmTﬁbwé [N MORE HIGH OR LOWE.

NOW WELL ADD N The LOWS —~The DEWN POS (TIONS

=t - o
MR
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NOW WE'LL. PuT IN Tle 4P POSITIONS ~

“THEN ADD IN-fhe / ‘T Z 1o j3 12 6 19 zz ¢
f

| NBEFWEENS (N THI) et emree Lo L b Ly
*.il'-f?ri ’r'f:rié:c'rf‘t“!- s 0T s e u 3 2t

. , 24
AND YO CAN BET THEY Re L AN ,
CGOINGTO BE THOUGHTFUL- N AR - ¢ e £
(N BETWEENS— L = AV
NOT MECHANICAL ONES.

EXAMPLE.

WITH The LAST 2 INBTUNG

The REHT LEGIS NOT
TUST (NBETWEENED.
The REST (S .

NOW The WHoLE THING
¢ PACKED WiTH VITALITY
2t CHANGE

SOPUICTICATED USE
OF The BASICS 7

‘_-;'.- - :_"}‘i

[ sole e
S YA AWAY From uS
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THeERE ARE 2 DEFINITE CATEGORIES OF SNEAKS:
D) TaTRADTONAL SNERK @ The BACKWARDS SR (B) 1o TIP Tk SNEAK

SCRT OF A

/@5\ CONTRAINEP
— | k PE’C}E
ﬂ’\l \

%)J

Copnlite J
PO WL O |
TeTore W

tBopY
FoRnARD
AS Tl FeoT”
TAKES The
WEIGHT

TWERASE VERSION 24 FRAMES fov EACHSTEP. EXPRESSES FEAR OR MISCHIER ON OB aud PLAY FUL-~
FRST VESION. 1 FRAMES PR STEP. - MCRE OR 55 OPPOSITE SURE OF HIM HERSELF
LW UEESON 22 FRAMES FOR EACH SiEP TO A FORWARDS SNEAK. O FRAMES ~ 2,13, 14 FRAVES.

WHATEVEIZ WE WANT !
REMLY FAST ¢NES ON 35 cR 4HS

L TRADITIONAL SNEAK HAS A VERY INTERESTING  CONSTRUCHFION.
THE NMAIN THINGS ARE -

: The BODY GES BACK 200 FORTH -
e EODY GCES BACK WHEN -The FooT
ZOEC UP. The ARMS ARE USED Fole BAJANCE

WHEN Tl FOOT REACGRES aud CONTACTS
T GROUND  TThe BOPY 15 STILL. BACK ang
The HEAP (£ HELD BACK | DELAVED TUsST A LITTLE BT
£ AFTER The FOOT CONTACTS The GROUND
T e EobY FOLLOWS -~ COING FORWARD
A5 Tl FoOT TAKES fhe WEIGHT.
NEXT TThe BODY Wi GO BACK Cﬂ%@)
AS The OTHER FOOT GOES FORNARD.

- LE

AS WITH A WALK THERE ARE
- 3 IMPORTANT DRAWINGS -
- The 2. CONTACTS |
| AND A VERY [NTERESTING
. PASSING POSITION. -

.
T

-
J

= L2 ey e e =t
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Ken HABRIS SHOWED US THIS FORMULA FOR A SLOW SNEAK :

IT TAKES 2 Feer =32 FEANES= |5 SECONDS FOR EACH STEP
N Two’é 'CEHT OF COUASE |T'LL BE EVEN EETTER ADPING INBE[IWEENS ON OHEE;’)

CONTACT CONTACT PASCING POSITION
I 33 7

HEAD I

BACK -. ;‘{“H ‘)

i ARMS PONT
OPPOSEfu LEGS -
THEY Jusr BALANCE.

GENERALLY
VERY LITTLE
HCTICN
IN The ARMS
200 HANDS

AN [MATE
e FEET WITH

EVEN SPACING

B S S S SR iy e -

ITZ A GCOD EXAMPLE CF COUNTERACTION—
AL HE MONES ALONG, the HEAD GOES FORWARD aus The HANDS & BACK

THIS (& The BASIS. 1T WiLL WorRK NICELY JUST INRETWEENING The 2 POSITICNS AS IS —
200 NOT ADDING ANY FANCY EITE OF INNER ACTION -

‘;“j;\x_ T OF COURSE WE CAN ADD ANYTHING
< = NE WANT WITHIN - BUT THIS Tees T JoR
\{\\w\ WITH [UST 3 DPANINGS 2 Tie CHARTS

< : ST STRAIGHT
? cRE PEN WE Coulh Use ARCS OR JLIST |
" %w%ﬁf L?GK FREF&HTE‘NED ) MECHANICAL [N BETWEENS.. ITLL- WORK WELL-
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ZUT OF COURSE, WE COULD DELAY PARTS ~

CROSSONER HEAD
BACK 2l LOCKING DOWN
HEAD i<
Sl GOWG
BACK ON
START
ITION HEAD
Call CONTINUES
FORWARP
_,_1

COUD STAY FULY oN e TOES AlL e TIME To BENHANCE Tl FEELING OF CAUTION ~

TN T ON WHAT ABouT . IN 24 YIEW WE HIT

“ennNT VIEW < A Zh VIEW D o PRAWING PROBUENS ~
o f(\u/h PERSPECTIVE, YOLUNES,

VASTIANE SHOWS PN Qe WHICH 1S WY

VIATS HAPPENING - LOTE OF ANIMATDES

SAY IN PROFILE
(115 kGeop IDEA
| To PLAN (T F1R8T




HERES AN APAPTATION COF A EILLTYTLA SNEAK -
THERE ARE 4 PLANNING PRANINGS. 175 ON 26 FRAME = | Vo SECONDS PR STEP

FUNNY, SOON AS WE GINE [TANEYE
(T SOMEHDN CRRENTES [PERSONATY —
BECOMES ENTERTANING 0R ATHEACTIVE
g WE STOP PAVING ATTENTION 0 The
MNATOMY “ OF WHATS HAPPENING .

CHARLIE CHAPLIN SAYS ' PERSCNALTY
TRANSCENDS EVEEYTHING ELSE.

29
Tl NEXT BReKIONN
O PASS ING-RSITION

&

THESE ARE
T NUMBERS
HE HAD ON
Tiz 4 DRAWINGS
55 1M MAKIAG
A GUECCAT
WHAT HIC
CHARTS WEERE -

SUT LooK HOW CI-EVER
THIE MAN (5] ook AT
Hi¢ CHANGES OF SHAPE!
~The AMOUNT OF CHANGE]
THIS & WHAT HES RENLY
DRIING —

- GOING FROM CURE TO OFFCSTTE CURYE o STRAIGHT To CuRVED -fo OPROSITE efz-
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APTER- ART BABBITT FINISHED HIS FIRST MONTH OF INTENSIVE TRAINING AT MY LONDOK STEdIO
FOUR OF US SAT UP AU-NIGHT aud ANIMATED A QUICK SATIRE FoR. Hitk OF HIG a'a.{fmdfgﬁ?

| DID THiS HORSE SNEAK AS AN EXERCKE IN "OVER™TANIMATION - WHICH CAME OUT KIND OF
FUNNY — SHOWS HOW FAR WE CAN G0 ~STTING RIGHT ON The BASICS.  (on Two's)

. SNEAKING OR {253
s ARE JUST e wmd |As
BOREMES &d The
EEEARDIANS T
M- PSS TiONS,
TYE CIRCLED
e EXTREMES
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1 - [ . R o . f 0 v o Ir.-'I - ) "~_'~ : k ;
HERES A MORE CONCERQVATIVE SNEAK ON 245 ~ | & fop #'CH SIEF | ﬁi“;m%iﬂ:} T DA
L IVIARE THIS CNE '
| SN A HOTCF

FANCY STUFT
BUT TCESThe
Jjob PerrECLy,

J'—"t NP SPEEAP APART - : o = [;_;P_g CLECER.
B

26032 19 7
| BReaEDOVIN

NOTE e FpOT SWINES FAST L S - wp =T L:ﬂ = ; 3%"‘5‘

e 216 MOVE THROUGH The MIDDLE  INDICATES THAT THE SHou b HAVE SINGLE [N BETWEERNS i BE N ONES

A LS N A I
(BACKWARDS SNEAK) fhe BObY GOF BACK. THEN-fie Eapy ecg
A Tle FooT TAKES FORWARD ACAIN AS
ROUGHP i SAME = The WEIGHT e FOST REACHES BACK
PATTERN AS A © T — AGAIN

FORWARDS SNEAK
- BUT BACKWAEPS.

The ARWS Couy D
OPPESE e LESS
ASIN A WAHS

o BopY
GOES FORWARD
AS Tl FaoT
REACHES BACK
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Ghe TIP TOE SNEAK )

TS SOMETHING BETWEEN A WALK 2ed A BUN 2ud A SNEAK.

The FEET WORK
P aud POWN
LIKE PISTONS /:3. NOT MUCH CF
—HACTO PRELIEN W(TH
]‘&N ON%Q 2 SVALL O E:_?HRT
ReATURE W

AS A4S = 6 STEPS PERSEC.
aﬁECNéE 8 10%
12 14, WHATIEVER -

BuT ITZ-.N‘OEC
ZUITABLE FOR
FAST TIMING —

b ERE'S The WELL-KNOWN
FORMULA FOR Tle SHORT
LEGGED CREATURE (ONAS)

HETWN

SUT WITH A TALLER FIGLRE
W LONG LEGS WEVE €OT
Tie FAMILIAR FROBLEM CF

Trr MUCH ACTION INTEO Cb:EN L:FH )
SHORT A SPACE OF TIME. S”j‘{ Oﬁﬁ%
e Feer TEND To FileK! —n \: N\ [ SLIGHTLY ON
T?:fm MHﬂJTht’RﬁPli%E /‘ ALL PHASES
TUST LOOANG LIKE (TS OF EACH
AANESING THERE ~ STEP -
50, To GeEr AROUND THIS iﬁwrfﬁ Eﬁz
EE .

WE TAKE A BIT LONGER
=OR. The ACTION -
- s we CAN TWIST Tle PEIVS

- FLus e CAN YARY flic. CYCLE POSITIONS.
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-~ oL c's =3 < ) HES up 1 IR
HERE'S ONe THAT WORKS (on S STEPS PER SEC FoR Jusr o gﬁﬁwmﬁ

soee U

ouT-  EXTREME

.......

. ; | -~ I H? -ﬁfq. )ﬁtjiz
HERES ANSTHER. VERSION THAT WoRke- ( on G's = 4 st prr Sec. ) e il idmes
HEAD,
=2 (1) eiReNE-
“ %%f @ LOW
&-;:*u%. e ,..,, " |
e
................ TP

LA T XF
FIEARHT L
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WE CAN GET SOME COUNTERACTION GOING ON A FART SNEAK C THIS (S EXAGGERATED )

L
CONTACT PASS PO the UP CONTACT

KEePme A
SLIGHTIY
DIFFESENT
PROFiLE
FROM @

“"*,;*;EQ CONTACT

[,
W 1 el
R

--"':.....-'

7 anvway, THIS IS Tlhe IDEA - WHICH CAN APPLY IN A REDUCED WAY TO A LESS CARTIONY ACTION 31 FIGURE.)
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RUNS AND JUMPS AND SKIPS

i N A WALK ALWAYS ONE FOOT IS ON e GROUND. ONLY ONE FaoT LEAVES The GROUND
TATIME.

IN'A RUN BOTH FEET ARE OFF e GROUND AT SOME POINT FER 1, 2. 0R 3 POSITIONS.

o . 4
AKE A Quick P
WALK ON 65 - = o %_g oR
1~ ORE FooT . Q
5 5N THE '
AROUND
ALLTHE TIME
wWe DONT HAVE
A RGN -
WEHAVE A
YEZY FAST WAK

{# 51208 PR o)

Y
*f'&e; i

. ALTERHT fret

T DOESNT MAVE TOEE TraT WARY, BUT THAT WOLLP BE -THe PISTRGURHING CHARACTERISTIC EETWEEN A RHN e A WAL -
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HERES e SAME THNG WITHA BIT MORE VITALITY - MOPE LEAN ~ EIGEERARM S WING -
BuT ST JuST With The FEET OF The GROUND FOR ONE FEAME .

A NORMAL' PUN ON b's (4 sEps per s )

PASE Pt ‘!Teu:._ H

73 2
o B DOWH

HEPES A SIMILAR THING W ITH MORE CABRTBON PROPORTIONS -
A CARTEON RiN ON B's — BuT WiTh e FEET CFF The GROUND FoR 2 POSTTIONS -PHES VIOLENT ARM SWING .

/ 2 = ‘?'m;sPaﬁ 5 & 7

The DOWN ' H &M '
. SONTACT,_BUT WoT 20 FAR POMIN fl&* o NG i - e— —IH e

ARMS &T W IDEST
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ANOTHER. RUN ON 65 -
HECES Fue ‘BEAL’ VERSION CF The SAME THING —

NOTE The: REDUCED ARM ACTION ~ W ITH HARDLY ANY UP aud DOWN O The BODY —
PLUS BOTH FEET ARE OFFThe GROUND FOR - FRAMES.

£
Pags FOS.

{‘"‘*
WITH BUNS WE CAN Do ALL “The THINGS WE PID WITH WALKS,
The HEAD CAN GO UP 2ud DOWN, SIDE T0 SIDE, BACK yid rﬂai“"H The Bopy
CAN BEND »ad TWIST IN *OHE’OSHF PIRECTIONS “ﬁm FEET FLoP IN 2 OUT efe..
BuT WE CANT DO AS MUCH BECAUSE WE DONT HAVE €0 MANY POSITICNS
TO PO ITIN BECAISE Tha RUN IS FASTER ( A WALIER ON [2'S IIGHT RUf ON éft)_
N

RULE OF THUME ON A RUn -
WHEN wiE RAISE The EODY
~= IN The UP PoOS{TION

RAISE IT ONLY 2 HEAD

OR BVEN /2 OF A HEAD

NEVER A WHOLE HEAD.
THATS Too MUCH .
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et
o

e

- o

- COURSE,
KUNS HAVETO EE ONONES BECAUSEOF SO
VUCH ACTION IN A SHORT SPACE OF TIME .

HEAD SLIGHTLY P ON Tle PASSING PoSiTion -

WE CAN TWIST -fle. BoDY £ DBENAYS
ON The EXTEEMES 1o GET A FUNNY
EFFECT -

AS WITH WALKS,
WIEE CAN CUEVE The EODY
KEVERSE (T CN The. OPPOS(TE STEP
W KEEP [T STRAIGHT ONTlhe PASS. POSITION.

CONVEX

OR) AS W rH A WALK- -
WE CAN VARY IT EY HAVING T BeDY
GO POWN ON The. INTERMEDIATE FOSHICN
BUT STIH-TREAT e FEET The SAME WAY.

AND
SHOUWDEES
OPPOSE
HiPS
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LETS TAKE A TRADITIONAL CARTON RUN - ( SPREAD APART )

Courd BrON A< - 4
OE ON 8¢
Vi (T8 (HEFTWIERS

V

AS WITH A WALK-
FOR VITALITY
2t OOIE ACTION
FEACH wWiITH A

WE CAN PLANY
A RUN FECM
ANY FOSTION
InN Tl BUN ~
START WiTH
o CONTACTS ~
A e EXTREMES

T OmRT FroM
- FOSITIONS -

A e
BY TR EMES

- START FROM
© e ip
FOSTTONS ~
The FeEEr
SPREAD
IN fiee AlE
POSITIONS .
AS The BAREMES

' (aﬁ SRt wWiTH The Pus:&m@)
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IN A FAST pUN (547 on4s) 75 SHOULD NOT B AND IN A FAST BUN “The POSITIONS
EXACTLY The SAME SILHOUETTE AS IT8 COUNTER % 1. SHOULD CVERLAP SLAGHTLY
VARY T SOMPHOW ~ MAKE IT HIGHER. OR. LOWER . O HELP CARRY The EYE.

OVERLAPPING -
AS T WeULD BE =

. S . | C WE CAN HAVE SOME o SLIPPACE
{4 A NORMAL RUN The ARMS (AS IN A WAK) COUNTER EACH CTHER . GH AN~ BT T SHpPAGE
HERES The CLCHE [ Cliciés eneus A TO VARY 1T~ WHAT ABOUT HAVING Tl LEGS
-FS T2 SHND ON > a EXACHY OPPOSITE 70 fhe STANDARD Run(?
FT
The Bty g
HERES A 4 PRAWING BUN WHERE T NORMAL AND ONThe MIDDLE PreimioN
FREGINGPORITION [% USED AS The DOWN - INCLUDXKGr PUSH Tha HEAD sud BoPY MORE FORWARD
Hie ARMS. (BUT KOT 20 MUCH )

LAl
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THERE CAN BE A
HUGE FORWARD LEAN -

IN REALITY *
“The FASTER the FIGURE RUNS
The MORE IT LEANS FORWAED.

AND T POESNT HAVE To BE
N BALANCE AL The TiME

OBviousy,
WE CAN TAKE THINGS MuCH FURTHER - |
HEFES A RUN ON &< ((PLANNED FROM T SFREAD Fror poSions

GCECAUSE OF The LONE LEGS 1T NEEDS 4T LEAST & POSITONS 6 MAKE (T WORK -~
GOt 70 KeeP The HEEL MOVING IN AN ARC. “THE HEEL LEADS ~The TOE FalLOWS .

HOW ABOUT TS ONE —
A & DRAWING RuN

45 & 7
[——] i
EoDY OnLy

BRKPuN

e Do

L 2GS
RouHiy B f—

INTERESTINGLY,

ART BARBITT FELTTHAT & FRAMES IS REALY A NICER RON THAN A4 OF-5 DEAWNG PUN .
AND KEN HARRIS | ATOP EXFONENT OF WARNER" FAST ACTION ALWAYS PREFERED 16 Po RUNS Qs 20 85 -
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WHAT ABOUT THE Aﬁms*? DO THEY PUMP BACK 20 FORTH ¢ SWING VICLENTLY. DANGLE LoosELY!
PO THEY SIWING FROM SIPE TO SIDE? PO THEY HARDLY MOVE AT ALL 7

IN A CLICHE OR STANDAED RUN LETS TRY A RESTRICTED ARM MOTICN.
THE ARMS (AS IN A WALK) “The ARM STILL OPPOSES The HEG
ARE OPRUSTE To The LEES. AT IMOVEMENT 1S RESTRICTED.

ARMS BeNT AT ELBOW( - VERY RESTRICTED. CEQTRICTED IN A WEIANS RUN -

(ON A VERY FAST RUN

THERES A DANGER OF o MLUCH
ARM MOVEMENT.

T CAN BE ToC FAST 2ud CONFUSING. ~
THE LEG ACTION SHOULD PREDCINATE. .
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How ABouT e AAMS SWINGING FROM SIDE TO SIPE ~ anp Force flu PepspeCave .

BOH FEET

ANGLED TEWAELS N
PR
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BUAT ABOUT VARYING BVERY OTHER PASSING PORITICN A4S THE RUN PROGRESSES 7

GAVE EVERY OTHEZ PASSING POSITION GO TOWN — EVEN THOUGH BOTH FIEET ARE OFF The GROUND.

PASS POS up PASS Pos e

DOWN

R
S WE DID WITH A WALK - LETS HAVE The ARMS PUNMPING AWAY TWICE AS FAST AsThe FEET —

e WiF BAXE PARS HEC
08 R - “iLig HGH

o e CONTALT The ANCUNT OF ARM

: | MOVEIMENT Wil HAVE

(7) T BF RESTRCTED

> SINCE 115 PUMPING
BVERN 4 FRAMES
(G TinEs A secon)

WE COULD MAKE A
RUN ON {28 - AND AT
The ARM ACTION OK B
(A pumps i1 SECOND
— WoULD BE VERY
EFFECTVE.

L
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CONVEESLY - WE CoulD MAKE A RUN AND HAVE The ARMS Gome TWICE AS SLOW AS The FEET.

WE CouLd AR PASS Pos
MKE The, WECRY
24N ONGS SWING
AND HAVE Tiae ARNS
T ARMS l'ﬂ'{‘q
CWINGING Bie ARC
oN 16'S BeCiuse
Wi Ha
ALSO i
. i i A2 r*ME
LETS LEAN oo
e BoDY T IN-
FACKWARDS £ Wil Tigds -
THSTIME - {ﬂ?ﬁﬁ
P BALANCE. A BT - ' - CERONT
iiﬁﬁ?ﬁ @%S Te ARNS TWIN® ARM 2
2. BALANCE — e LEES ON#17 BALACE
HERES A & DRAWING RUN '
SHOWING HOW W CAN YARY The SILHOUETTES OR A FAST RUN -
~AGAIN, SO THAT The BYE DOESNT READ |T AS JUST The SAME ONE LEG 2ud CNE ARM GONG ARCUA,
EXTREME EXIRENE
HEAD Liwest HEAD LowesT

A A

. NONE oF THe 1 COUNTER j FPOSITIONS THAUE The SAME | SiLtHoustTE |

X v Jr EleeMg
X TREME af |

ALSO The BACKS GO FROM CONCAVE To CoNVEX, The FEar TWIST aud Toe ARIS ab LEGS ARE GuifE DIFFERENT
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JOGGING EUN ON 65 -

—r
[ER
T
iyt
P |
P 3

J
BECAUSE THIS RUN 1€ SLIGHTLY SLOWER THAN e PRECEEDING WHDER CNE ON 5§
AND BECAUSE The L—Ef'*!’u::‘!H oF T & STRIDES 1S MUCH ReDUCED -(BOTH Fzer ARE IN Tl AR,
FOR- JUST ONE FRAME ) — e CONVERKE SIHOUETTES CAN R MOEE ALIKE ABur siLL DIFFERENT )

EXTREME g uP

ry '
.__J": ] ) ] ;
£ . [ .

Tae FeeT TWIST puc The &4US PUMP AROUND IN A SMALL CIRCLE. THe MpAD J8T GCES GP AND POWN .

A YOUNG GIRL- MIGHT BUN ON 8BS — REDLCED ACTICN — WITH ONLY ONE DRAWING OFF “The GROUND.

EXTEEME
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TAKE A FAT MAN RUNNING ON 6§ -

THERES GOING 0 EE LOTS OF UP 208 DOWN ON e WEIGHT, BeCAUSE HES S HEAVY e SOWN SN
IMMEDIATELY FOLLOWS The UFP PCSITION . TTHEN HE HAS 7o LIFr HIMSELE P cVER The NBT 5 FRAVES
IN ORPER T FALL DOWN HEAVILY AGAIN, THEN HIS HEAD LEANS FORWARD T2 HELP Tlie PUSH- LR

| -, : 5

T upP

CLTHCT

CONTACT

AN IMPORTANT THING — WHEN A RUNNER ROUNDS A CORNER THEY LEAN TOWARDS Tive CENTRE -
I THE DIRECTION OF The TURN —

S I ' Fesr Cpd Snct Qul —
T S e T i et Ao prrptep i e o L o _ Tﬁf{‘é_‘_ fu‘gﬁﬁ Tg ‘:F

LIKE A MOTORBIKE, THEY LEAN ONThe TulN  ( DERRNDING CNThe SPEED)  LIECHT™ BT oy
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SOMEONE SAID THAT %THE‘C/HASE ey INVENTION THAT (S ORGANIC. To MOVIES,
CELTAINY THERE APE THOUSANDS OF RUNNING ARCUND 'CHARE * CARTEENS
FRODUCING ENDLESS 20d INVENTIVE VARIATIONS ON 76T BUS.

can Beon 4's
"*"‘ﬂgur E

'«‘f?a‘wfﬁﬁq"ﬁi{?‘
P o 5 *‘E
i o E<
E-/Eﬁ ii) Kﬂw 75 _;
\ - ON 85 ]
THE FAST RUNS ABE MORE SUTTABLE FORSHIRT AND e LONGER- LFSGED FIEURE NEEDS LEHLyY
FIGURES WHICH NEED FEWER FOSITIOE TO MORE TIME TO FUNCTION —CONE O TWD MORE
FuNCTION IN LESS TiE BECHASE 1T ALL-OVERLAFS. POSITIONS & HELP CARRYTHE EYE.

C’FHE 4 DRAWING FORMULA «QQW)

EFFECTIVE FOR SHORT- | EGGED FIGURES

THIS (8 80 FAST ( & STEPS PER EECZ’GND) THAT THERES NOT ENOUGH TIME T SWING
fhie ARMS AROUND VIOLENTLY ~SO THEY FOUND ITS BERT To STRETCH The ARMS QUT

IN FRONT. “The LEG ACTION WORKS UNDER. aud BEHIND The BODY ( oK fj{i‘a@ %ﬁ%&
¢ 7.

M Y My P BT B B

VERY L ITTLE UP and POWN ON HEAD ouw BoDY

SI POWN

e T T e e o o

B l -Tr";‘f'
ANP AGAIN, WE SHOULP VARY HAPORTANT
TLE SILHOUETTES SLIGHTY To ;‘f{%ﬁgﬁ?m& .,
HELP The EYE EBAD EOTH LEGS CONTRCT f‘&?@

iN HERE
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f
ATTONC OM 2 B L DUMS —  THIS ONE (s PLANNED FrOM The UP INAIR POSITIONG Bur frs
VARIATIONS  ON 4 DRAWINE RONS STiLk- ON The SAME BASIC PATTERN AS The. PRECEDING FORMUIA.

BT REME

o >

LONTACT

- i o - . - e TET‘
The BOPY Goee PROM CONVEX To CONCAVE  PA% Fex & ” ?E‘*ﬂ @

R L AL T = o e 88 g e . i o il B LA L L, R

“Ties "!'EE::'W n

,f,i‘:‘ﬁ, A VERY WILD ONE ~ WITHARM SWING S - PLANNED FEOM Tae PUSH OFF POSIT] 10KS BUT STl
ZASED o The FLRMIA PATTERN

3.
N

e
A
i

PUSH OFF
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VADE THIS RUN ON 458 — (TS PLANNED FROM The PUSH OFFS %CEJ fm’@ﬁ'
IT Coutd HAVE DONE WITH A BIT MOFE UP ad DOWN 20d STRETCH ON The EODY EBUT The LES ACTION CARRES /7
(TS A CYCLE - EEPRAWN WITH HAIZ, ARM WITH KITE, COATTAILS e ANIMATED PERSPECTIVE FLOCR ADDED AFPTERWAREE.
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INCIDENTALLY, ABOUT CYCLER —

- LONG CYCLES ARE GREAT. SHopr CYCLES OEVIOIKLY EBeAD ASCYCLES —
BUT IF WE TAKE SBEVEZAL STRIDES WITH VARIATIONS [N The EXTREMES 2ud
PASSING POSITIONS, £tz ~THEN HCOK BACK To W1, IT STOPS OR PELAYS
The EYE READING [T AS A CYCLE,

(e = pramms Rk )

= & STEHX PER 2ECoND! WE CANT GEF MUCH EASTER. THAN THIS BECAKSE —

i

N |
"Ez MAKE A WHEBL O A SPOKE APPEAR. 6 GO ARCUND IN A CIRCHE
WE NEED A MINIMUM OF 3 DRANINGS / POSITIONS

Two WonT Do T
[T JUST FLICKERS - A%

IN PRACTICE, IT WORKS OUT LIKE THS :

|SF STRIDE
__.-ﬁ',\tn_
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Tep oo VAt , . EASICALLY JUST GETTING THE
HERE ARE COUNTLESS VARIATIONS O THIS 2 DRAWINGS TO GO AROUND.

EXTREME
(P

OF COURSE IT WORES.W ITH SHORT CAZTZoNY FIGURES -
EXTREME ' e
o F"r} ﬁfDME

.
T oy B - el T i B
- B i 5 _..—':FFF._
ks -
e i . v — -
Sy 3 e .
o I':' = ’ 3 g 0
3 | o ) o : n . .,
J e ; . v i)
s i} - b Yy
Ly T !
:.' |'l II - - - . o ’
r
i ¥
| i I
-
£ - o

€ et

BUT 1T L STIH- WORK WITH A TALLER. FIG UCE -
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HERES The STANDAED VERSION FoE ERCAD LEG ACTION ON A 3 PRAWING RuN -
Pest fbg 245#@

o
PAcL Pos (it )

A YARIATION — 8ur stii-on The SAME PATTERN —

RS PDS ;

o

CONPART

{
AND VWHATS
To SteP US
BREAKING IT LIP.

HAvE 4 DRAWINGS
R ONE STEP -

AND HAVE
= PRAWINGS

R The OTHER.

Y~y

EXTAEHE THeze REALY ISHT A PASC FOSITION HERE EXZEIE

. 1T A PLIED |
WERE FAVOURING EAcH EXTREEVME .
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Anp WE CAN STill- GO EVEN FASTER -
WE CAN USE 3 POSITIONS FOR e FIBST STRIDE vd ONLY TWO FoR he NEXT,
i
HERES OUR FIRST 2 FOSITIONS ~ e CONTACT EKTREMES W ITH TWO INBETWEEN ASTIONS T2 2 2

LETS MAKE
THIS ExTRENE A

EXTRENE  DOWN PRIREME e

LY TN A Sl

CoNTACT CONTACT

Then ThKE EXTRAME™4 AND ONLY MAKE ONE INBETWERN BeTween (T aud sxrRewe ™1 (APALE T )

y .

RIGHERT P

ETene

EXTREME E’A{#TE}"@

THIS GIVES 1K
VIRTUALLY
(O STEPS
IN ASECOND
(G5 Acre )
~ AMOFULLY FAST -

ANP WE CAN SWITCH Faoii ONE SibE To The OTHER. WM The SHORTER CR LONGER STEP —

@ﬂ - PMWW%E“@ e FASTEST POSSIBLE RUN - (ﬁ;?ﬁﬂ %h%mf >=*- [2 STEpsS ,awm-;*-'%_:_

IN Tie 40% DiReCior Tex AVERY PUSHED Th LAMITS ~ INVENTIVELY DEFYVING
FRAVITY - GOING FASTER. 34l FASTER. FOR- s SPLIT SECOND GAGS ol THEY
WANTED TO GEF 2. DRAWING RUNS THAT WORKED .

CRODEAY | 1< -

CRTPEHE. PAE pog
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VilTH A TWO DRAWING RUN -

“THE PROELEM W TH The LEG ACTION IS THAL 18 GONG To FLICKEE
AND LEOK LIKE WHAT 1T 18 — JuST 2 DRAWIEE SHOWING MORE COR LESS AT ONCE -

I N / - DOUBLE
| /1] Pr @ EQUALS = Cy I ol
/\\)@ ' :_: ' ’r_.fh“;* e "‘- ,1" e "‘t* Tl SG?EEN

e W 5, e s s e 4_-.3::1_—- i

Fut THEY STIL WANTED 70 GET “the HUMANLY IMROSSIBLE SPEED —

ONE SOLUTION 1S NOT T PUT Hw PASSING FoSITION OF The LEGS IN Tl MIDDLE —
BUt 7O FAVOUR ~TWO OF Tue LEG POSITONS CLOSER TOCGETHER. .+ /

20 THAT The EYE READS —Hie TWO DRAWINGS 2d THEN 1T Tumes Tle ElG GAP -
PE. —

O

AND The WEIGHT- BEARING FEET ARE ALSC FRETTY CLOSE TOGETHEZR.

VERY ?--LE’U&K{
AND (TS TTie SAME THING WITH A BACK R FEONT VIEW -~

CopTier
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THE SAME IDEA WORIS PRETTY NICELY ONA Sl VIEW -~

BUT FOR A SIPE VIEW WITH A TALLER FIGURE WiTH LONGER LEES
ot i ¢ —r = : [Jh i
TS BEST 76 ReVEERT TO A 2 DRAWNG RuN.

Bl FRoM The FRONT OR.The. BACK VIBN The 2 DRAWING DEVICE WORKS
ASTONISHINGLY WELL. . NOT FOSSIBLE | Bur BEHEVABLE, ., |2 STERS N A s=Conp)

0, The ACTUAL. PASBING POSHION 1S OMITTED ~IMPHED —8Y Tae 2 CISE
TOGETHER, PRANINGS AT BACH END ~AND e BYE TumPS The GAP WHERE TUL PAS
FOSHTON WOWLD NoRMALY BE -
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“Thi SAME THING CAN BE
HELPED ALONG BY OVERLAPPNG

CONTRARY SHAPES -

ANCTHER. WAY TE DO e 2 DEAWING BUN |6 TD KegP VARYING T SILHCUETTES |
IS WE GO ALONG —THEN The EYE READS IT AS A SCRT OF CONVINCNG SERAMBLE ~

EXTREME

a [E3 - e E ST N T T e e
2 i~

EXTEME

ANOTHER TACTIC [S TO FLAIL The ARMS AECUND
FPANTICALLY — PROGRESSING e BODY 2id HEAD
LEAN FORWARD AS SHE GOES — OF BACKWARDS —
T PVEET The FYE 2¢d TAKE The CURSE CFF
Tle 2 PRAWING ‘FrLiCkepine Foost ACTION.

The HEAD Courb MOYE
IN A TIGHT CIRCLE ~
USING A MINIMUM G
4 DEAWNGS To Po IT.
- AND THAT CIECLE ACTION
CouLp ALSD PROSAESS
FORWARD — OREACK -
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[NCIPENTALYY, Hﬁﬁ%ﬁ» A SUCGESTION OF A PATTERN FOP. ARAMS FLAILING Du’ﬁwc
A RUN- QF ITE A RUN ONTWOS - THE AEMS WOULD FiAil TWICE AS SLOW AS Tlhe Eﬁﬂ"*’)

= ()

ﬁ’f ( G)

FOR. A FINAL VARIKTION ON A 2 DRANING uk — The FASTERT POKIBLE RUK ~
We CAN GET INTD BLURS .~

WE CAN HAVE JUST TWO PRAWNGS — (on owgs)
% W ITs CUITE EFFECTINE TO FILM THESE CN 2 FRAME DISSOLVES +—b

20 THE DEAWINGS ARE ONTWOS - FfoR 2 FRAMES EACH

BM SOFTENED BY The DISSOLVES PECaLrE
‘e |67 Wi

“THe ReCULT IS THAT
EVERY OTHER FRAME
(& A 50/6p IEUBLE
IMAGE EXPOSURE .

cPAME 1 & il Focud
FRAME 2213 s0/507,
FRAME 2 (S IN Focus
FRMME 4 1S Golso%,
FRAVE 5[5 JN Faid
. . = GIVES A SILKY
WE GW, OF COURSE,. ADD MORe BLUR FCSITIONS. SHFTENNG EFFECT
| YE FOUND THAT 2. FRAME DISSOLVES CAN BE
LISED IN ALL SORTS OF ACTION T SOFTEN THINGS
~ ESPECIALLY WHEN T ACTION 1S CLOSETOGEMEER. — [T ACTS AS A KIND OF VARNISH .
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SUMMING 1P ON RUNS

e e e gl b e T

@wﬁfECIPE)
I RUNS ARE ALWAYS ON ONES. (ercery for e 2 Fasne Mscive pevee)

- WRICH IS Rendly JUST A TRCK

2 WE CAN DO EVERYTHING WE DO ON WALKS
- BEXCEPT REDUCER - ROUGHLY BY HALF

2 ]S The HEAD PUMPING UP 2ud DOWN
DR ROCKING SIDE & <IDE 7
OR REVOLVING IN A SMALL. CIRCLE?

4 ARE The LEGS PUMPING UP dad DOWN ¢
OR PUSHING CUT BROADLY 72

5 ARE Tue ABMS To é’EGONFfN,ED?
STEFE DOWN The BODY 2 ~
OR. ARE THEY THRASHING AROUND IN EROAD ACTION .

WHAT 1S Tl BELT LINE DOING Y

SHOULD WE SPEND MORETIME IN The ARY
OL PO WE SPEND MORE TIME ON The GROUND?

8 WE SHOULD RE INVENTIVE, DARING , TAKE CHANCES!
T THEN OF COURSE - WHO 1S RUNNING 7

~

FAT ¢ GANESTER?
OLD 7 CRIPPLE
THIN BISHOP?
YOUNG” FINANCIER
ATHLETE 7 THIEF?
UNCOORD INATED CHILD?
SPINSTER 7 DRUNK 7
GLAMOUR. QUEEN.  HIPPY? :
Cop? Tlhe GUEEN OF N GLAND !

IO ANP OF COURSE, WHAT ARE THEY RUNNING FROM -
OR To< AND TO WHAT PURPCSE.,,

WiLL HAVE A PRAMATIC. EFFECT ON THE RUN.
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HereS AN exTeNDeD ( RUN JUMP, SKIP s LEA@ ON The NEXT 6 PACGER [m::w cm)

“THIS OLD LADY LOOKS A BIT LIKE AN ANIMATED ROAD MAP, BuT HER ACTON SHR BIGHT ON The BASICS-
EVERYTHING WENE BEEN TALKING ABOUT.

FIRST WE BUILD HER STARTING RUN - ON 45 - BEGINNING WiTH The CoNTACTR 71 & oud 9 -

SHE STARTS OUr WITH A VERY CONTAINED OLD PEEE@H& EuN - LIKE AN BEX-ATHLETE.

HEE. HEAD GOES UP 2 DOWN 20d ARDUND IN A TIGHT CIRCLE 20\~ (1P oF NosE

Y
AND HER HAND ACTION - £XTREMES T 4 2ud 8 - PUNCHES FORWARD - "3~ — LIKE A BOXERS -

HAVING WORKED OuT The BODY, HEAD, LEG 30 ARM ACTION, WE ADD The BOBBING PIGTAIL-
3ud CHIN ACTION 240 FLAPPING ANCIENT BREASTS LATER ~AS USUAL , POING ONE THING AT A TIME .
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SHE GOES UP ) DOWN MORE AS SHE TAKES BIGGER STEPS -

202



AND SHE GOES LOWER AS SkE PREPARES TO JUMP.. -

| | (29} 41 62 g5
CEEI—T OLP - FASHONED ,! |} ;

19207
MID AR SLIDE -
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232 &t (25) covmeT bt
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pit
(62) CoNTaCT

.......

INCIDENTALLY -
A BULE OF THUHME!

N o
K =5
z
b oyl g d
2, 4545
18659 o
- Sk Y
T2 =T g
T
D;n.ME, o
IR
.N_h._ﬂ__ﬂrr.ﬁ
Y 0388

(=]

{

&
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THS OLD LADY MAY LOOK A BIT LIKE A
WALKING ANATOMY (ESSON - BUT SHES
REAHY A Dack/mss/m:r/mr FERMUIA.

SHES A STANDAZD 403 HOLLY WooD PEAR
SHAPE , BUT W ITH KNEES aud ELBOWS -
24 WITH Thie. FLOPPY BAR.ETS . THERES
A CONTRANT BETWEEN SOFT aid HAED BITS.

HERES Fie PATTERN OF HER GIRLISH SKiP—

RUNS [N 2ud HOPS FROM HER. LEFT FooT AND LANDS ON Tae SMME LeFT FooT.
2 FRAMES LATER. HER. RIGHT Foot LANDS AND SHE HoPS FROMIT ded LANDS
ON flw. SAME RIGHT FOOT — "THEN IMMEDIATELY PuTS POWN The LEFT F0OT
3«3 HOPS FROM IT, LANDING ON Tl SAME LEFT FecT, Thien SAME Wﬂﬁﬂaﬁ!@frm
(Her BOPY KeePs REVERSING (TSELF )

Koy | X CeMTRCT

e HOTC G 25T FEsT ‘.

v HOPSONIEFrRoT g gu® =°
&3 57
[
& DpAwINGS T €0 cur Kcwmes ~x covmer
= b > EH:EE;%?J
&Y OIS on LETRGT ¢ P K
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A SKIP IS TWO BOUNCES ON ONE FOOT

é THERE ARE ALL KINDS OF SKIPS BUT The BASIC ONE (S
; STEP - HOP, STEP-HoP, STEP-HOP, STEP-HOF, ok
)
WHEN WE GO FORWARD OUR FOOT 4KIDS A BIiT.
®
L4 .
]
-
#
@
4
L
(]
! | STEP HGP
* ¢ WE STEP AND HOP ON ONE FooT -
\  THEN WE CHANGE FEET 2d HOP ON The CHER FooT
f ¢ USUALLY, WE TAKE TWICE AS LONG ON The STEP
R AS WE Do ON The SKIP.

OR WE HOP BROADLY LIKE flie OLP LADYS SKIP ( HOPPING ON (65 — ON oS )

GO POWN | HDVWHGPEVE?E* R | “ﬁfﬁv‘mﬁ&amﬂ ARD Yoy Hopr OVER
?goﬂam ;ﬁma CNThe SAME FooT ONTiie OTHER FocT LANDING ON THAT FeOT™

AMANY THINGS CAN HAPPEN WITHIN Toe ACTION — MCVEMENT OF ARMS, HEAD, FTC
T MAKE IT INTERESTING ~
“THERE ARE SO MANY VARIATIONS ~ VARICES TYPES — S0 MANY POSSIBILITIES .

A LITTLE GIRL SKIPPING BOPE USES A DeuBLE BOUNCE . WITH QUITE DEFINITE ACCENTS.
A PRIZEFIGHTER SKIPPING ROPE HARDLY LEAVES The GROUND. - HARDLY ANY MOVEMENTS.

“THERES A POUBLE BOUNCE ON EACH FeoT «Jvﬁm SLIGHT, VERY SLICK.
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e T ()
| LETS Say WEDOA SUBTLE SKIP WAKK ) o - | —

M—

NEWANT The FIGURE T© | STEP i HC’F',"
CHANGE FEET, STEP 2w HCJP’

-;Z -m.mffs FeeT, STEP aud H@P ete.
HAVING ACTED 1T 0T (ittic v Just DONE -
5 :«z:; ,ﬁua@ UND TL&RCCM To PO THIS )
.:é PSRN ﬂ?E; CQWGTE-

WHICH ONESY THERELL BE SEVERAL ../
Lyspee: The IMPORIANT ONES = FIRST STEP

AS WITH A NORMAL WALK , MAKE ThE CONTACT

7O MAIN CONTACT FOSITIONS . A\
K wn' ATS The TEMRO?T

'Ir‘ TEY :‘fdt WE:HL: 7@ ALE{QMGDATE ﬁﬂg{{f‘:&

| 2iECOND FOR. EACH
-Er> PO ITON 24"5 ( FlULL STEIDE

We MAKE Tae

f NOW WHAT Y
Answer: WELL, WEVE GOT 24 FRAMES.
LE19 PUT INTle NEXT 2 STEPP CONTACTS.
LETS MAKE THEM 8 FRAMES AFART -
THAT SivES US 2 CONRCIS PER SECOND
UHICH 1€ ABCUT WHAT IT WAS WHEN
o PPED ARCUND Tle BOCI )

LTS LEANE oUT The ABM ACTION FolR NOW.

= :H, fow Ail WE HAVE o Po 1S PUr iN
The PASSING POSITIONS BETWEEN EACH

L ilﬁ-n..-"{p.pf

T WAIT A MUNUTE, LEIS BE CLAVER -
o EREAK The ACTION UP A ElT-

__"“: WMAKE The ARM SWING AT ITS
DEST ON The 242 LWR}S!T@&“? m} 33

AND THAT WILL MAKE C{:}*JTACLTZQ%I 7 ﬁmﬁkﬁ
i PASSING POSTICNS FOR-The ARMS.

11 ‘l'r1

E

CH NOW WELL PUT IN The. FASSING PO SITIONS .

THEY WOULD NATURALLY GO JPOWN A BT
,;;,_:.r,:; =N EACH CONTACT.

ArND T *”if_' GIVES US 3 TOWIS PERSECCND
2V NG US A TTRIPLE BOUNCE DURING
f? & ’"’Vﬁ%ﬁfe STRIDE - WICE.

NOW ALL WE HAVE To Do IS MAKE
VTELLIGENT INBETWEENS CUSHICNING
Tls ABM SWINGS AT EACH END.
TS | WORKS WELL-ON TWOS ( Bur we .
D POLISH T FYRTHER. BY ADDING OlES
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\\ aci FOOT TAReS
BRI TORS,

&) |\ PASSING

I ALSO
WE'VE ALTEEED
The HEAD ANGLE
ON The FIRST THIE
OF The WALK
TO LIMEER
THINGS [P

A LITTLE.
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4= | Gc?t_,s LD ALTER e TIMING ON A SKIP f A SHP IS KIND OF IIKE A REYTHMIC DANCE
[ WE HAD THIS - \ - A WALKING DANCE.

8 mevis EFms . g 8 Change foot & & 8 &
Hop  HoOP HoP HoP ™ HoP Hc ’
{ A f,»' ol i tﬁi’D ) H *"'“.F |IL *:]
o __ HoP KoP
Chawv ge feeT Cbﬂe-;g-;f foot

EUT TO CHANGE the RHYTHM SLIGHTLY, IT COULD BE -

8 B Ofms 8 Chwmgefol g g (OFws ©
HOP  HoP 0P Heop T N D LA y \
~— HOP . HoP  Hop ~ HoP  HoP
{;ﬁgmﬁe fooT Ch é'i'u(j e Ticﬂ“

-
[ . / IN A BROAD JUMP The PERSON STARTS WIHA RUN aud WHILE RUNNING
WOEKS INTo AN ANTICIPATION. C NICE T HAVE The SPINE SHAPE KEEP REVERSING

il
e h g
1 i
i .I e,
- et P L

B SRR MR QU e, N TICTRE TP T STIPRRPRY PRE TRTEL N L W WP

FZUNS GOES UpP FOES Do S HES POIN COMES
N To GO DOWN T GO Up . Gm%m = up

SAME SCRT CF THING IN A HURDLE , The BUNNER (S MAKING PROGEESS —
BUT FAUSES JUST LONG ENOUGH To CLEAR i HURDLE ~ QUIME Sitd(LAR.
(O A HORSE IN A HORSE SHOW -~

Pl =D AFPART FRf L".-Lfi.f.-?#il"i-'

ANTICIPATES Dow FUSHING HIS HEAD FORWARD
HE_Ps Him e oVER.

HE'L REACH *amfi STRETCH dudl LAND ;a&-;-a:) GO INTD A PUN AGAIN.
THERE 1S ANTICIPATION EUT 1T POESNT LAST VERY LONG:- .
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GET LLOTS OF LEAN INTO The BODIES.

THERES AN OLD ‘GOLPEN AGE " ANIMATION MAXIM * [/

WHEN You THINK YOUVE GONE FAR ENCUGH - GO TWICE AS FAR.

THEN THEY SAY, 17 (TS T2 FAR -You CAN ALWAYS Pl IT BACK LATER!
WELL, | NEVER. SAW ANYONE Pull- (T EACK.

EEHMG} BELLIGERENT, I'D SAY, WELL You CAN ALWAYS INCEEASE 1T LATER .
(LAND | NEVER SAW ANYONE INCREASE ITLATER EITHER )

ANYWAY, T HELPS T© GET [OTS OF LEAN INTE The BOPIES,

A CARTOONY " TP LIKE THIS WORKS FINE, ABMACTION IS GCOD, LEGS ARE OK.

: b
L P - -
R !
i |'| K |
|~ '.__. 4
¥ 2

CoNTACT

7 KEEP CONTACT

ElT LETS DELAY ONE oF The LEGS -

CONTACT

~HELPS BREAK IT UP WITH MORE ACTION WITHIN The Jlim P

@aém/; ON A JUMF

TE;AVSJ.D FLOATING wd GINE WEIGHT -

IF A PERSON JUMPS IN The AR

WEVE GOT T GET ACTION WITHIN The GENERAL ACTION.
GET The ARNS GOING-

OR The FEET GOING

WITHIN The GENERAL JUME.

THIS HELPS GIVE [T WEIGHT aud AVOIDS FLOATING .

213



LETS TAKE Z JUMFS STARTING FEOM A STANDING ROSITION:
SECOTH TAKE ABOUT The SAME TIME = | /4 SECONES T8 DO The JUUF

TS GOING T BE BASIER

T SHOW THIS WITH

CARTEON CHABACTER
PECPORTIONS.

THIS IS JUMP IS ONTVOS,
[ BUT OF COURSE, ONES
| CouLp BE ADDED iN
| TE VARNISH 1T

NOTHING WRONG W ITH (T~
[T FUNCTIONS WELL-.
I HE T BECAUSE
TS NoT CVERAN INATED.
- E;Jf“fi’:'ff_’”ifﬁ: CLEAR v SOLID

Bur NOW LETS LOOSEN
Tlie WHOLE THING LiP -

WE CsN GO QUITEFAR
BY PI-ANNING [T ON CNES
2 ADDING IN
MORE STRETCH -
MORE COMPRESSICN -
DEAYED FARTS -
MORE ARM REVERSALS -
SHIRT, ANY ExTRA BITS.

Tl BESULT (S MUCH
MORE FLUID 2u) HOOSE
{f 2ud Cl;391"'!Lc?ﬂfF}’)

TS ALL-A MATTER OF TASTE
TS WHAT You LIKE dad

HOW MUCH o HOW L ITrLE

YOU LSE THESE DEVICES

TO GET YOUR. RERULT.

.
2 o 1S FeiT 'S
EUT HARDLY SEEN
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Achm, 7 20
(€ FELT Bur
HARDLY SEEN

v
N 2L 234
b fly

27293133 37

et
s

zfﬁ 24 ‘-fic ;,; ‘:L S g‘f“gé % A0
oo
5 (enTwos )
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(887 Eadweard Mu y bri IL'::' e HUMAN AND ANIMAL LOCOMOTION

L..lll-l‘ ‘H__

-

The MUYBRIDGE BOCKS ARE A TREASURE ﬂia'i;lvg CF ACTICN INFCEMATION. THERES NeVER BEEN
ANYTHING LIKE THEM BERCRE OR SINCE. SHOCTING The ACTION IN FRONT CF E?U EROUID GRIDS
SHOWS US JUST WHERE the UPS aud Tlie DOWNS ARE ON The DIFFERENT PARTS cF The BODY.

216




FLEXIBILITY

AS | SEEIT, THERE ARE Z EBlIG ANIMATION FLAWS -

WE EITHER. HAVE The KING KONG EFFECT
WHERE EVERY THING MOVER AROUND
The SAME AMOUNT
@®
EVERYTHING (S FLASHING ARCUND
Al OVER. The PLACE

&

WE WANT T HAVE A STABLE IMAGE
ang STILL HAVE FLEXIBILTY

AN,D
THIS IS HOW WE GET (T

“The FOLLOWING DEVICES ARE GUARANTEED TO LIMEER UF LCONEN UP 24
GINE SNAP 268 V ITALITY TO OUR PERFOBMANCE WHILE IKEEPING The FIGURE
STABLE 2ud SOLID.
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NEVE ALREADY INTRODUCED SOME OF THESE DEVICES WITH WALKS 2ud KUAS,
BUT | WANT TO TAKE BACH OF THEM SEPARATELY 2¢d DIG INTC THEM.

FIRST, @74; QRF%&KR?D@

A GREAT WAY TO GET FLEXIBILITY [S WHERE WE B2 GOING T& PLACE

The BPEAKDOWN DRANNG
OR FASSING POSITION

OR MIDPDLE POSITION
OR INTERMEDIATE RRITION
( WHATEVER You WANT T CALL T )

~ BETWEEN 2Z EXTREMES .

WHERE DO WE GO IN The MIDDLES CRUCIAL! AS WE\E SEEN WitH The WALKS,
[T GVES CHARACTER To The MOVE. ITS A TRAVELLER — A TRAUSITIONAL RXSITION.
AND WHERE WE PUT (T 1S SO IMFORTANT. IS The SECRET OF ANIMATION, | TELLYOU !

[T STOFS THINGS JUST GOING BORINGLY FRoM A + E.
GO SOMEWHERE FELSE THATS INTERESTING EN RAOITE FROM A T B.

EMERY HAWKINS, A MASTER ANIMATOR OF 'CHANGE' SAID To ME

"PICK, PONT GO FROM A 10 B.
GO FROM A 1o X1o E.
GO FEOM A fo & 1o E. )
GO SOMEWHERE ElSE IN the MipDLE!”

A SIMPLE , FOWERFUL TAOL -

| FIRST GOT OO THIS BY WORKING WITH KN HARRIS  WHEN HED CuT uP My
PRAWINGS . OR RITS OF THEM, md HE'D STICK THEM DOWN IN A PIFFERNT PLACE.

| ENPED UP FEELING SO STRONGLY ABOUT The BREAKPOKN THAT FOR YEARS
| WENT AROUND RANTING 200 RAYING THAT | COULD WRITE A WHOLE BOOK ABOUT (T.
(LT HAS ONLY JUST OCCURRED To> ME THAT TwiS < IT”)

LETS TAKE CUR

2 EXTREMES
CF A MAN

GOING FROM

HAPPY1te SAD --

Put IN The.
MIDDLE FOSTICN
WHERE IT
wWoulb BE

LGGICALLY —

OK, BUT JuLL
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RREAKCOWN — EXTREME

e u —— I
<IZHT LETS GO
SO EWHERE ELSE

= MORE INTEREST.
The MIDDLE |

PMORE "CHANGE”

e ould EVEN JUST
Maee e SAME MOUTH
Gar L ELAY The CHANGE -

— A QUICKER CHANSE
- MORE VITALITY

o Tee CONVERSE -
g0 The CHANGE

i

A GUICKER
LN HA PPINESS.

LET 5 Keel
T DAME NMOHTH
’:&«swy ?ﬁfﬁi“f .Fr. uP -

— AT WOLLD AFFECT
The CHEEKS aud
MABE e EVES

AND GriveE MORE
CHANGE 75 UNEAPPY

_ KEgf
e JAME MOUTH
LT BRI DOWN

— T wouLb
DISTEND Tae FACE
STRETCHING
The Clprks, NOSE, EYES.

| CETAKE
e JEHAPPY MOUTH
e é%{@g‘-{ f T‘,{,}F" -

= A TOTALLY
PIFFERENT CHANGE

R p GULP: .
ses PUSHIT YR -

STRAGHT
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DO WE GO ypP
ON ONE SIDEZ

INCREASE
The SMILEZ

PEPUCE ITS

LETS REPUCE
The
UNHAFRPY MOUTH

EVEN JUST
A SIMPLE BLINK

WE CAN START
TO STRETCH THINGS

LETS START
10 Be
IMAGINATIVE ..

220

EXTIREME

BREAKDOWN

EXTREME

THINKS
AROUTIT,

i

. FALSE
CONFIDENCE

HMMM...

I

i

—  GIVES SoME
MORILITY

I

OCOPS,

SOMETHING | ETS
IR

HAD A DRINK 7

i

_ YouR SECET IS
SAFE W TH ME



EXTEEME  BEREAKDOWN EXTREME
WE CAN GO g .
ON LIKE THIS d | O
FOREVER ¢« .

THi<' D BE BErTER
IN EEVERKE.,.

JUST A SIMPLE
TILT TG iT .

@ON&;;L:I_ SfCJND

WHERE WE GO WITH The MIDDLE ‘TMVELMM&K POSITION
HAS A PROFOUND EFFECT ON The ACTION ¢ CHARACTER .

| HANG MY HAT ON THIS! |
JMAKE The EXTREMES (0B Contacts) THEN Hie BREAKDOWN ((Of-
PASSING POSITION .) THEN MakE The NEXT BREMNKDOWN BETWEEN
The EXTREME 3w Tlw MAIN ERFAKDOWN . KEEP BEREAKING [T
DOWN INTC EVER SMALLER BITS.
(THEN DO SEPARATE " STRAIGHT -AHEAD' RUNS ON SEFARATE 3;@
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Z0 YEARS AGO WHEN [ WAS FIRST CATCHING ON TO Al THIS STUFF | WORKED BRIEFLY
WITH ARE LEVITON, KEN HARRIS's EARLY PROTEGE. ARE DREW BEAUTIFULLY 2ud | WAS

(MPRESSED BY ROTH The QQUALITY AND The QUANTITY OF His WORK. FAST AND GiaoD;
WORKING: ON TouGH STUFF, ABE PROPUCED 20 To 25 SECONDS A WEEK WHILE The
OTHERS MANAGED T STRUGGLE THROUGH 5 SECONFS . AND ABES WAS EETTER -

| ALWAYS REMEMBER ABE SAVING TO ME ON A TUESDAY *
“ DItk , IVE PONE ALL The EXTREMES .

TOMOREOW ['M GONG TO BREAKTHEM ALL DCWN y
THEN The PEST OF The WEEK I'LL APP IN-The BITS 2ud PIECES .

AGAIN A

f

LETS SA JUsr
A HEAD PUTTING
JUST B AKETIN
MOVER | _
IN Tl
FORWARD - MIPPLE
A BT~ (S PUH-
DN W
CAN c,qNE
DO THIS -~ POTHIS -

THIS (1S The BAW [DEA.-

; GIES U<
WECAN DO IT
VERY SURTLY ‘*MEEE Bﬂg{gﬁ ,
OF WE CAN D> 1T Fole ode B
BROADLY ' | '
— GIVES US MOVEMENT WITHIN A MCVEMENT.
| FutleD AFART -
AGAIN,
GONG
FROM
HeRe
T
HEEE -
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KEN HARRIS WOULD OFTeN DO A VERY INTERESTING THING

AVOIDING
Tlee MIDPLE. .
E{jﬁjméﬁ i)

THOUEH HE WAS VERY CONFIDENT OF #IS
ANIMATION ABILITIES , KEN HAD LESS
CONF IDENCE [N HIS DRAWING -

He LIKED TO MAKE FULL USE OF The
ROUGH SKETCHES BY CHUCK JONES, HIS
DIRECTOR. AT WARNEES - 2¢0 LATER CN,
MY DIRECTING DEAWINGS .

'D OFTEN FIND KEN MAKING AN EXACT
TRACING OF MY DRAWING'A' 0r'B" 240 LISING
1T AS Thhe PASRING FOSITICN -(O% BREAIDONN )

Butr HED FLACE ITTo FAVOUR PEANING A’ LIKE
_ THIS T

OR HED FLACE IT To FAVOUR. PRAWNG B LIKE
THiC ™

FAR FROM BEING A IMITATION, THS
ACTUALLY WAS AN ARSET To KEN. IT GAYE
HIS WORK A STABIHITY .~ INSTEAD ¢F HAVING
FACILE DEAWINGS FLASHING ARCUND ALL-
OVEE The PLACE —OVERANIMATING .

WATCHING HIM TO THIS — Jud SEEING fie RESULTS, | GRADUAWLY LEARNED
TO UNDERSTATE 2e) GET SUBTLE MOVEMENT WHICH WAS STiLL LINBER'

(Sf'm PLE OVERLA@

SAY WE HAVE AND HE
A MAN WITH LEANS
A TURBAN - FOPWAED
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[ F WE Tt e HEAD f‘f’fg}‘_
IN The MIDDLE - 'ﬁi-i-’!
MAKE IT CLOSER o 71
WE GET THIS
WITH The HEAD -
Aic L-OCK WHAT HAPPENS
TO Tl TUREAN MASS -

175 SHACK IN flve MIDDLE.

T VA
THS CREATES o WE'VE LUSED
A AT N (] - 0 WEVE dSED
LA Tite REST WOULD BE
OF The MASSER s snlfiie
ON A vezy |
CIMPLE MOVE - \\/, IN BETWEENS.

WE'VE DONE ﬁﬂrz’; ON A BLAND DESIGN OF A SIMPLE CHARACTER - WITH NO CHANGE
OF EXPERETSION ~ NOT EVEN A BLINK - MAKING A VERY OEDINARY MOVE.
AND YET IT WILL HAVE A LOT OF LIFE JUST BECAUSE OF The SFACING .

Sh) WE LOCK FOR WAYS T PLACE e MIDDLE BPEAK POWN POSITION -
(OR PCRITIONS ) WHERE WE CAN GET AN OVERLAP OF The [MASSES.

= MOVEMENT WITHIN MCYEMENT .
4 DPAWING OVERLAP on A CAHFORNIA -ISSuE MOUSE

s .Ilr I

) e

(1]
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PROAGRESSED FORWALD

— 7
CONTINUES FORWARD The

S AMOUNT TILTED TPOWN

JTLST A BIT MOEE.

7 1 1 '
BULS BACK TILTING DO



OF CousE, THS BREAKPOWN FOSTICN KIND OF THING CAN GET Out OF HAND.
LIKE EVERYTHING ELSE, ITS HOW, WHEN aud WHERE wWE USE (T,

WHEN | WAS ASSSTING KeN
HAREIS Dud THECE'D BE A HAND |

SEFLING LIKETHS - ’/j - i

T '_""'“\ B
.
-+
E
.
N
- 1D START BEING CLEVER 2ud
THROW The BREAKDOWN CFF
LiKE THIS ~ / il
, t " A Z

KN WOULD FEEAK cur " GoppAMN IT, DICK, | _JUST WANT A STRAGHT INBETWEEN |

N THERE [ JUST GIVE ME A STRAGHT INBETWEEN! THE GUY JUST BELAXER HIS HAND,

| DONT WANT ALL THIS CRAZY FLASHING ARCUND ALL- OVER fie PLACE KIND OF Stuee!”
( KeN HAD AWEIY Gool TASTE.)

BUr WHEN | DID GET TO KNOW HOW, WHEN 2ud WHERE TO USE IT, | CANALMEST
SAY | MADE MY LIVING WITH The BREAKDOWN DPRAW NG,

[ OFTEN HAD TO PRODUCE MASSIVE AMOUNTS COF FOOTAGE AT The LAST MINUTE.
| BECAME' The TELEPHONE ANIMATOR' ANIMATING AT The SAME TiME AS TOING
The BUSINESS ON The PHONE.  C:LIENTS WOLLD BANT, ‘Wi CAME T You BECAVSE

OF HIGH STANDAEDS ~ WE DONT CARE (F Youiz MANS 1N The HOSPITAL OR IN
TIRBUKTOO —ITS YOUR SHINGLE ON The DOCR., BUSTER , —YOU FIX [T 7

WE USUALLY HAD GOOD STORYTELLING KEYS ud EXTREAES, SO Al | HAD T PO

WAS JOIN A LOT OF STUFF UP IN AN INTERESTING WAY. | FOUND THAT ALMOST
ANYTHING WL WORK.  PUT IT SOMEWHER £ ELSE IN The MIDDLE | FAIRLY
INTELIHGENTLY. IT NEVER LET ME DOWN.

OF COURSE, THE WOEK WOLIINT BE AS GCOD AS 1 1D HAD the TIME &> ANALYSE
Sud THINK WHAT Fhe HELL | WAS DOING, BUT AT & IN Tle MORNING. WITH JET LAG,
HOLDING Tae LAE BATH aud A GRUMPY CLIENT PRONING IN 4 HOURS, ITGETS YOU THRCUGH.
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NOW wWE COME To A DIFFEEENT THING WITH A S IMILAE. NAME -

CO ERLAPPING A@@

THIS IS WHERE THINGS MOVE IN FARPTS .
~WHERE EVERYTHING DOES NOT HAPFEN 747:“ The SAVE TIME,

TAKE A HOLLYWCOP BUL-DCG TURNING
@Hf CiAy ARCLND TTes SEE g@;’ﬂﬁﬂﬂﬁ@ -

s J“ aw;f@ wxq_

HIS HEAD ARRIVES Eut (S JOWLS aud B8PS THEN SEfTLE
DRAG AL HE AT 113 ARRIVE LATE DOWN 10 NORMAL
TERNS PESTINATION Dt KEEP ON GOING ./ HouTH MicdT Keep el
GG!NC. *’#&f—’iﬁ;:u’w&#?)
W IGELE
kTS
THE JAPCON 1< - 7’ ke JOWLS w EARS DRAG THEYRE e RESULT ¢ Tie MAN ACTION

5l THEN ThEY FOLLOW THROUGH? - GeNeeaTED BY The MAIN ACTION.
OVERLAPPING ACTION” MEANS Oz PART STARTS FIRST 2nd OTHER PARTS FOLLOW.

LETS TRKE A TY PICAL UITTERLY BLAND, BORING DESIGH LIKE THEY HAD FOR TV COMMERCALS

IN The, 16505 .
.
CEEATIRE | o WOEK
1€ GOING 1A HH
T TURN N
) FACE US.

226



We Could> CONTRIBUTE T The BOREDOM BY PUTTING IN AN ECUIALLY PULL- BREAKDCIN
RIGHT IN The MIDDLE 2ud GO HOME,

AS MILT KAHL SAID," THE MOST DIFFICULT THING TO PO IN ANIMATION IS NCTHING,
~ YOU KNOW, THATS A VERY TRIUE STATEMENT.

RIGHT, BT HERES HON WE CAN MAKE 'NOTHING AT LERST INTERERTING...
WE CAN TAKE The CURSE OFF THIS VERY ORDINARY BIT OF ACTION
- BY SIMPLY BREAKING The ACTION INTO PARTS.

FASS PoS .
¥

v

THE EYES WCHLD SO LETS SIMPLY MOVE  DELAYTeHEAD THEN LETS MOVEThe  THEN EVERYTHING

PROEARLY MCVE The FoCT FIRST 200 The REST  STOMACH g HIPS, SETTLES
FIRST, BuT WERE STILL DELAY The HEAD w0 The HERD
STUCK WITH DOTS ~ BUT THEOW IN A BLINK - FoLLOWS LAST:

SINCE MOST OF oUR. BODY ACTIONS START ERCYI The HIFS ...

FASS PO

STOMACH %;I,LL DELAY Gﬁﬂmwgw g ?ms
EXT. H ) (D TURN.
P FAD - THROW IN A SLOW
BLINK
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WE HAYENT EVEN TILTED HIS HEAD OR CHANGED HIS EXPRESSION —BUT
ZINLY BY OVERLAPPING PARTS WEVE INTECTED LIFE INTO A PEDESTRIAN SHUATION.

-

i

i1 |
=g i‘\
HEAD [STURNING  The OERFCOT  WEIGHT, CHEST

AS HE STEPS BACK  STEPS OVEE. 2ud STOMACH
SLIGHTLY AS WEIGHT CONTINUVE

(S SHIFTING GIER AS HiE SETTLES .

}

WE CAN GO ON LIKE THIS FOREVER. ...

FASS A8

I
FooT SLIDES O2 ARHMS ouUtT WINKS
RIGHT Ay, AS BCDY TURNS  AS ARM SWINGS
DELAY The HEAD PELAY The HEAD FORWAED
HEAD STHL.
PELAYED

228



NE MATTER HOW DEADLY The ACTION (S TH&T&“ CALLED FoP.~WE CAN MAKE [T
MOEE INTERESTING BY OVEERLAPPING -

|

<N,
LETS TURN e NOW LETS HiPR FoLLOW SLIDES OTHER
EAD FIRST MOVE WHAT The SHOULDERS FoosT SLIGHTLY
g RLINK HiM SHOULDERS AS HE STEPS ol SETLES

HE HAS

TUST ONE LITTLE DETAIL. THATS DIFFERENT Wik CHANGE EVEEYTHING .

FASE HR

SHIFTS WEIGHT SHIFTS WEIGHT
TS ONESIPE To OTHER SIDE
AS HE TURNS:
HEAD .
FeoT I8 SLIDING OVER .
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o)

(& | TO MAKE EVEN The DULLEST ACTION OR. FIGURE INTERESTIN G,
WE EEEAK The. BODY INTD SECTIONS — INTE DIFFERENT ENTITIES
wd MOVE SECTIONS - ONE AT A TIME, CONSTANTLY OVERLAPPING:

f.-“'

Tlhe HEAD (:‘ -
The SHovLDeEs (W)
The CHEST (/
“The ARME
“The PELVIS

DRAPERY

Flte [LEGS

g
./

AND Wi CAN BREAK IT UP INTE EVEN SIMALLER. SECTIONS IF Wk LIKE .
@ch LUSION®)

Bl e el

FEOPLE UNFOLD, ONE PART STARTS FIRST, GHENERATING o, ENERGY
FOROTHER. PARTS TO FOLLOW — WHICH THEN 'EOLLOW THROUGY ¢

WHEN A FIGURE GOES FROM ONE PLACE Te> ANOTHER.., A NUMBER OF
THINGS TAKE PLACE 2ud EVERYTHING (SNT HAPPENING AT Yl SAME TIME,
WE HOLD BACK Ol AN ACTION. "THINGS DENT START CR END AT The SAME TIME.
VARIOUS PARTS OF The BODY OVERIAP EACH OTHER, SO THIS IS WHATS
CALLED IN The CRAFT — “OVER LAPPING ACTION

zme . e
. ﬁf@ﬁﬁ LOMNT%&AU?O@

TRERES NOT MUCH T SAY
ABCUT COUNTERACTION.
OBYIOUSLY
WE DO IT NATURALLY
TO BALANCE CURSELVES.

ONE PART GOES FOEWARD
AS ANGTHER. [ART BALANCES
BY CoOiNGBACK.

-0k ONE FART COES LIP
A8 ANCTHEE BALANCES
EY GOING BOWN.
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NOW WE CONE To ONE OF The MOST FASCINATING PEVICES IN ANIMATION —

EBREAKING OF _JoOINTS
TO GIVE FLEXIEILITY

AND EVEN MOEE INTERESTING *

SUCCESSIVE EEEMG,\E}
JOINTS T0 GIVE FLEXIEBILITY

Lo WE KEEP ON DoNG (T To LOOSEN THINGS UP.

(TS QUITE A MOUTHFUL. “THE PIoNEER. DISNEY ANIMATORS DISCOVERED THIS DEVICE ud
ALL The GOOD GUYS WERE DOINGIT, BUT ART BABEITT WAS The ONE WHO C.AVE ITA NAME,

WHEN | NOTICED MILT KﬁHL DOING IT | REMARKED ON (1, 2ud MILT SAID OH WELL,
YOUVE GOT 1o DO THAT.” ITHINK IF 1D SAID " OH, NCTHCE THAT }/c:?ugz;,: EEEMIN@G

The JOINTS HERE SHCCESSIVELY IN ORDER T¢ e GWE FLEXIBILITY ” HED HAVE N
ME OUT OF Tie. RCOM. TR

TS NOT WHAT 1TS CALLED - BUT WHAT IS 1T
PUT SIPLY, TS THIS -

WHEN AN ARN The HAND WiLL
GOER LP KEEP ON GOING
a-LLL'J _ BuT
IS GOINGTO The EL-BOW JOINT
COME BACK EENDS 0B BREAKS’
DOWN AGAIN — GONG BACK INThe

COPPCSITE DIEBECTION |
— STABTING ON TS
WAY BACK TOWN .

\BPEAKING MEANS BENDING The JOINT WHETHER OE Nc:::-T T WOULD ACTUALLY
BEND IN BEALITY.

AND THEN WERE GOING TO KEEP ON DOING (T CTGNT?NLEOLPSX-Y SSucQESSIVELY -
To MAKE THINGS LLIMBER.
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CRIM NATWICK , The Fne&r ANIMATOR. To REALLY DRAW WOMEN |, ALWAYS SAID,
'CUBVES ABE BEAUTIFLL T WATCH !

IN The 16205 C—}EJMS FRIEND, ANIMATOE BILNOLAN DEVELOPED \RLEBER HOSE! ANIMATION.
1T INAS NOVEL aud FUNNY SINCE NOBODY HAD ANY BONES 2ud EVERYTHING FLOWED WITH
ENDLESS CUBVING ACTIONS - LOTS OF VARIATIONS ON FIGURE 8 K EOUND FIGUERES MAKING

ROUNDED ACTIONS.

EUt NOW WE CAN GET CURVES WITH STRAIGHT LINES !

SHCCESSIVE BREAKING JOINTS ENARLE US TO GET The EFFECT OF CURVED ACTION
BY HS!NG STRAIGHT LINERS,

WE PE rFREED R?EEVEE FIZOM The TYRANNY OF HAVING TO ANIMATE PUBEERY HFIGUEES,
| ALWAYS FIGURED THAT “DRAWINGS THAT WALK 2ud TALK” SHOULD BE ANY 77P£ OF FIGURE
H‘J ANY <17 }fLE MADE OF FLESH AND BONES. “THIS OPENS UF A PﬁNbOEAS ECX CF St
WHAT A ’Tcmf‘ WE CAN HAVE BCONES 2ud STRAIGHTS  IN OUR EIGUPES 2w STiLL HAVE

FLUD, FLOWING MOYEMENT

SAY WE
INBETWEEN -
THIS ARM A 1

GONG (iP _
i
B | MIGHT
STRAIGHT HELPIT BV
N BETWEEN _. PRAGCING.
PASS FES. T HAND

ITS GOING To BE STIEFAS A BOARD. 'S STILL AWFLILLY RIGID.
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WE WONT DUCK the PRORLEM WITH A RUBRERISED ARM -

BUT WEL-
BREAK ( BEND)

1he JONTS
STAETING WiTH
flie ELBOW

EREAKDOWN
O PASS POEs

{E?]

|
:’-:1]":11 ¢ E:E!EEA H

IT ACGAIN ;..

+iie HAND

f< JUsT
ﬂég;u; —

| -y i
,, e BICFAK (f /
.

IT AGAIN . THEN The

SN WRIST

q AREIVES

l BEFCEE
//“?/;7'\ e HAND

e [_COK WHERE
THISHAND IS

e

SuT DELAY
_me‘.ﬂﬂ HJJ:!L'“HJI F..J

INTHIS EXAMPLE ALk The BENDS ORBREAKS ARE PHYS(CALLY FOSSIBLE.
WE HAVENT HAD TO ACTUHALLY BEND OR BREAK ANYTHING The WRONG WAY YEI .

( BUT WECAN )
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LETS DO 1T AGAIN : The ELBOW LEADS % The JOWNTS BREAK IN SUCCESSION —

WEDIP TS, SR 5
LCOK AT Y .

.

/1 ALWAYS THINKOF T
ACDOS EQQUISY
— DHUBLE X
MEXICAN BEER
The ELEOW

LEADS —

OF COURSE HIS \
Eopy Wil Mare
HiiGE£ MoEs
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A THING TO RPEMEMBER IN BREAKING The TJOINTS SUCCESSIVELY IS -

WHERE DOES The ACTION START €

WHAT STARIS MOVING FIRSTT N

1S 1T Ale ELROW P The HIFR? The SHOULDER? HEAD:
IN MOST BIG ACTIONS OF The BODY The SOURCE The START OF The ACTION IS iN The HIRS.

DANCERS SAY 3 -

O FROM YO f-HPS;. LOVE.
FROM e HIPS , PEARIE. a4

TAKE A MAN SLAPPING A TABLE: The ACTICN STARTS FROM HIS HIFC -

W

J

LEANS FORWARD HiPS START MOVING ELEOW BREAKS DOWN Py Bantl
ANTICI PATING Hif OVER 2t UP. As HAVD COMTINDES LP, T
HIS MOVE THEN Tié Tl Boby is ZIN
EACKWARDS Beic UF -~ ELEOW LEADS STARTING POWN NOW.

WE HAVE LOTS OF LEEWAY T ACCENTUATE 2ul EXAGGERATE BREAKING JONTS
BECAUSE 1T HAPPENS ALL-Tue TIME IN REALITY.
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LETS KEEP ON HITTING Tl TABLE - S -
ITS AN AWELLLY GCOD EXAMPLE OF How WE CAN ACHIEVE The SAME FLEXIEILTY
AS'RUBRBER HOSE" ANIMATION EBY BREAKING The JoINTS WHEREVER. WE CAN ~

GOING Up — The ELBEW LEADS 9udThe HAND PEAGS.

FE HAND
< CLEE
T ﬁ’&'}f

Lo
WHEEE oyg —%
MIEDLE
POSITION 15 ™

Lok AT -The: STUFF
(HOING ON IN HEEE —

AN
e O
%%EE:E
73 |
MICDLE P
POSIMION I

Tie LAST _
1he. ARM (S DOWN BUT The.
INGERS ARE STHAL- DELAYED,
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ONE MOEE TIME — SHOWING The IDEA SIMPLY.
NOW HES GONG TO BANG HE EIST ON-The TARLE -

ST ARM GOES POWN HAND IS STl FOREARM
ELBOW GOMG uP AS HAND CONTINUES UP GONG UP SNAPS DOWN
T N AS ELBOW ~— PROBARLY
“ NO

SPEEDS DOWN

INBETWEENS
ToThe
IMPACT.

S

AR O The PRECEEDING PAGE

“The ELEOW HITS The TABLE
FIRST —

FOH-OWED BY Tie FOREARM
Auel FIST

= MORE UNFOLDING.

e s R S D i

ff“ A,Lf ﬁwaJO/é{T‘f“ ::30 NOT BREAK AT The SAM!’" ﬁw-*
WE":L L GET ALL The FLEXIBILITY WE'LL EVEF" NEED

ITS LIKE WHAT WE DO WHEN WE MAKE A PeNCIL APPEAE PURBEERY.

AND TS JUST WHAT A BALINESE, HINDU CR CRIENTAL TEMPLE DANCER OF. A VAL DEVILLE
ECCENTRIC. DANCER. POES - ~AND 7 REDASTAIRE!  THEYVE ONLY GOl STRAIGHT BONES
aud TOINTS TO WORK WITH =Ty GIVE The IELUSICN OF CURVACEOUS, LINBER. MCVEMENT
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BEATING ON A BASS DRUM HAS A VERY <IMILAR. ACTION TO SHACKING The TABLE.

“THIS BENT JOINT BUSINEST CAN FCOK AWFULY COMPLICATED AT FIRST Bur You COUCKLY
GET USEDTO ITaud USE IT EVERY CHANCE You GET, |T BECOMES SECOND NATURE 2ud SIMPLE.

IN REALISM —
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OF COURSE, PRUMMERS DO Al KINDS OF SPINS aud FLOVIRISHES -
EUT THIS IS The BASIC PATTERN - ~7 (&)

GOING UpP— COMING DOYN -

We Coulb GO

STRAEHT FROMF 7 %
OB APD IN 7 74

[ j JI/ —m |§|| ]f i F ; *’; FE ﬁf%‘i’! cOULP
\ ¢ ELBOW - APRIVE SAME AS 75
| LEADS l. i / BUT DELAY Tl HANP

\ J THEOUGHOUT \ \ 3 : AN DRUNSTICK.

| / \ | Thic icfive PATTERN ~The [DEA
W \ (TS NOT VERYGODD SPACING -
WHiCH NEEDS MORS VARIETY.

RESutt:  CUBVACEQS, UNFOLDING NCVEMENT — MADE WITH A RULER.
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AN ORCHESTRA CONDUCTOR EREAKS JOINTS iN SUCCESSION LIKE CRAZY.

\

ELEOW GOES FORWARD Ao HAND ad BATON GO BACK. WRIST BRIAKS FERWARD
AS ELBOW, FINGERS | EATON GO BACK .

LTS TaiE Tl VERY BROAD ACTION CF A MIN SLAPPING CUT A MUSICAL BEAT.
© Ay

=F

' # o ._:-__.__,_.._-: o= 2

EALC ARLH
=T N8
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AND THIS IS A REDUCED ACTICN FOR A CONDUCTOR. ..,

.

WRIST BREANS BACK AS FINGERS HAND 20 WRIST €0 BACK
AL ELBOW GOES BACK FUBTHER et BATON CONTINUE FOERARD AS ELBOW ARRIYES FoRWARD:

2wl ELEOW STARGS FORWARD

IT LOOKS COMPLICATED, BUT WHEN You START T0 THINK THIS WAY, IT AINT.

TS BASICALLY The SMIE ACTION AS HITTING
The TABLE OR BEATING The BASS DELM -

O& A FIST BROADLY KNOCKING ON A POOR —

NP
(T v

Uy

: i b

CLosETO B CLOETOL
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THEPE ARE LOTE OF SIMPLE LITTLE ACTIONS WHICH CAN Be ENHANCED
WITH JuST A TINY BiT OF FLEXIBILITY.
SAY, A HAND CLAPPING ~

/ __" st
ARIST LEADS - TIP DRAGS GOING UP WRIST LEADS ~TIP PRAGS GOING POWN

ALSO, IT BELPS T DIRPLACE

[ ON the CONTACT The SAME PLACE 1T Witi-
\_MOT AFTER The HIT ) LACK V {TALITY.
~DISPLACE The HAND THATS WHAT WE FEEL ISThe

BEING HIT SLIGHTLY.

DISPLACEMENT OFthe HIT:

AGAIN, We CouLb DO THIS:

BREAKDONN AS FREVEDS  The WRIST BREAKS AS MAY Bz HAVEN O OR.COULD HAVE ONE
{lie FINGERS KEEP RISING  INBETWEEN COINGDOWN  INBETWEEN CoING DORN

< N AND THEN PISPLACE
“The PALM o The HIT.
= S —

WITH ONE [NBETWEEN
The WRIST Coutd ARRIVE E/RST
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OF COURRE, APPLAUSE IARY BE LIKE THS- SPANISH FLAMENCO FPERSON CLAPS
S0 WED DRAW (1 THIS WAY, CEVIOUSLY - PIFFERENTLY. TIPS OF FINGERS T PALM

AP OBVIOUSLY A WEESTLER CLAPS DIFFERENTLY
FEOM A DRUNK OR A DIPLOMAT'S WIFE-OE A BABY.
Bur The PRINCIPLE IS STIH-THIS — A NUMEER OF JONTS BREAKING, ONE AFTERANCTHER.

HAUD CONTINUES UP
- AS ELROW GoES DOWN
. THEN T WEIST
" LEADS LOOWN
~ / N\ AND WE
LEAPS T
GoING [P AN

A VIOLINST -
GOING (P The WRIST LEAPS

Comne Down
The WRIST STiLL
LHEADS v The-
HAND DRAGS.

A HAND FLAPPING —
CA LA (TALIAN )
VEERY EAPIDLY

ON ONES ~
R 4 Ig ‘!r
T 42 J’ _ £
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EVEN IN A LITTLE THING LIKE THIS WE CAN GET FLEGRILTY -

To EFEN THESE FINGEES A STRAIGHT EUT ON Tie WAY DOWN IEWE HAD A BEFES. = BETTER GONG L
INEETWEEN GOING UP WOIILD BE OK. PRAC “flie INBETWEEN FEELING OF CONTR WHEN THIE PEESSUE
2 PRESS URE 10 BEGINWITH- 1S RELEASED.

QA}’ WE'EE HAMNERING A NAIL -

HAVE The WRIST
ARRIVE But
DELAY The HAND -

F% | = = |
et ] . B ] N

AGAIN, WE CAN TAKE ALL THIS 700 FAR..
BUT he THING IS TO KNOW IT SO WE CAN USE IT- WHEN WE WANT [wmcn WILL BE A i.or)

TAKE SOMEOKES HANIR
KNOCKING TOGETHER
GOING
@GGIJ}’ Geoby”

MAYEE WE JUST WANT
TO INEETWEEN IT
FAVOLUP NG
The ANTIC.IATE
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T MIGHT NOT_BE NECESSARY T5 \OVERANIMATE 1T WITH BROKEN TONT ~
But MAYEE (TS Goop.  LE8 TeY (T

The WeSTS LEAD CLLNK
CLUNK-

NOW HOW AROUT THIS FOR PULLING T APART?

ELEOWS GO FIesT - AND Come v A BIT
THEN WEISTS LEAD Cur AS HANPR FLOP O,

T MIGHT BE NICE T HAVE JuST ONE BREAK -

S0 I1S Atk A MATTER CF DECGREE -

WEDE SHOWNG THESE DEVICER 9 PRINCIPLER IN The BAW -~
IN The. CRUDEST POSSIBLE STATE TO MAKE (T CLEAR —
TO LIMBER THINGS UP —To SToP THINGS BEING STIFF OR STITED.

WE CAN USE THEM INCREDIELY SURTLY OB OVERDSE THEM
SO THINGS GO EUBEBERY OF MUSHY.

BUT ITS SURPRISING HOW FAR WE CAN GO WITH BREAKING JOINTS
2ud HAVE IT WORK BEAUTIFULLY.
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%, N-LL
s he

C_Fi. EX{BILITY IN The FACEE)

THERES A TENDENCY To FORGET KOW MOBILE OUR FACES REALLY ARE IN ACTION ~AND ITS ALWAYS
SHOCKING TO SEE HOW MUCH DISTORTION THERE IS WHEN WE LOOKAT LIVE ACTION OF ACTORS’
CLOSE-UPS FRAME BY FRAME.

NOT TO MENTION WHAT A FACIAL CONTOETIONIST CAN DO (mf Sprte OF The JAWS >ed TEETH Eﬂ;’gﬁsgﬁ
i .
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THE SKULL OBVIOUSLY BEMAINS the SAME RUT THERES LOTS OF ACTION HAPPENING BELOW THE
CHEEKRBONES. UL UPPER TEETH DONT CHANGE POSITION AS THEYRE LOCKED ONTD OUR SKUU-.
“THeE HINGED LOWER JAW ACTION IS PRIMARILY UP 2d DOWN WITH A SLIGHT LATERAL MOTION.

(B>, = \ DPENTIST @ @
:.i, .. .'-j:"' _ .. _F: =_ : 1
' AND HOW SMALL
The LOWER JAW IS HINGED IN FRONT OF fhe EAR. I T CAN APPEAR -

ART BABRITT OFTEN TOLD OF HOW, AFTER. ANIMATING The BEAUTIFUL EVIL QQUEEN MAGIC
MIRROE ON The WALL  SCENE N "SNOW WHITE 300 The SEVEN PWARFS " (A DEGREE OF REALISM THAT
NO ONE HAD EVER ATTEMPTED BEFORE, LET ALONE SUCCEED IN ACHIEVING,) HE BECAME INHIBITED
WHEN ANIMATING CLOSE-URS ON The 7 PWARES. HE GOT HELP FEOM The OTHER TOP MeN
IN DARING T& COMPRESS aud DISTEND The FACES. HE ALWAYS SAID," BE BPAVE, DONT BE AFRAID TO

STRETCH The. FACE.”

THEREE A TENDENCY
TO RAVE A SIMPLE
MouTH SQUIRMING STRETCH 1T T MAKE

AROUND - FLOATING IT AN INTEGRAL PAET
ON The FACE OF The FACE.

THERES A TREMENDOUS AMOUNT OF ELASTICITY IN OURFACE MUSCLES.

A AN
SMOKING
A PIPE -
LEAVING >
our
The PIPE

SUCKING- IN FPUFFING OUT
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TAKE CHEWING  FOR EYAMPLE -

The CHEW CAN PULL Tl Ma&;:. |

AGAN , WTH SCUASH 2nd STRETOH, WE 1RY T KEEP Thie SAME AMOUNT OF MEAT:
IF YOUu TooK IT OUT oud WEIGHED T - IT WOULD WEIGH The SAME.

Al UNCOUTH FELLOW -

SULP RumBLe

S0, AGAIN S WHD IS CHEWING € FAT, SMALL , OLD, CRAZY, INHIBITED?
A SOPHISTICATED PEPSON CHEWING VERSUS A TRAMP WHO HASNT EATEN FOE 8 WEEks?
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el b g

OVERLAPEING ACTION IN The FACE
UgpEe ATHING You OFTEN See GOOD ACTORS POING:

LAY SOMEONE GETS FRIGHTENED -
TS CRUDE = . R
\_!THST TO GO } T The. OTHER,.

T CANGO IN SECTONS ~ \\

. AR
} }

FIRST e MOUTH.-  THEN “The NOSE. THiEN 5 EYg -

STMr FROM SQUNT- -
RN A A RN
G
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STALT W ITH The EYER — THEN KEEP GOING The, CHINGE COULD TRAVEL ACEDSS The FRCE.
AS The MOUTH OVERLAPS wd STRETCHES N

SAY SOMEONES DISAPPOINTED -

STAB:;"

OPPr:}srm—- ;
" THIS MIGHT
HAPPEN MOE'E

_SLOWLY EYE GOES FIRST - THEN THE ' EVERRD 220
ModTH - 'rh;&vmw gﬁmﬂs
Ay CHIN EOES IN.

WE AL KNOW
e TWO FACE -
| “The
DOUBLE FACE
WHERE
THERE'S |
CONTRADICTION :

ID LIKE T&> ANIMATE ONE SIDE SEPARATELY 200 THEN ANIMATE The OTHER.
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e R e T I S L PR e e L . - e AT e 1 ik ol ST ' = o i e S

INSTANT Eﬁ/\ [ DMF"IEM_u =LJE L..L_H[#HJ:JL# -’ ,/

R —— T P PR S e R T PR P Ty PR T e S A Sl LN RN L o S S TR RSP S e L

THIS HASTO GO IN -The BOOK SOMEWHERE aud [T M IGHT AS WELL BE HERE.,..

ATED O,
...... - T3 ] ':'}
X, THIS .

NE WANT OUR. AUDIENCE TO READ AN

NOTY el

WE CERTAINLY DONT HAVE ANY TROUEBLE SEEING WHATS HAPPENING HERE -

!

N

AND FROW fhe POINT OF VIEW OF FLEXIBILITY - LOOK HOW JUST A SIMFPLE REYERSAL
OF HER BACK ARCH GIVES TEERIFIC SUPPLENESS. DRAWING D)5 BACK Is ABOUT AS
CONCAY zﬂS YOU CAN GET ~ STAYS THAT WAY ON @ wd THEN REVERSESTO CONVEX ON (F)
2 (G). The HAIR 15 9;.;»ffl>/ﬁi::a wd ONLY DRoFE ol (B). NICE. -
TS ALWAYS A GOOD |DEA T TRY To GET A CLEAR OPPISITE FROM WHAT WE'RE GOING
70 CHANGE TO - WHETHER ITS A FACIAL EXPRESSION CR A CHANGE OF SHAPE LIKE THIS
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TO FINISH OFF THIS SECTION 2ud AS A KIND OF REVIEV —

HERES AN EXAM IN FLEXIEILITY - h

AN ASSIGNMENT AT EABR(TT GAVE US To PEACTICE SUCCESSVE BREAKING JOINTS
@ ) TAKE The FRONT VIEW OF A FEMALE SWAVING SIDE & SIDE.
(2) HAVE The HIPS WORK IN A FIGULE 8.

(B} HAVE The HEAD COUNTER. fhe BODY.

@J HAVE The. HANDS WoRK INDEPENDENTLY aud BEEAK 1he JOINTS.

HERES The, SCRIEBLE | MADE AS ART SET our Tie PROBLEM:

KIND OF A SCARY PEORLEM 2:d AS | WANTED O DO (T SORT OF REALISTICALY — FEN SCABIER

OK, WHAT DO WE DO FIRST? (THINKS) DUHHH... HEY OF COURSE ~The @ = D}@AWIN@#@
The ONE THAT TELLS flie STORY |

O '3

WA next? (7
(THINKS) N
o ORUOUSLY...
The NEXT EXTIIME
WHERE SHELL SWAY
Tole OTHER. SIDE—_
-~ CALLTH f%.‘#fé?
BECAUSE WHEN
[ ACTIT Cum
] TAKE ARCUT
2 A SECOND To SWING
! To ONE SIDE 24
/2 SEC. To SWING BACK
= [ SECOND OVEPALL. .
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. | PID
N STINCTIVELY

LetH FF1SA
- - =
- A ‘-._ fH._-%L.

L ZIBRBIE.

(_ H \ ANOTHER. (

FUT IN
W EXTREME
R "'-.,l_- !-,IJEL{T' T'D #G‘
"'l, L FUSHING
HER,
FufOHEIL
OVER,
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NOW | (= OKS = 4 ="
LIKE TS ALl
GOING TO WORK -

2l WE CAN
KIND OF RELAX,
SEEAKING IT DOWN
| FURTHER.

2 ENJOY TAKING
ON The BT
BT BY BIT-
PUTTING IN The
HANDS CiRCLING

_'BHL'} OTHER.
Curvy EiTS.
The CHARTS
ﬁEE 'SIMFLE r—i-:' g 7 i I f f‘-g
GOING OVER —b 1 | 4 | L
2 s
+ + -

ad COMING BACK (5 1 2
G ]

=
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“THEN ADD IN ONES THROUGHOUT — Bult THEYRE JusT™
5172 22 25 RBRAINLESS INBETWEENS T SUCOTH -THINGS QUT FURTHER -

R f% | @Hs CAME OUT JUST FINE, DIDNT Nﬁwﬁw}/caem)
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WEIGHT

THE FIRST GUERTION | EVER ASKED MILT KAHL WAS | HOW DID YOu EVER GET
THAT JUNGLE BCOK TIGER TO WEIGH SO MUCHS'

HE RNSWERFKD WELL, | KNOW WHERE The WEIGHT 1S ON EVERY DRAWING , | KNOW
WHERE The WEIGHT 1S mr ANY GIVEN MOMENT ON mfoﬁ,wwﬁe | KNOW WHERE The-
WEIGHT IS w WHERE 118 COMING FFPOM a1d WHERE (TS JusT TRAVEH-ING CYEE- >uid
WHERE Tle WEIGHT IS TRANSFERRING T2,

Wiz VE ALBEADY SEEN THAT IN A WALK WE FeeLTie WEIGHT o flie DOWN FSTION
WHERE fhe LEG BENDS AS IT TAKES Tlie WEIGHT AESGRBW&‘HA&W OF The MOVE. 5
Bur HOW ARCUT OTHER KINDS OF WEIGHTY C}BJ'EC‘L LIGHTZ HEAVY 2 HOW PO WE SHOW THAT ;

ONE WAY WE CAN SHOW HOW HEAYY AN OBJECT IS -
- 18 BY e WAY WE PREPARE TO PICK IT LIP.

TO PICK uip WEIGHT WE HAVE TO PREPARE FOR. IT —To ANTICIPATE The WEIGHT. HT.
OBVIOUSEY PICKING up A PIECE CF CHALK , A PEN OR A FEATHER DOESNT
FEQUIRE ANY PREPACATICON ~

BUT A HEAYWY STONE... WE CAN SUCGEST WEGHT RY JUST HAVING-HiM
WALK ARCUND IT ~ SIZING IT UpP

E\Jr
= =
BAD. NO FEELING OF WEIGHT. HOW's HE Gowe To DOTHIS, HES CONSIDERING
ITMUST BE A PORYSTYRENE ROCK: WHAT HES GOING T© PICK (iP. HOW HEAVY S T7

HES ANTICIPATING WHAT ITS GOING © WEIGH /..
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MAYRE WE DONT HAVE The SCREEN TIME T HAVE Hitd WALK AROUND | BT CONE WAY
OE MOTHEE, HER GOING 16 AN TICAPATE ~The. WEICHT:

(oo WHAT
THE SPINE
(S DOING...

HE'D CERTAINLY SPREAD HIS FEET
FiesT Aip BEND HIS KNEES .~ AND GET AS CLOSE To “The WEIGHT AS POSSIBLE,

5 _ﬁ@ é

~£ ADJUSE HIMSELF — Bopy GoES FACK  TRiES To Gt

s~ asTo NOT DAMAGE AS HE LIFTS UN PﬁFNEAﬂ-l‘fhe

mipnSELF, HE POESNT WE!GHT-—M:@;—:J‘ A5 Ho TR(E
AUt A HERNIA. AD JUST FEET |

WASNT ER Lﬁ)‘.r'l-l-'-? BITS —~ TO GET A

ERRATCAUY PURCHASE -~

ARCH
TEHTENS

{

FAULS BACK OR WHATEVER,

il STRAIGHTENS — KNEES SHAYE
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A MAN CARRY ING A SACIK OF POTATOES ON HIS RACK BENDS DOWN T COUNTERBALANCE The WEIGHT
THE WEIGHT FORCER HIS BODY CLOSER. ToThe GROUND, KEEPING The KNEES BENT aud MAKING The FEET
SHiFELE ALONG, The FEET ALSD SPEAY CUT 1D FORM A ORT OF TRIPCOD 10 S PREAD The WEIGHT OVER

A LARGER AREA.
FEET APART - seEr DONT
- KHNEES COME OFF
ALWAYS BENT The GROUAD
VERY MUCH.

A LOTOF DIFFERENCE IN THESE WALKS CR. RUNS 1S DETERMING> £Y The WE (GHT The FadSON MIGHT BE CALRY IKs.
A PERSON 1€ CARRYING A HEAVY BECOCK -
“The WEIGHT WoulD LOWER The SHOULDERS »d STRETCH The ARMS . The HERD 2ud NECK COULD COME TYOWN.

G”um SUIGHTLY APART ) 7 g /
SN EAS
HELL Move - \ \ AGAIN The.
MORE SiOWLY \ | l \ PASSING FooT
oed-fhe BobY ) | TN\ | WiLL HARDLY
WILL RAISE | N\ LEAVE The. GROUND
ONLY SLIGHTLY  / A T ud
ON-The fl 77 % “The KNEES WL
FASSING FPOSITioN / %MFN BENT
AL e TIME
But The RECK ' |
Wi NOT PAISE - _ e FROM Tue WEIGHT.
ATALL . - ] |
i
The TimiNg OF The Feer <\ |

Coul-D Be EREATIC ~

'S SEF, PAUSE, STEP, STEF, PASE, STEP PAUSE, STEP, STEP, STEF, FAUSE, ek
HE CouLD GLIDE PAPIDLY 200 THEN DROP IT-
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A HAND PICIKING (IP A SILK

HANPKERCHIEE LY ING ON
Tlhe GROUND ENCOUNTERS /ﬂ
NO REQISTANCE - _

/ |
ELL’T' A HAND PICKING-UP A BRICK-
LETS CONSIDER. WHAT HAPPENS 0 Tlhu WHCLE =ODY - ANGLE CFHEAP
COULD CPROSE

e WeiehT X
OF The BRICK i'
STRAIGHTENS
e ARM
Qe PULLS
e SHOUDER
PeIOWA.
v |
o The ARM IS
| HELPING T
BALANCE
The BRICK
N The RIGHT
HAND.

PICKING UP A FEATHEE
ISNT GOING TO HAVE ANY EFFECT ON The BoDY.

REVERSING The FEATHEE SHAPE »# = T S’ Nl MOVE MARES T Wﬁ%@ﬁ\’m

OF CovrSE, ONe WaY TO GET WEIBHT (S To BEE CONSCIOUS OF IT.

Thie GREAT ANIMATOR. , BILTYTLA SAVS —

N The POINT 18 THAT YOU ARE NOT MERELY SWISHING A PENCIL- ABOUT BuT You HAvE
WEIGHT IN YOUR FORMS sud YOuU DO WHATEVER You POSSIBLY CAN WK THAT WEIGHT
D CONEY SENSATON. 1T IS ASTRUGELE Fer. ME 2 | AM CONSCICUS CF 1T Al Tie TiME,
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A FHT,J'\ N&
Ao L) e A gt
feE o) N

A
A BIT - 7 c /
ot
—
. T HAND Wil DISPLACE SauE OF

Tl WATER BUT WilL-REALLY HAVE
HTTLE EFFecT ONThe WATER. .

LETS DROP A FEW THINGS WHICH FALL AT DIFFERENT SPEEPS BECAUSE OF THEIE WEIGHT
anc! WHAT THEY BE MADE OF.

‘ A SILK cf-rﬁﬂ - A HEAVY
WouLb A OVERCOAT
CERTAIN AMOUNT FALLS -
OF AIR AS T FAUS
DRop A
‘J? T
CATCHES
VTR ) WL TEND o FOAT | Bor BRcpS
¥ BT - 1T
L/E_ WONT LINGFIZ
IN The AIR
.
LANDS -
Ee i Ef? MAYBE THIS

: &~ oD NEVER

- S SETRLE AT Al
AR N é‘é
, AND SETTLES
\ T

TAKE A CHINA CUP
\ IN REALITY Tlie Cuf wo litd PEORABLY SHATTER. ON IMPACT
EUT WE CAN HAVE 1T BoUNCE ARCUND A RIT:
@ TAKE LIBERTIES WITH BEALITY BUT MAKE IT APPEAR BELIEVABLE.

. - |
W TN o 2 ke

Bovpke. Bovwke BoUNCE.  Bouce. SR PAUSE THEN (I SHATTERS
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A EALLING LEAF WiLL LINGER. IN The AIR.- QD SAME SORT OF THING WITH
AR CLREENTS WILL AFFECT IT- TS FALL- A PiCE OF [APER PROPPING -

réé e TIMING CF THIS
@ wWoud Br Skow
i) GRACEFUL-.

B Qogssey cesy | Fhes
' 2
= )J — WHICH QUICKLY

——

IS LANDING 1S RESISTED DISSIPATE:
BY WATER. -
A SLOW SKID TOA HALT- .

}

Of 5060 155~

A PERBLE PRCPPING RIPPLES MIGHT GO
INTC WATER. .. ’l':f:r"'i’ﬁ% VeRY EDGEE
OF The PORD.
( (' CI_“"—:" 3 ) 5

DOLGH FAH-NG -

A BALL OF MuD-

MAYEE

Wi SFEEM
QuT WHENIT
//1 HITE.
— L
BEND EDGE
' SN IMPACT
Q NC | BETWEENS - Eﬂw THEN ER.
T S SHAPE FAH- SLOW
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O UCHNG [ ( ) | PRESSING
L
, o _ 10
NOT MiCH PRESSURE PRESS To STERNCHEN o STeaGTE
! FURTHER ~
FLATTEN ENP \% STRENTHEN

AGAIN, IN PICKING UP SOMETHING HEAVY, The WHOLE BopY Witk HELP IN PICKING UP A PENCIL-
AND The SOERECE OF “Thee SCURCE ofF The ACTICN
“The ACTION IS N the HIPS. - 1€ IN The ELEDN,
- ORVIOUSLY
NOT !
FROM fie HIBS
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A VERY HEAVY BOX FALLING - A HARD GOLF BAIL FALLING= A STEEL BAL. OR ROWLING PALL FAHS -

~THEN ROLL. AGAIN,
IT POES AT SQUASH

“HE (oD comEs wWHeN 1T
HAS ACTUALLY LEPT Tia GEOWD

: ) |

| WHEN [THITE WE 17 BOUNGES RUT iMEDHTEY oASOR
6 FirLthe IMPACT The BOX IS PARTIALY CPEN | SoweCormer Fous oA |
IT PORS NCT SGUS
AT The MOMENT CF IMPACT, ARD (M EDIoTES) RIS,
| A TENNIS BALL Witk SQUASH ON InPRCT __
THEN
REGAINITE
ORI GriNAL-
SHAPE

FRESSUEE IS PART OF WEIGHT -
FPROF 11E

IF WE PUSH HARD ENMOUEH

CUR ARMS Wikl BEND i _
SR FEET WL SL-1P O SLIPE.

“Touchme
A HEAYY

SN




™~
( HOW MUCH EFFORT DO WE HAVE TO EXPEND

() TO MOVE SOMETHINGS
(2 TO CHANGE TS DIRECTIONS
(3) OBTO STOPIT?

WILL INDPICATE HOW MUCH IT WEIGHS.

\

COMING TO A STOP IS PART OF WEIGHT ©

SEINE |

s

CominGg ToTlie END CF A SEIDE, WE rFiE THROWN THEN WE GC INTO OURNEXT ACTION

OFF BALANCE — ~ LIKE COMING CFF AN ESCALATOR .
FRANK THOMAS SAYS - -,
\WEVE GOT TO DO SOMETHING TO STOP The FORWARD PrOGRESSIIN OF BELIEVABLE WEIGHT.

WHATEVER

WILL TRY ! _ iR IN BITS

To Keep ON | A( A\ EACH &1T
G&-W&f - . INDICATING
) /N / \ fhe WEIGHT
ARMS, HEAD, ‘ " OF ITSELF.

HANDS HAIR,
DRAPERY.

;ﬂfﬂ S 1 (
\ \

\

HERES MILT [AHL ON (T —

Y STOPPING THINGS CONVINCINGLY 1S ONE OF The DIFFICULT THINGS TO PO IN ANIMATION.
WHEN You COME T A STOR PICK A GOOD PLACE TO STOP. - HOW You CHOOSE To SToP-
WHAT KIND OF A STOP ~ WHETHER (TS AN ALERT STOP OR A LAZY ONE, CHCOSING WHERE
To DO IT IS AN IMPORTANT CHOICE. | HATE TO SEE A FoOT COME THROUGH aud LAND
2ud THEN NOTHING HAPPENS TO (T- | THINKC WHEN [T LANDS WE CUGHT TO GO AHEAD
ous PUT The WEIGHT ON [T - OR ROCK FORWARD ~ OR RAISE The OTHER f2oT.”
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S0, How MucH EFFORT (T TAKER TD STOP SOMETHING SHONS HOW MUCH 1T WEIGHS .

4180, The SPEED OF AN ACTION Wikl DETERMINE HOW VIOLENT The DRAPERY (S -

IF A MAN (S RUNNING WITH A COAT MADE OF THIN, LIGHT MATERIAL 2ul HE COMES
To A SUDPEN STOP The MATERIAL WILL CONTINVE T FLOW , TO HEEP ON GOING —
To GOAHEAD OF HiM INDEPENDENTLY 20 THEN FLOP BACK 20 SETTLE (Forensy)

SToPS - MATERIAL CONTINUES W SETLES

A WOMAN IN A SIKNIGHTIE... “The MATERIAL WiLL BLOSSOM 2ud FLAP VIOLENTLY.

ST - MATERIAL CONTINUES aed w:mSEgLsmﬂa
BLO SSaM ING LOWLY

SO WHEN SkE RTOPS, #HER CLOHES we HAIR. FOLLOW THROUAH ARRIVING LATER THAN T MAIN ACTION.
AND OF COURSE  HER MAIN ACTION ALSG STOPS IN PARTS FINISHING UP AT DIFFERENT TIMES -

AS THERE EVER BEEN AN ACTION WHERE ALLThe PARTS OF A BODY MOVED UN IFORMLY 7
EXCEPT IN ROROTS, 2ud Pmmﬁu NCT EVEN IN THM)

AGAIN, FOLLOW THROUGH ' icThe. RESULT OF aud (S GENERATED BY Tle MAIN ACTION.
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2ur The ONLY WAY WE CAN BEALLY SHOW WEICHT IS WTH The ACTION.
cay WE'RE PICKING UP A HEAVY RATCH CF HAY WITH A PITCHFCRKT

ANTICIPATES
THRZURT

/
= 5 lll::rlll |
Ty,
VAN
ANTICIPATES The THRoW ‘T _
EY GOING DIown - ""\j,f’

= HOW
7 i [ 7 ABLE TO
REVERSES THEOW IT -
AGAIN!
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BACK o LIFTING A ROCK AGAIN~  WITH SUEGESTIONS OF HOW 10 BREAK THINGS UP INTERESTINGLY —

—1

cofsipgre ;T ONE HAND Bopy STReTcHED UpP-  BENDS Do HEAD STHH-
START® BACK HANDS PONT &0 ButT HoLD pegp BACK.  SOMEWHAT PELAYEP. A-Hrﬁ%ﬂuf
BACK AT THESAME  ARMS Go HiSHER BuT ONE HAND PEECEEIS  SOMEWHMAT
TiME NOT TossmER “The OTHER . PELAYED -

STRefCH
MS AND ToP
oD &8s Up
LEGS STRAGHTEY
SUEHTLY

ELBOWS SHAKE
i (E STeAGE. LosEs EALAACE

HEC GONG-To THROW IT, [ ROK GOFS OveR



A WMAN WITH A HEAYY MAHLET IS GOING TO THROW irON AN ANVIL - " Hgmtggg Tﬂ“ .

AL WHH MOST Bl ACTIONS ZACK ARCH
“Hhe PELVIC MaSS STARTS TheAcnon GOt CoNVEX

L
Bm PLACHASE

A v INTe 1T
¢, sUaEHMy
AALVETT | s

_ ” BACE- A£CH
B

- has i -
wumﬁ-ﬂ?&# FuATHEL . ; AGAIN
ﬂﬁgﬁéﬁﬁgﬁ | 1T cames
b POWN — e SounD (OR THfe AceenT ) comps. ON “THE REBOUND AFTER. The. CONTACT

ON THE FRaME AFTER THIS | WHERE THE MALLEr LEAVES The ANVIL-

SO We TRY To FIND AblTie VARIOUS POSSIBILTIES To CONEY WEIGHT VISUALY ~

CAN WE DeELAY PARTS?
QO FAST AND SLOW ”

USE UP AND DOWN 7
BREACThe JoOINTS ”
pevERSE The BoDY ARCH ”
SHIFT Tiie WEIGHT ¢

— AND SELECT WHAT WE NEED T PUT OVER. WHAT WE WANT.
AND WHEN WE HAVE ALL THIS STUFF IN OUR BLCoDSTIZEM — CONCENTRATE ON PERSONALITY.
WHe 1< DOING IT 2ud IN WHAT SITUATIONS
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PUNNING 2ud TRYING TO CHANGE DIRECTION SHOWS fhe WEICHT

IN TURNING A CORNER CHARHE CHAPLIN PID A FAMOUS SKIDPING OR HOPPING TURN.
HE SKIDS POUND Tiw CORPNER iN A CURVE d RUNS CUT The OTHER WAY.

THEN ANIMATES ouf.

/.J Ty
F/‘“&'\\ 0
24
e e g -E’E l.‘l@e
r.l'llf_‘-_

LIKE A NOTORRIKE HE LEANS INTO The CuRVE OF The TURN.  THE FEE%TEE f:mf* oW 75{%
. = Ny 1O E h'.LKD-
IN ANIMATICN - I HE SKIPS FOR ABOLT A SECOND = BT ! e o
A WAY T0 PO THIS IS To MAKE A SERIES OF DRAWINGS FROM 2. "T0 24 ( EVEN Numﬁﬁaf)
THEN MAKE ANOTHER. SEBIES, OFFSET” SLIGHTLY, FROM 3 1o 22 (ODp NuIEERS)
THEN WE INTERLEAVE THEM. (H:?E. MORE CN THIS SEE' wf.%’fﬁﬂ'ﬂ@w&j

( PANCING )
TO FiNISH OFF THIS SECTIoN ON WEIGHT WE SHOULD INCLUDE DANCING.
“The REASON IS THAT-fhe ESSENTIAL PART OF DANCING 1S NOT WHATS HAPPENING TO The FEFT
BUT WHATS AAFPPENING TO The BODY -The WEIGHT - The UP aud POWN OF The BODY.

KEN HARRIS wid ART BABBITT WERE BOTH SPECIALISTS IN PANCE ANIMATION 2ud THEY

BOTH SAID EXACTLY The SAME THING: ITS The UPAND DOWN ONThe BODY 2vd HANDS

THAT 1< The MOST IMPORTANT THING IN A DANCE . ITS WHATS HAPPENING © The BODY
WITH The WEIGHT MOVING Lip 2ud DOWN IN RHYTHM -

IN A TAP DANCE - _ - (Passo Armer )

'\ .

" F WE BLOCK CUT the FEET s JUST GETThe UP dud DOWN oF The BODY RIGHT -
THEN WE CAN PUT The FEET ON ANYWHERE.
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LETS ADD FEET TO A SIMILAR UYP aad DOWN BODY PiAN . The REAT IS ON 12 (THIS WeRKs WelL-ON Tw{}?)

+ T Hirs + f +
x— -

2 i BEAT

ek £ Lp
ANTICIPATING | The. BEAT

o r
¢ BE
LR e S =t par I,

..|..

Now LS A£Cerirthe UP
ne) REALY THREOW 1w BCDY
UP aud DOWN 2ud
CWING Tl ARMS APCUND.

THie BEAT IS ON l6s
EVERY 4TH DRAWING
S AN EXTREME.

TH(S (S ALL. ON ORES
2ud JUST NEEDS

2 SINGLE MCRE R LESY

STRAIGHT INBETWEENS

EETWEEN EACH EXTREME.,

L OFF BEAT
ANTICIDATING
The UP
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(N A DANCE-USUAWY HIT The BEAT ON e DOWHN. WE Fegl-Tie WEIGHT ASThe BODY CoMES TPOWN.
' + - + -

{-'“3 1& M
ANTICIPATE £ ¥
L

WiE CAN ACCENT E(THER
“the POWN OR The UFP
OF The BOPY.

ON A DANCE | IF WE GeT MOST
OF The BlG BEATS RIGHT -

THEN WE CAN ALMCST IGNORE
The LITTLE BEATS OR SECONDARY ONES
PONT SPEND TIVME
ON The INFIN (TESMAL ~

ANV THING LiESS THAN
4 FRAMES WONT PEAD.

GET e MAIN THING RIGHT - REALLY RIGHT -
“THEN SUPPORT 1T wiTH SECCNDARY E‘%"% g
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WITH DANCERS -~ NOTICE The TwIST IH The SHolLDERR
AS THEY OPPCRE The -TwWIST M The HIFS.

i f'l

\ 27N The HIFS 2ud SHOUWDERS
T TEND T& COUNTER. FACH
W e COTHER ALL-The TIME -
- SHOULDER DOWN HIPUP
e SHOULDER UP H 1P DOWN. ) ; WHEN CHANGING
a . B TWIST fhe Ecpy - ‘, FesirionN
T HEAD AT DIFFERENT ANGLE | Y ...f t.m WTH
P TO SHOULPERS. f’\d L;‘r’_;ﬁ
M WE!@HF
/ SHIFS
/ FEET CAN CoME DOWN
r:anrfne-. anEf:FTKcE EE}T = ggﬁﬁm N
X ‘%- ]
| w&fﬂ%’u A N
Uy

ON SYNCHEONISING Tlie ACTION TO A MUSICAL BEAT, THERE ARE 2 RULES OF THUAR:

" RULE OF 'THGME# Q HAVEhe VISUAL ACCENT POSITION OCCUR. 2. FRAMES AHEAD
OF The ACTUAL- SOUND ~ PRECEEDING Tie SOUND BY 2. FRAVES.

@ ﬁs wsaw.

- ' H HIT

94? I'TEJ“':"L i i I \Y/
b 3 e

SO WE CAN E(THER ANIMATE The HIT 2 FRANES AHEAD OF The SOUND
OR, WE CAN ANIMATE LEVEL- WITH The SOUND 2 ADVANCEThe PICTURE
IN m EDITING, IATER aud GET ITSO ITL-COKS RIGHT: ( | MUCH PREFER THJS)

( RULE OF THUMR #zj MANY LIVE ACTION EDITORS OF TEN PutThe VISUAL HIT AHEAD Y /% The. LENAH
- - OF The CVERALL BEW( WITH A 12 FRAME BEAT THATS 4 FRAMES AHEAD oF The SCUND.) Y

\
b

AS WITH DINCCVE, | THINK The BEST WAY IS TO ANIMATE LEVEL WITH e SOUND ~THEN FiDDLE
WITHIT IN“The EDITING Tik- IT LCOKS JUST RIGHT. ALSO WE LEARN THINGS THIS WAY, AS RIULES
OF THUMR ABE CNLY WHAT THEY ARE —RULES OF THUME . TRY IT 2ud SEE WHAT WORKS BEST-
MAYBE TS BETTER. ONE FIRAME ADVANCED , MAYRE TWO, MAYEBE = OR 4. MAYBE ITS RI=ST LEVEL .
Crl‘é NEVER BETTER LATE.)
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ANTICIPATION

IS THERE ANYBODY WHD DOESN'T KNOW WHAT THIS GUYE GONG T PO

“The GREAT ANIMATER | BILL TYTLA SAID,

\“THERE ARE ONLY 3 THINGS IN AN/MATION -

- ™
I ANTICIPATION

2 ACTION
L 3 EEACTICN y

AND THESE IMPLY e EEST
LEARN TO PO THESE THINGS WELL
2nd YOU CAN ANINATE WELL.?

CHARLIE CHAPLIN SAID,

~

2 PO (T. {
. 2 TELL ‘EM THAT YOUVE DONE IT.

| TELL EM WHAT YouRe GONG TE DO.

—*?-n-.‘
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The GREAT FEENCH MIME , MARCEL MARCEALL SAYS,
C‘us:'g RIG AN'T;CJPA’{?C)N,U

WHY ? BECAUSE (T COMMUNICATER WHAT IS GOING TO HA-PPE?‘{ - B -
The AUDIENCE SEEC WHAT IS GOING To HAPPEN - THEY See—The. ANTICIPATION
oud SO THEY ANTICIPATE |T WHH uS, THEY GO WITH US.

WHYS  RECAUSE FOR ALMOST EVERY ACTION WE MAKE THERE IS AN ANTICIPATICN.
WE THINK CF THINGS FIRST = THEN DO THEM.

LUNLESS 175 A PRE-PROGRAMMED RESPONSE LIKE SHIFTING GEARS OMN A CAR
OR GETTING DRESSED WE IKNOW THAT WE THINK OF SOMETHING FIRST-THER DO IT:
AS WITH SPEECH, WE HKNOW THAT OUR BRAIN FIXES UPCN The SENSE OF WHAT
[T WANTS TO SAY —THEN GOES INTC A YERY COMPLEX SEPIES OF MUSCLE
SELECTIONS T SAY (T

SO, ANTICIPATION IS The PREPARATION FOR AN ACTION. ( WHICH WE ALL @@Gg'gigfﬁ?’)
ANTICIPATION TAKES PLACE IN ALMCKT EVERY ACTICN - |
o CERTAINLY IN EVERY BiG ACTION.

e
N\ /] '&”W’”‘“m\
N 1T ConLD RE
I N I| FI ‘Irr JE:E: .E-"H“ETHig - J
A\ | THEN GO
\ U E; o EACKTO /
i f ' [ r . Nl: ;:E.l'l"mnt—‘
I y 2y ; 1
'\r | L ——— B
| a IRET B
i b\ Vit
it ks
{ ;Il., .I'- 3 III&
i \\1\
i II.I" II." L 1",‘ '|L1|
/| | ‘x\

ANTICIPATES ACTION REACTION
= GONE

= VIBRATES 2ud SEIMLES,
”{f}fi ANTICIPATION (S ALWAYS IN The OPROSITE DIRECTION To WHERE fhe MAIN ACTION 1S GOING T GO,

\f oo SR
M A .

. , ACTION = 6 AC OF COURSE
ANTICIPATES ACTION = GONE ff?mggﬁr (?:; uﬁ?f;r)
ANY ACTION-IS STRENGTHENED BY BEING FRECEEDED BY 1S OPFOSITE. IS HIT
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i /Q_'WE IF ACTION 1S IN The, WHOLE BODY

THEN WE HAVE ANTICAPATION OF
TREMENDOUS LATENT FCRCE .

UISUALLY e ANTICIPATION 18 SLOWER - LESS VIOLENT THAN “The ACTION
SLOW ANTICIPATION . ..., ZiPl = FAST ACTICN

.............

L

NOTE: A WOMAN -
UNLESS SHES ATHLETC -
- Ol A SIMALL CHILD

WILL, THRCW W iTHouT

| . | | | | USIHG The BODY MASS
STARTS SLOW WINDUP  “THEN PLITS The BODY INTE IT FOR The THROW Té H@ﬁﬂﬂﬁ:ﬁmw.

A RUNNER- Wil-l Ge BACK BEFORE GOING FORWARD

WE GET A MUCH STRONGER ACTION —  \

ANY ACTION CAN BE ENHANCED IF THERE IS AN ANTICIPATION BEFCREH e ACTION.

@ WE GO BACK REFORE WE GO FORWARD .
WE GO FORWARD BEFORE WE GO BACK.
WE GO DOWN BEFDRE WE GO LP
WE GO UF BEFORE WE GO DOWN.,

The RULE (St BEFORE WE GO ONE WAY ~ FIRST GO The OTHER. WAY.
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OF COURSE, WITH A "CARTooN CARTEON -

FENTHERS
D
SFES  SOMETHING ANTICIPATES HIS BXIT NO PRANINGS GOING CUT — HES TUST GONE

ANTICIPATION HAPPENS W ITH SMALLER. wd UNDERSTATED MOVEMENTS.
GETTING UP FIREM A CHAIR | WE GO BACK REFORE WE GO FORIARD aud DO @ BEFERE WE GO UP..

&

ANTICIPATES BACK GOES FOB WARD
TO GO FORWARD e POWN TO GO
SOMECNE MAKING A POINT - | NOW, MAKING The ACTION STRONGER -
D> O W)\ |
WEAK ANTICIPATE  2ud WEAK POINT PREPARING BoDY BACK SLGHTLY ﬂﬁc:p‘f FEZMWARD

GOING BACK FIRST IN Tie OPROSITE PIRECTION MAGNIFIES Tt £ESULT,
TAKE A SIMPLE THING LIKE STARTING A WALK -

(TS LINNATURAL The CEYIOUS WAY
TO START A WALK o GoTo HIS IEET
WITH The ' (S To START W TH
FAR.THFQ%' FeeT . HIS LEFT FCOT-
FRom The ?
PIRECTION x gﬁﬁ' ;FC%{—K
WE'RE GOING. NEAREST T
WROHG WHERE HE'S GoiNg ~

P
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Bur HE COULP
ANTICIPATE
“The WALK WITH
HIS RIGHT Foor
LKETHIS -

HIS RIGHT FooT
COULD BACK UP
AS AN
ANTICIPATE ~

ALTERNATIVELY
HE COULD
ANTICIPATE
HIS WALK
EY BACKING uf
WITH HIS
LEFT Foor
IN ORDEfR
TO FREE
HIS RIGAT FoT
O STEP OVER.

A BALLET PLIE
IS AN ANTICAPATION
EEFORE . JUMPING
UP IN The Al
o Do AN ENTRECHAT
WIGGLING FEET

i Amﬂhﬂwﬁ
, Feer (DUl
\{ (pn A AGUGES }

N

1

P AT TR ——

DOWN BEFOREWEGO UP




WITH SMALLER ACTIONS — TAKE A HAND WRITING -

(TS PERFECTLY CLEAR
WHATS HAPPENING -

BUT Just BY PUTTINGIN A SMALL ANTICIPATE LiP BEFCEE HE WRITES - WE FEEL- Tue PEIZSON THNKING.

J(\\ I

-

COR. WE CAN USE FLAMBOYANT THEATRICAL GESTUPES AS ANTICIPATICON . T
SAY A SHOWRIZ WONMAN 1§ GOING T0 Pul HER HAND CH HER. P [ﬁ's A FEEﬂEES)
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ANTICIPATION IS A MAGICIANS STIOCK IN TRADE =
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17 SOMECNES GOING

' e ANTICIPATION
O HiT SOMEQ
i i;:— wouﬁ:} NE TELLS UL EXACTLY
ANTICIPATE BACH WHATS GOING TE
BEFORE SWINGING HAPPEN.
FORWARD.

6 “Trie HIT was
";} us
j} 7 6 _ —7 X Ty
Vi 5%(\ 4 FRAMES,
<z \
G,Bmfl NATHICK SAID,
YAT D{’SNE‘YS: [ LEARNED HOW 10 DELIVER A PUNCH FIROM ART BARBRITT-
ﬂErTrS-‘AFD PONT EVER SHOW fhe HAND H (TTING The CHIN. SHOW The HAND
AFTER 1T PAST Tue CHIN 2ud Tae CHIN HAS MOVED oyt oF PLACE LY
WE LEAVE OUT
TODY WE_JusT e CONTACE
SHOW Tee R ESULT. 24 SHOW
tAND
THERE 15 _ﬁ%ﬁ%
NO FOINT HHTTING
OF CONTACT. POINT
= (O TIMES
e IMPACT,

KEN HARRIS TOMD ME THIS IS WHAT THEY DIDIN OLD WESTERN FILMS. THEY WoULD EpIirour
e "FOINT OF CONTACT FRAMES o _JUST SHOW Tle RESULT OF Tie HIT 30 PUT A RIG BANG CN (T

SO, WE PUT Tue SOuD HIT WHEN The FIST IS PAST The FACE — WHEN e CHARACTER. IS DISLODGED
20 The ARM SWINGS THROUGH , WE GET le. IMPACT, Tie STRENETH From e, DISPLACEMENT:

AGAIN,
The ANTICIPATION 1S~ WE PREPARE FoRThe ACTION. WE BEOADCAST WHAT WERE GONG T6 Do,

“The ONKY TROUBIE WITH ANTICIPATIONS IS THAT THEY CAN BE CORNY.
ke AUDINCE GOES,” AW SURE, [ IKNOW , | SEE , NOW YOURE GONE T DO THIS 11 ¢ BORING, ..

SO THEN The GREAT THING (£ TO DO SOMETHING PIFFERENT - A SURPLISE -
WHICH CAN BE VERY FUNNY( OR SHOCIING ) TUST PONT DO WHATS EXPECTED,
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WE COULD SAY THAT AN ANTICIPATION 1S AN EXPECTATION OF WHAT Wit OCCUR.
THE AUDIENCE EXPECIS SOMETHING To HAPPEN BEFOEE IT ACTUALLY HAPPENS.

A SURPRISE GAG WOBKS WHEN The AUDIENCE FEADS The EXPECTATION s EXPEOTS
A CERTAIN THING TO HAPPEN ud THEN SOMETHING QUITIE DIFFERENT HAPPENS —

The INHALE IS
T, ANTICIPATION

X X\ A &
A 7 ‘- fi;lg::‘ \ . /’ . r )
Wy ) e
N \ I 2
__ ~
INHALE = ANTICIPATION ACTION INHALE = MORE

MORE /NHALE ACTION
“ PAORE ANTICIHATON
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o . o Y
S URPRISE ANTICIPATIONS )

T e e e e it ol

"'.":-:;'J__JELF-' MG e
ANTICIPATE ANTIC PaTE

ANTICIPATE FPECULT ANTICPSTE
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o
CINVISIELE ANﬁcxPAﬂm@)

A WAY TO GET SNAP ' WHICH ANIMATORS ARE ALWAYS TALKING AROUT IS THIS:
CAY A CHABACTER. SEES SCMETHING MILDLY SURPRISING 2ud LOOKS UP SLIGHTLY -

| FRAME | FRAVIE

WE FUT IN A YEEY FA%TANITCJPA?TQN ~ A DRAWING 0B TW® IN The OPFORITE DIRECTON
FROM WHERE WE WANT 10 GO- 1S Too FAST FOR The BYE T SFEIT - IS TUST FOR.
ONE OB TWO FRAMES — [TS INYISIRLE T6 The EYE BUT WE Fret- IT. THIS GIVES 1T The SNAP

SAY A SOCCER GCALIE i€ GOING & STOP A BALL Wil A CIRCINAR- FoOT FLOURISH -

Aﬁ%ﬂaﬁmﬂrfgﬁi{u mg;ﬁamf’ THEN —F MOVES IN OPFOSITE DIRECTION

OF COURSE, The FOOT FLOWRISH (S ITSELE AN ANTIC{PATION OF CATCHING T G-
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THIS DEVICE GIVES AN EXTRA PUNCH To AN ACTION EY INYISIELY ANTICIRATING ANY ACTION.
ITS The SAME THING AS A \NATUBAL ANTICIPATION — JUST GO The. OPPOSITE WAY FIEST—
BUT ONLY FOR ONE, TWO OB THREE FIZAMER.

A BASERALL PHAYER HAVING CAUGHT A BALL COULD ANTICIPATE e ANTICIPATION CF His THRCW
For JIST 2. FRAMES -

g '
[/ //\;\b

CONCLUSION :
WHENEVER FOSSIRLE WE TRY TO FIND AN ANTICIPATION araﬁﬁﬁcfmfw) BEFOPE The. ACTION.
| BE SIMPLE .
BE DIRECT.
AN EBE CLEAR..
VM BE vERY SIMPLE.
MAKE A STATEMENT- ,
ud FINISH 1T SIMPLY.
S0, ~ ™

I WE ANTICIPATE fhe ACTION
2 DoIr

Kg il SHOW WEVE DONE IT,

ANTICIPATION LEADS ON NATURALLY BIGHT INTO TAKER aud i/dl@a@ﬁng /
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TAKES AND ACCENTS

A TAKE IS AN ANTICIPATION OF AN ACCENT WHICH THEN SETTLES.

HCﬂEﬁf%

A

7

Cza S ANTIC PATE D o=
ay Py \f %)
( N SA f )\
) %/ | " \qw/
gﬁﬁﬂgﬁﬁ Goms Do GOES P AN SETTLES

THS (s The BARIC. PATTERN OF A CARTCON ‘TAKE.

HERE FOLLOWS A BUNCH OF FORMULAS aud YARIATIONS ON HOLLYwaoD TAKER
WORKED CUT IN The, 193B0'S ud 40K. . . . .
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BUT WHILE WERE AT /T, WE Coud STRENGTHEN OUL BARIC TAKE RY APDING IN
A SLIGHT UP ANTICIPATION COF e DOWN ANTICIPATION AS. HE TAKES A CLOSER 1CCK—

\

SLEHT UP
70 ANTICIPATE
“The ANTICIPATION DOWN

HERES A FORMULA FOR. AN ORDINARY STRAIGHT UP au) DOWN TAKE (mm | FecT= /4 &a?)

(ﬁme DISNEY-TYPE TIING ) ,
THEACCENT 78
(& ONLY THERE
FoR 2 FEAMES '

i THEN (TS ALREAY 3
5 oniswly o #;g sg-r?gfi
? POWN TO 7L '@ . WE READ
NORS ) / N
&0 )
A=A EEDN fe
/I, 5 567 8 8 o2 16
] S I
POWN ON THOR LP ON CONES /4;_ LOWN ON TwOS

1




HERES fhe SAME THING EUT WTH ( 4 FRAES = ) AGAIN, The ACCENT
WARNER. SHORTR ~TY PE TiIMING— [ JuST OV o SEC o ﬁ' oy ?Ei‘;';f
EHEOH;E | 4-
DOWN To T 4. /ff"‘,,..-_-%

DowN 2 5'7 sz%i | k@q;o 1234
ONTHES | ] 770 8 e

DOWN CN ONES

SAVE THING WH Tle BODY-BLUT ALL ONTWOS -
(res One Foot = 73 SEC.)

TWoS f—

WE CAN EXAGGERATE EVERYTHING
AS MUCH AS WE LIKE IN The DRAW ING

BUT THESE ARE STANDARD TIMINGS.
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AGAIN Tlie ACCEN T#‘F
IS FELT ~ LIKE AN ELECTRIC
SHECK 20 1TS ALREADY ON
TS WAY To# (7

HERES A SIMILAR ONE -
The CHARTS ARE The SAME
AS Tlie MOUSE ~ ALL- ON TWES -

TWOS I__L_x__ﬂ._.;[_%.m_p_i 7129

THESE ARE SOLID WORKING FORMLULAS - BUT WE CAN START BEING MOEE INVENTIVE -

\) HEEP The EYES

LER ThKE ONE THAT [ASTS
JUST OVERA FOOT (19 FRAMER ) H

dud MOUTH

YA I\ CLOSED
[ , ) UNTILThe
ACCENT
il
/F/@ ©
P
=N
| 2 5 589 Iio /! I /3 154719
DOWN | ] | ]
ON TWES 1 | HHI T T J" 1 ;1
6 GO UP ON ONES DOWN ON TWOS
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MNOW LETS MAKE IT KIND OF A DOUBLE TAKE.
WE - KEEP the SAME CHARTS EuT PRAG T HEAD
FROM SIDE 10 SIDE oud KEEP IT 'SQUASHED'
ON TS WAY UPTO #il

DOWN ON TWOS 2 BACK DOWN O TWOS

MAYBE (1S
CLEAREK
SHOWING 1T
THIS WAY ~

FAVOURING
¥ & EXTREME

WE SHOULDNT WORRY ABQUT DISTORTED DPRAWINGS OR IMAGES.
LIVE ACTION HAR TERRBLY DISTORTEP FRAMES.

BUT WE SHOULD REMEVEER. WHAT Tie. OEIGINAL YOLUKME OF A CHARACTER IS -
ANP NOT STRETCH sud COMPRESS FORGETTING THIS VOLUME — SO THAT The: CHRACTER
CHANGES OVERALL SiZE.

MILT KAHL SHD, | KEeP The SAME AMOUNT OF MEAT IN A TAKE

BuT WE CAN

o .'”ﬂ--_,_q
PUSH IT AROUND - AN
HIKE MAD ~ / )




WE SHOLILDNT BE AFRAID OF DISTORTION INhe INTERIOR. OF AN ACTICN -

OUR PRAWINGS CB. IMAGES MAY LOOK STRANGE, BUT WE REALY ONLY SEETie SBRT 240 END FOSITIONS -
WE FEEL-The DISTORTION WITHIN 2ud THATS WHAT COLINTS.

THERE IS WiLD DISTORTION awd AN IN LIVE ACTION 26d WE CAN GO FLETHER. ~—

GOING DOWN The BEAY
INTO AN GOES DOWN
ANTICIPATICN AS Tae Lecs
YOUP EXPECT BEND ~
THIS -

BUT LETS DELAYHhe STOMACH AREA
FOR JUST 22 FRAMES OR & FIAMES OR 4 FIRAMES -

2 DEEAY
T 2,3 R4

S . F:Rq,”ﬂ e T T '
Ba iy e STOMACH CCES LOWN AFTEE The HEAD #d BoDY Haye
STAYS PUT- G WING INTERNAL STRRETCH SETTHED The ARMS COULD MOYE INTO
a0 COMPRESSICN . A FOSITION TO TAKE Tie CLIRCE

| _ OFF Tie HOLD.
Hhe HEAD COULD GO UP AS The LECS GO DOWN

WHICH IS AN ANTICIPATION OF AN ANTICIPATICN —

HEAD
LEADS -
ALL ELSE ANTIC.

THIS IS HOW TEX AVERY DID HIS WilLD, CRAZY TAKES — EXTENDING CN A SERIES OF COMROUND ACTICNS -
DELAYING BITE, OFTEN JUST 2 Fm%ﬂ APART — A SERIES OF ACTICNS =4 CUMLLATIVE EESULT
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ART BARRITT HAD A GREAT EMRELLISHING DEVICE FOR The HANDS AT The END OF A TAKE -
WHICH LOTS OF ANIMATCRS UTILISED -

AFTER The TAKE, WHERE HES COMING BACK T NORMAL ( IF WEHAVE The TIME For fr)
HAVE The ABMS MAKE AN ELARORATE FLURRY —~ON CNES. -VERY FAST:

“The ARMS EACH “THEY CAN MAKE
SWING AROUND A FIGURE 8
IN A CIRCLE AS LONG AS THEY
COUNTERING COUNTER
EACH OTHER - EFACH OTHER. .

The LEFT ARM DOES The SAME AS The BIGHT - BUT Sf;ﬂeml LATER aud COUNTEER T~

";a::-r'.;' -

TS AN
OPPCRTUNTY
To BREAK
e
TONTS L% :
- | 1 ' LEFT
4- ARMIS
PELAYED
{ WHILE HIS
\X RIGHT AM
. (S UP
(/1 Q\\\ e

KIND OF OTHER ARM
CHAPLINESQUE. .. COMES UP
Wwid KNOCKS
The HAT T ¢
OTHER. WAY
i - 0.-‘&- P H?E / T
WED NEED EBEACK ON .
A MINIMUM
OF [2 FIRAMES / HIS FEET COLiLD
FOR THIS STUFF - y / PEDAL IN Tac AIR -
6’ /-** = ENDLESS VARJATIONS -
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frS A GCOD IDEATO LOOK FOR AN EXTRA BREAKDOWN' | )
LETS SAY A MAN SEES SOMETHING OUTRAGFOUS aud YELLS WHA AAAAAT?!!

WP
FoRThe

 POWN 2
(M&“ roptie anme. o (L

A

“THie Wikl DO Tht JOB OK - BUT LETS LOCK FOR ANCTHER EREAKDOWN - ANOTHER.
POSITION “THAT Witl STRENGTHEN [T 2ud GIVE 1S MORE "CHANGE - MCEE V ITALITY.

B0 WE LOOK FoR WHATE/ER CAN GIVE US MORE CHANGE OF SHAPE WITHIR Tlve ACTION -
LETS PUT IN ANCTHER. ONE. HAVE Hind LOOK LiP BEFERE Tie POWN ANTICIFATION
AGAIN , We ANTICIPATE “The, ANTICIPATION -

{{F -~ LOOKS CLOCER

_ !
MAYBE WERE IN DANGER. OF CYEEANIMATING — OF GILDING™The LILY HERE - BuT ITS

ALWAYS WORTH SEEING [ THERES ANCTHER MOMENTARY POSITION POSSIRLE TO
CREATE MORE CONTRAST~ MORE CHANGE WITHIN. [ AN, THERES NOTHINE LIKE TRY NG ;r.)
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HAVING To0 MUCH ANTICIPATION CAN BE CORNY SOMETIMES aud CRAZY TAKES UNNECESSARY,

TUSTTO CONTRADICT ALL THIS WILD, UP. DOWN 2ud ABOUND ACTION, ONE OF He STRONGEST
TAKER |'E EVER SEEN WAS IN A FILM WitH BASIL RATHBONE AS the VILLAIN.

HES SMACK INThe MIDDLE OF fie CINEMASCOPE SCREEN 2ud HES BENG GINEN INFORMATION
BY AN AIDE WHICH SHOCKS HIM.

THERES LOTR OF ACTION BEHIND HIM 24 ABOUND Hild WHICH COULD PEFLECT 0OR ATTENTION,
YET HIS TAKE JUMPS RIGHT OUT ATYOU. HE HARDLY MOVES ANY DISTANCE AT All-, YET
Vou REALY SEE T! THERES NO ANTICIPATON DOWN 1) NO STREICHED ACCENT PART

OF THE REASON WE SEE IT IS BECAUSE HS HEAD I8 FROZEN N The MIPDLE OF The SCREEN -
@% SACRED CENTRAL olmf.) HIS HEAD MAIES A SHORT, SHARP MOVE UF, THEN CUSHIONS BACK ABIT

-
N\ The. HEAD GOES UP To 74 (TheAccenr) IN 2 Feues!
| ~THEN CUSHIONS BACK TOo™ 11 Iy A VIETUAL HOLD.

| ‘ti THE TAKE, THEN, 18 3 FRAMES LONG WiTH A
| %\ QJSH."ON BACK, #
o FaT
o D> slHaar
| The SAACING 1S Torefmm L

4+ 5 6 7811
] |
. i

CUSHION . ' ﬁ H
10

g

56, IF WE DEFINEA TAKE AS A STRONG MOVEMENT TO SHOW SURFRISE OR. REACTION
HE‘S Sﬁmgﬁbﬂﬁ W ITHOUT ALL QUR. ANIVATION DEVICES, HOWB/EIZ USEFLIL. THEY ARE T HS
LIFE DOESNT FOLLOWN OUR. CONVENIENT ANIMATION FORMULAS. (st?' STUDY ANY LIVE mm)

GEING ACCENTS RIGHT WAS The THING THAT GAVE ME the MOSTTROUBLE IN ANIMATING.

| REALLY HAD T© WORK AT!T'-— IF (TWAS A SCFT ACCENT WITH A HEA,D OR A BODY-OR.
A SHARFE, HARP

ACCENT OF A MAND

OR FINGER.
- PLUS HOW LONG

HAND OUT THERE + 6”“-‘*

TO READ? b EMS N @m; = | Sec.
1RY T POINT 4 TMES IN A SECOND = 4 ACCENTS. “TEX AVERY SAYS TS 5 FPAMES . YOu
ITS PREMY HARDTO PO. 4 STATIC HOLDE OF NEeD A MINIMUM OF & FRAMES T0 READ
b FRAMES EACH —AND HOW PO You GET FROM A HOLD. TEXS STUFF WENT 8O FAST

ONE 10 The OTHERS ANYWAY, IVE FOUND THAT THAT [ GUESS IT WORKS AS ENOUGH OF
YOU NEED AT ST LFRAMES T EEAD ANYACCENT. A PAUSE N The CONTEXT OF AUTHAT SPEED.
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FINALLY | CMGHT ON~ AS HSLJAL %9. SECRET IS KIND OF SIMPLE! IR J!,f&?‘
GETTING The DIFFERENCE Bwam A HARD ACCENT aud A SOFT ACCENT

TRY 240 FOINT REALLY HARD
g YOUR. FINGHR HAS TO
BOUNCE BACK, ORGO UP
OE DOWN OR SHAKE A BT
T WON'T STAY STATIC.,

SPEEDING: IN _ A

e

Speomem A - . IF We Poinr MORE
E = i 1 % ! Ii W; H— MSHM
‘.#'N—h .
w 1T SIOWS 75 A STOP

WITH A HARD ACCENT —

IFE WE BHT AN ANVIL WITH A STEEL HAMMER , “the ANVIL 1S OBVIOUSLY NOT AFFECTED
BY The HAM& and WHEN The HAMMER COMES DOWN 1T BOUNCES BACK.

THIS BOUNCE BACK
IS The ACCENT
The SOUND IS HERE.
[ FlRAME AFTER Toe Wi
(8 WHERE WEGET Tie SOUND

Conmer o IT IRER
) FOR | FRMME Bﬂzmcaﬁmﬁw (4 SLOWS INTD AHOLD )
SANE WITH A HAMAER

HITTING A NAIL — The ACCENT IS NOT WHEN Tlie HAMMER CoNmers The NAIL .

Aﬁm,ﬁe SCUND 18 ON
BOUNCE BACK
"\\‘ - ONE FRAME AFTER
‘3}‘} The CONTACT,
NG N OT BVEN THIS DNE. S THIS ONE.
A SOFT ACCENT WILL KEEP ON GOING -
THINK OF AN ORCHESTRA |
CONDUCTOE CONDUCTING [ 75 7+ )
. - WE FEEL The ACCENT
WALTz TEMPO - et A AROUT HERE
| ) The HAND
CONTINDER ON

f.. N~ e i _..#’ -{J&Ej ;:fLTH
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R e bt i e g b e

(4 HaD ACOENT BOUNCES BACK ) e o
- S —— FELT

A MAN POINTING
HIE FINGER
EMPHATICALLY -

( ALTHOUGH SOMETIMES A HARD ACTION STORS ABRUPILY—CR AS ABRUPTLY AS !TCAH.) ON#E
G SOFT ACCENT CONTINUER ) GOING OUT EET
I N

AGAIN, THINK OF
CONDUCTING
A WALTZ. —

WE STl SPEED INTD QUR ACCENT BUT The MOVEMENT CONTINUES .
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A KARATE FooT, APTER SNAPPING OUT, Wik BOUNCE BACK IN A HAED ACCENT.

THEN BOUNCES BACK

AFTER SPeEDING
FELT' ACCENT "/ .
ol we peap’ 79

|  BOUNCES BACK TO

WE GET fhe. SOUND OF The SHOT AS The GUY PORS BACK ORIBINAL  POSITION

W ITHOUT ANY INBETWEENS 8ud THEN SLOWS BACE TO NORMAL .
{MPACT
EACK

A SOFT ACCENT HARPD AQCCENT CouLb BE OFT

. ) A ORHARD: 7
“way cge Ly 7 "W TERE CUTE-

o

- i

! I 19
N A H by |
TS - e &2 [BUT USUALY HEAD
3 9z Mgy | ACCENRAREGP
| sce,  \ SEE ‘DIALOGUE!
BoOUNCE BACK
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-

TIMING, STAGGERS, WAVE AND WHIP

WE HAVE The ART THAT CAN PLAY MOST FREELY WITH TIME.

WE DONT HAVE TO USE NOBMAL TIME. WE CAN EITHER GO Teo FAST-To GET SPASTIC
HUMOUR. 20d FRANTIC ACTIVITY - OR GO ToO SLOW 2ud GET™ BEAUTY 200 DIGNITY.

YEARS AGO A SCIENTIST FRIEND OF MINE SHOWED ME FiL HE MADE ABODUND The
WORLD OF MEN aud ANIMALS — NONE OF 1T SHOT AT NORMAL SPEED. |T WAS ALL
INTENTIONALLY EILMED T2 FAST OR TOO RLOW. HE HAD ELEPUANTS RUNNING

LIKE MICE 2w VICE VERSA, PEOPLE IN RELIGIOUS RITUALS RACING AROUND AS IF
PLAYING TAG, PEOPLE KISSING IN SLOW MOTION, ETC. AFTER AN HOUR OF THIS

YOUR MIND TURNED INSIDE OUT— GIVING A KIND OF GOBS EYE VIEW OF LIFE
o ACTION.

THERE WAS A SHOT OF A TEAMP ON A PARK BENCH PUTTING A MATCHSTICK IN HIS EAR
IT WAS FILMED SLIGHTLY IN SLOW MOTION, 30O OR B2 FRAMES A SECOND. AR HE
FIPDLED WiITH The MATCHSTICK YOU SAW LITTLE RIPPLING MUSCLER OF PLEASURE

SPREAD ACEORR HIS FACE WHICH You WOULD NEVER. SEE AT NORMAL SPEED.
STRANGE , BUT COMPULSIVE VIEWING.

SINCE THEN IVE ALWAYS TRIED To AVOID NORMAL TIMING, | ALWAYS TRY TO GO
JUST A LITTLE TE0o FAST 2ud THEN SWITCH 10 GOING TUST A LITTLE 0 SLOW —
COMBINE IT. GO FOR Mie CHANGE, The CONTRAST. The SLOW AGAINST The FAST.

KEEP SWITCHING BACK wd FORTH. IT€ HARD To DETECT BUT MAKES COMPULSIVE VIEWING:

" STAGGER TMINGS )

THERE ARE SEVERAL WAYS To STAGGER DRAWINGS BACK wd FORTH 70 CAUSE THINGS
> SHAKE OR VIBRATE, To MAKE HANDS TREMBLE OR HELP WIH LAUGHING OR CEYING.

WE MAKE A SERIES OF DRAWINGS OF NORMAL ACTION 3vd INTERLEAVE THEM
BACK sud FORTH IN DIFFERENT WAYS TO MAKE THEM SHUDDER 'mé SHAKE.
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THE SIMPLERT FoRkM OF STAGGER. VIBRATION (S THIS -

SAY W WANT
A LEAFON ATEEE
10 EFLUTTER
IN The WIND. ..
. (2 345,787
71 200 %9 4RE The 2 EXTREMES 200 WE JuST MAKE 7 EQUAL IN Berwevs [T 171
/
THEN WHEN WE EXRRE Z - WE SKIPONEawd o —L— OR SKIF /1
IT ON OUR X- SHEETS ?“f’: EORWARD 300 THEN —?2-_— APOUND _&__
JNSTEAD OF The USUAL- 75— COME RACK efe.— —Z~  FORAMoEE —Z-
| & 2 VIOLENT ~ —2—
T ~Z EFFECT & ———
2. 4 . i
Z s S
f - == 2
AND WERE NOT LIMITED - erﬁgﬁﬁa =g /
O JUST THAT, FOR VARIEY > : - -
HOLD SOME FoR 2 0R.3 G’“LE‘:”S - %M
FRAMES 2ud OTHERS FORONE. £ _—
ITS AN ERRATIC EXPOSUBE- 3 P . i .
IT DERPENDS HOW VIOLENT & = - ANY COMBINATION CAN WORK.
WE WANT IT TO BE. L e THIS IS e PRINCIPLE
g — | OF STACGERED EXPOSUBE
s 3 o .
g 5
—

ANOTHER INAY -

TAKE A Dtvwe BOABD VIRRATING AFPTER. The DWEﬁ&‘ LEFT IT ~

Wi MAKE 7 1,9, Yd 17 /

——

) o
Wi EveN f@ﬂuh\\%
L‘H‘-& P-l ~+—|-I—-! '
H*I ——

17 SURPRISING HOW M UcH You

CAN REPEAT EACH END, #1 To#i7 e,
AND WHEN 1T SLOWS ‘?@ A STOF
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7 OF COURRE WECAN MAKE

> MORE FLEXIBLE PASSING

& POSITIONS WITHIN The  E
e EXTREMES a

=Y . '

pra a o R

4 BUT T s

;53 WiLL WORK WELL (._._ /

2 \ EITHER Wy,

2

i THESE ARE The. VIRRATIONS MOST

fﬁ ANIMATOER USE — FOR LACKOF

g"' A NAME | CALLIT e UP ovd DOWN*
ot OR "BACK 21 FORTH' VIBEATION.



THIR CAN BE USED FOR LAUGHTER OR CRYING: OR. SHINERING WiTH COLD:

- < o )
fﬂm DOWN SIMPLY BECAUSE Tie HERD EXTIREMES ARE

CLOSE TOGETHER. aud The KNEES AR APART
WE GET A VABRIETY OF SPACING IN T ACTION.

THE ONY PROBLEM WItH THS MEHOD (S THAT IT TENDS TO BE A BIT MECHANICAL -
WE CoULD BREAK IT UP BY POING MORE INTERESTING PASING POSITIONS WITH IN IT.

BUT Tl REALLY GREAT METHOD IS The ONE DEVELOPED BY NORMAN FERGUSON AT DISNEYS,
KEN HARRIS SHOWED IT 170 ME 200 KEN GOTIT FPOM SHAMUS CULHANE WHO GOTIT FROM

FERGUSON.  FOR LACK OF A NAME, 1/ CALLING IT

(77;’& SIDE 1o SIDE VIBRATION FOEM%L@

SAY WE WANTED 1 HAYE _"i—
A HEAD WORRLE FEOM 2
Sipe T SIPE - ErY
17 1O <3 32
WE MAKE A SERIES R
OF DRAWINGS FROM =g, j‘ﬁ
[ fo SAY, 32~ 4 A
=
é # r
THEN WE MAKE A CAREFUL =
AND WE GET TRACING OF %] 200 #33 -
A SIDETO SIDE tJHSTEHGfﬁLV OFFET - T
WOEBELE BY W oﬁi m A ﬁfw aareé,gg -y
AVING 2- STRIPS WINGS # 14 T0 324 ril
H@F’A_m—{?ﬁ 60»"-"‘11’5" UP TﬁﬂWEE SIDE. eic.
PATTERNC
SRt [KTERLEAVING, THO SERIES OF DRAWINGS
INTERLEAVED ... GIVES UK ALL KINDS OF POSSIBILITIES

FOB VIBRATING ACTION.
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- KEN HABRIS ANIMATED A SCENE WHERE The CHARACTER HAD AN " EARTHOUAKE" VIBRATION
GOING UP HIS BODY FROM #IS TOES, TO HIS LEGS, awd HIS BACK, USING THIS SYSTEM

IT WORKS LIKE THIS -

W

1A

INTERLEAVED

SERIES ‘
I 10 9 WITH SERIES WDRKS
A fo 9A (j;ﬁ%
. Of
ONES
SAY WE WANT
AN ARM
RAIQING
IN TRICMPH
OR. IN RAGE,
VIBRATING
AS 1T
- GOES UR-

SO, BASICALLY IT§ JUST TWO SERIES OF DRAWINGS DONE SEPARKTELY 210 INTERLEAVED }»vm
- EACH OTHER — GIVING ENDLESS FOSSIBILITIES OF WOBRIES | JUDDERS, QUIVERR wd SHAKES.
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.
A WHIP ACTION )

e \  GOING BACK P ok DO
o 1 -
veeos Limme N D F @
!-1‘#"( i - o P bl . 51y
a0 HERE EFOREThe _ ¥ ia
I BACT T CARRY =i
., The EYE P N e )
| oy = .\,.-a?"-': .. | e -. -. F—
HAND FR]V_EE WP FORWARD _fﬁ,_‘--"“"’“' o e .:u'-'"' B k'
. R vl
< SNAP ONLY FOR OVE FRAME 1 Y fhe TN
A PLACE The SOUND OINE FRAME - Q5L AXES O The NE(
AFTER The SHAR FPARE AFTER Tt SNAL

SUME KIND OF THING AS e WHIP BUT WITHOUT The SNAP ACZENT.

Ken HAERIS USED THIS EXAMPLE
A MAN SWING ING ON A ROPE -

ALTHOUSH /
IN EEAHTY -
Tae ROFE WOUD / "
BE PULLED STRAIGHT "
- BY fie WEIGHT

OF the. MAN.

@Aymcm’@ }

GOING OVER 2l COMING BACK .
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HERER e WHIP ACTION APPLIED TO A WOMAN BATTING HER. FYES - (EXAGGERATED)

e

UELPING US OUT ON The LAST 2 MONTHS OF ‘A CHRISTIAS CARCL, ABE LEVITON ANIMATED A WONDERFUL
LITTLE LAUGH ON TINY TIM. AT DINNER ARE 200 | WERE DEMOLISHING “The WINE and | EATTLED
ON ABOUT HIS INORK 40 The GREAT LAUGH HED JUST DONE. ABE SAID, WELL,IM ARFULLY GLAD
THAT YEARS AGO KEN HARRIS SHOWED ME THAT WHIP PRINCIPLE AS A PATTEEN FOR A LAUGH.
WHAT? SHOWME, SHOW ME!"WE STUMBLED BACK To The STUDIO avd ABE SCHIBRLED SOMETHING

fwﬁ{ﬁ —TH'ES - J'[ »

“wHaT?” 1 BURBLED, "I DONT GET IT.

Y COME O, DICK, ITS A WHIP PATTERN
- LCOK, LIKETHIS... ”

U THATS WHAT You DID ON TNy Tim2 "
N /
YEAH, YOU KNOW, The WHIP ACTION - LIKE THIS..”
| 4 =

Aﬁfﬁ LAUGH 1S ON The NEXT PAGE o IM INCLUDING IT TO SHOW TUST HOW SUETLY
THESE BASIC THINGS CAN BE LISED. “The SHOULDERS GO UP 2vd DOWN WITHIN The
LAUGH 200 YOU CAN JUST ABOUT <EE The WHIP PATTERN UNDERLYING The ACTION
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DIALOGUE

IMAGINE A HANDSOME MAN TALKING TO A BEAUTIFUL WOMAN 240 THIS 1S WHAT HE SAVS:

| 7~
IT LOOKS LIKE HE'S SAYING, | LOVE You,” DOESKT 1€
HES NOT. HES SAYING, “ELEPHANT JUICE?

(1Y 11 YEAR OLD DAUCHTER BROUGHT THIS HOME FROM SCHOOL. )

TRY [T, T |LLUSTRATER the ROINT THAT WE DONT HAVE STANDARDISED MOUTH SHAPES
FOR EVERY CONSOMANT 40 VOWEL . WEPE ALL DIFFERENT. (OUB MOUWTHS ARE ALL DIFFERENT
w) WE USE THEM DIFFERENTLY. THERES NO SET WAY T FoRM INDIVIDUAL LETTERS il
VOWELS . The ACTOR , Jif CARREY, MOVES HIS MOUTH DIFFERENTLY THAN The ENGLISH CYUEEN.

OF COURSE ALL CUR MOUTHS OPEN FOR The YOWELS A £,(,0,U.( AY EE, EYE, OH, YOO.
AND THEY CLORE FOR The CONSONANTS B,M, P F,T,V. ( EEE, EM,FEE | EFF, TEE sud VEE )

AND The TONGUE IS UP BEHIND The TEEIH FoR N D, L TH 26 T (THOUGH WEE DONT AR SEE [T
BUut A LOT OF The POSITIONS IN REAL LIFE ARE AMRINVALENT 240 INDIVIDUAL. .
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HOW NOT To DO LIP SYNC:

| HAD AN ENTHUSIASTIC. (0T GRADE TEACHER WITH A WIDE MOUTH
FULL- COF VERY LARGE TEETH SET OFF BY BRIGHT RED LIRSTICK.

EVERY MORNING SHE HAD US ALL STAND UP aud VERY SLOWLY
EE - NUNN - SEE - AYTEH :

|

"MOO VAN BULL LIPSSSSSS,

MOO VAH BULL [IPSSSSSS,

ARR THUH VEHREE BEHESST LIPSSS
TOO TAWK ANNND SSSING WITHTHTH.”

FOLLOWED RY -~

Y GoooD MOHRRNNING Too Yooo,
GOOOD MOHRERNNING o0 YOoOO -
WEER OLL INN OWRR PLAYYSEZZ

WITH SSUNNSHEYENEE FAYSSEZZ.
OHHH, THISSS 1ZZ THUH WAYEE f,
TOO STAHRRT AHH NEeYOO DPAVEE.”

SOMETIMES SHED HAVE US SIT 2ud SAY P~ (PuH) FOR A MINUTE <1 ~
wmd [ KIND OF ENJOYED HEARING The LITTLE EXPLOSIONS OF AlR. {h Cﬂé\_

PEOPLE PONT TALK LIKE THI !

WE SMUDGE FRoM ONE WORD SHAPE 1o The OTHER.
The ANIMATORS CALLED |T

@H@ASWQ )
— e

LIKE IN MUSIC - YOu SMUDGE OVeR A FART COMPLEX PASSAGE HITTING JUST T MAIN
THINGS —YOU DONT HAVE TO MACHINE GUN EVERY NOTE ECUALLY —Yu BLUR. OVER IT:

WHEN WE SPEAK WE PONT ARR TICK YOO LATEH EVERY LITTLE SIL AH BULL
oo LETTER and POP. SOoME PEOPLE HARDLY MOVE THEIR LIPS WHEN THEY TALK.
The THING IS TO THINK OF The WORDS, WORD SHAPES and PHRASER - NOT OF LETERS.
CUR MOUTHE ARE ALL DIFFERENT.

MOST PEOPLE HAVE EITHER The TOP @ “The BOTTOM TEETH ARE
TEETH VISIRLE MORT OF The TIME - FEATURED MOST OF The TIME.
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“The MCRT FUN |VE HAD WITH LIP SYNC SO FAR WAS WITH VINCENT PRICES VOICE -

EECMISE HE HAD SUCH A MORILE FACE, WOUTH , TAINS 2und THROAT. -
FROM The SIDE HE LOOKED AS YOUD EXPECT, BUT WHEN HE TURNED 70 The FEONT HE LCOKED urﬁeﬁ FISH,

KIND
STARTLING - )\ L BICHAZD -
R I'M A FRIENDLY

_~ MoNsTER.

W&C&W‘é DENTIST TOLD HiIM HE
HAD A GIANT VOICE ROX - WHICH
GAVE Hitd THAT AWFULLY RICH
THEATRICAL VOICE.

BUT The GREAT THING WAS THAT
HS FACE WAS SO ELASTIC THAT
FOR A SECOND OB TWO , The TOP
TEETH WOULD FEATURE ...

R
(T,

. THEN |

oy AT ONCE.

ALLINONE
SENTENCE.

Th
BOTTOM SET

AND BECAISE HE SPEEAD OUT IS DIMOGUE |
YOU HAD The TIME TO ARTICULATE ALl The PORS, CRACKLES, SLOW VOWELS 300 CONSONANTS —
[ LIke BEING BACK IN GRADE &fx) YOu CouLp OVEQAN IMATE T 200 1T STILL LODKED NATURAL .

MOSTLY WE HAVE TO HOLD DOWN OUR- MOUTH ACTION , UNLESS WERE SHOUTING OR SINGING.
The IMPORTANT CONSONAMIS ABE The CLOSED MOUTH ONES -

® ,© 6 0
RIS

M ORDER. To READ THERE POSITIONS WE NEED AT LEAST THO FRAMER . ONE ISNT ENOUGH.
(IF WE DON'T MAKE THESE FOSITIONS The VOWEL THAT FOLLOWS WILL BE VITIATED.)
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Fop. GOOD CRISP DIALOGUE WE SHOULD POP INTO OUR VOWELR — (NO INBETWEENS )

DONT CUSHION INTO IT. CUSHION BACK AFTER. The ACCENT. HIT IT BIG, THEN &aﬁrﬁv 7,
HIT The DIALOGUE ACENT- ie. VB AM@*‘*

= 5 9 9%

. (OR) WE COULD CUSHION A BIT AT The BOTTOM OF The POP- 200 HAVE A SMALL POP O The'

EgIYeT

THE e WORD “BAYS BOLLY WITH TWO VOWELS ~ HIT The. FIRST VOWEL HARDER THN T2,

YITEELL

CUSHION 'f?-” v
CULHIONING §

i y
AGAW IF SOMEONE SAYS A BROAD VOWEL LIKE HEY! “or Wow !~
DON'T EASE INTO The. VOWEL FROM The "W WITH SEVERAL DRAWINGS.

= VERY MUSHY 2nd SOFT

CRITICIEM AMONG ANIMATORE
“HE/SHES OK | BUT 178 ALL
A BIT SoFT2

= - o0 DONT FoRser
| 70 DISTEND The
' - [ FACE - STRETCH IT.

A PREVALENT FAULT IN DIALOBUE 1S THAT The BOTIOM OF Fhe FACE POBNT STRETCH wd MP:EE@ ENOUEH,
WHICH NAKES OUR, ANIMWATION STIFF wud STILTED.
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The [KEY) T LIP SYNC IS GETTING The FEELING OF The WORD and NOT The INPIVIDUAL LETTERS

The, IDEA 1S NOT T BE TOO ACTIVE - GET The SHAPE OF The WOBD 2w MAKE SUFE WE SEE 1T
SELECT WHATS IMPORTANT aid AVOID FLAPPING The MOUTH ABOUND ANIMATING EVERY LITILE THING.

ACTOES FITHING DIALOGUE OVER FOREIGN FUMS HIT ONLY The ACCENTS awd GLOSS OHER. The MIDNE STUE
THEY MATCH The FIRST VOWEL AT The START OF The SENTENCE x4 The LAST ACCENT CF Tlie SENTENCE -

30 WHATS IN BETWEEN WILL WORK ((oRTEND To WORK.)
THINK OF IT THIS WAY

TAKE Tle WORD EpBTUNE - INBTWH
s Q- = T TWICE.
DONT £O THI ERDR ? } DONT OPEN
DO THIS: ‘E
TUST USE 2 POSITIONS.
Gio FrOM ONE
T The OTHER. - | BOIL IT DOWN SO 176 SIMPLE.
FOR CHOON

LersTAkE HEWO L 4 F SO

SAME THING - §HE \;j A 5 O DDUT"OPEH T TwWiCk

| “ “

GO STRAGHT FROM e v O
R~ .

ONE To1he OTHE HE . O -

WE CANT BE LITERAL IN READING OVE SOUND TRACK.
AEMORY " IS NOoT 2 ORENS - /TR ONE

s NoT
OFeN
M EM fJH REE WE DONT
UNLESS THEY'RE SINGING MJMATE
| J“MEM-GH-?&E&S.F 5,@_5
S MEM -Reg” i?vms case VONEL-

amf 1b CLoSe The MOUTH EN 2OUTE 7o \REE
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KEMEMBER. The UPPER TEEH ARE ANCHORED T2 The SKULL- ad DO NOTANIMATE 240 The
LOWER JAWS ACTION (1€ NOSTLY UP 348 DOWN — WITH The LIFS od TONGLUE FORMING The SOUNIS.

A RUILE: NEVER INBETWEEN The TONGUE IN SPEECH. OUR TONGUES WORK SO Fﬁﬁ‘f THAT 7S
JUST UP OR JUST DOWN — NEVER SEEN EN BOUTE (OF CouRSE IT PAVES,)

8) (s G fﬁd?’ THERE A SAYING -
b “The TONGUE WEIGHS
‘ - NOTH ING-~
Yer SO Few oF 4S
W Sl
gw
UNCH ! TONGYE wauk.’ DOWN ONThe NEXT FEAME

The TONGUE IS HOOKED ON The BACK OF The LOWER JAW a0 1§ NOT FLOATING ARGUND IN LIMBO
OR STUCK IN The THROAT. ALSO THE JAWS ud TEETH ARENT RUBRER. . BE CONSISTENT ABOUT TEETH.

HOWEVER, THERES SOME AWFULY FUNNY STIFF BaiG PONE THESE DAYS WiERE THEY JURT SAY,
VHELL, 1T6 A CARTOON - LTS HAVE IT BE A CARTZON.” AND THEY TREAT The TEETH AS RUBER |

) POP FoM :1& VA-M&

To |
- THE G THIS G ma
- mm@ous-—
BUT NOT WHAT
mkzmm

ANOTHER RULE:  WE SAID WE NEED AT LEAST 2 FRAMES 10 READ IMPORTANT CONSONANTR -
| LIKE M, B, P F, V oRT (or't’) IF WE DONT, The VIEWER WONT SEE IT.

1E ON fhe SOUND SO we STEAL S

READING WE ONLY TEE T FEOM The 1T EE |
o e T G T e
AN M?# SOUND - & GIVE IT" ANOTHIER—3> “WE NEED
AL EXTRA FRMME L o HitThe
-~ TS MOT ENOUEH. g IN BRONT OF IT INCOMING
17T ToREGIRTER- ] Y "vowst

- NEVER APIER... ON The NOSE,
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P . _
(PICTURE 240 SOUND &w@

THIE BRINGS US T The THORNY PROBLEM OF : To WE ANINATE LEVEL SYNC OR ANIMATE The.
PICTURE ONE FEAME AHEAD OFhe SOUND MODULATION OR TWO FRAMES AHEAD OF T SOUND, OB W”?‘V?

ANSWeR: WorK LEVEL. a—m;“:;,,,ll_%
T 3
/ A
f S b, #
6 4 PYTOUR M’ DRAWINGS 7§ 2d 7

G RIGHT ONThe ' SCUND.

T
.\ ) 9
@ IF WERE ONTWOR - %
W 1T WORKS OUT THAT Ay - RS
| ——
WOEK ONE FEMIE AHEAD. k= ] 3
— & . AT ow M PRAVING *5
A ~ ONE FRAME AHEAD OF The 't/ SOUND
e L L0 7Y DRanING | FrawE
_ Y =] AHEAD OF Tue' V' SOLND .

THERE 1S A CRUPE RULE OF THUMB THAT 1T LOOKS BETTER Withtie PICTURE LEADING The SOUND
BY 2 FRAMER. BECARE OF THS, A DISEAE SPRANG UP WHERE SOME EDIDRS SET UP

T TYRANNY TUAT ANIMATORS MUST ANIMATE EVEBYTHING 2 FRAMES AHEAD OF iy, SOUND
SO THEY COULD JUST PLOP IN The BEQULT ~wid @O HOME. |

WRONG. THERE [SNT_JUST ONE BULE, SOMETIMES LEVEL SYNC WORKS BEST - SOMETIMER IR
BETTER WITH The PICTURE ONE FRAME ADVANCED , OFTEN IT IS BETTER 2 FRAMER AHEAD (HENCE
The DISEASE) dud SOMETIMES (R BETTER WITHThe PICTURE EVEN 3 FRAMES AHEAD OF The SOUND:
b EE" DRAWING

I You ALWAYR ANSWER,
< ANOTHER "BE PRAWING

Yl 2 FRAMER AHesD”

WHY <

YOU GET A CRAZY SITUATION

e M DRAWING

t ;
WHERE YOURE THINKING SIDEWAYS - - Y ; T PRAWING
£ I . e ETC.
CONCLUSION: ard

THERE (S ONE REALSYNC. 200 THAT IS LEVEL. BISHT O “The MOPULATION (S (0% FERFECT, LORICALLY.
TIUST DEFENDS WHAT LOOKS BEST WHEN WEPLAY WITH IT. S& WE EXRRE RIGHT ON The NOSE.-
OR ONE FRAME AHEAD —~ [F ITS CONVENIENT — NEVER, LATE.

THEN WE CAN RUN OURTESTR AT LEVEL SYNC, THEN ADVANCE The PICTURE ONE OR TWO OB THREE
FRAMES — DEPENDING ON WHAT LOOKS BIGHT TO US . WE LEABN THINGS THIS WAY,
T AL DEPENDS ON The CHARACTER 2ud TYPE OF VOICE w3 HOW WE'VE DONE The JOR.
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(" Accents )

“The OLD MASTERS PUT SHARP PHYSICAL ACTIONC 240 HEAD MEVES 3 Or 4 FRAMES AHEAD
OF The MOPYLATION — THEN PUT -The MOUTH ACTION ON The-NOSE ~ (In A MANNER {TWHH'&)

HEAD ACCENT X |~ 7.
(FON 4 FrAmes Aughb |

{FON -
HEAD ACCENT X
ONES - "2 FRAMES AHEAD

SOUND ACCRNT X || -

TWOR -

SOUND ACCRNT X | o

THEY GET UP THERE (0. DOWN THERE ) FOR The ACCENT 3 of 4 FRUMER EARLY~THEN The MOUTH OPEHS ON + SOUND.

PUTSIMPLY - 9
S 'S THIS DEVICE GIVES
. 7 - A BEAUTIFUL
O RESULT.
MUCH BETTER,
THAN HITTING iT
ALL ATONCE
/ 3 5 7 78 i FOP OFEN
4 J I — ON MODULATION
X

MOST OF The TIME The HEAD ACCENT (S UP.
(D ANTICIPATE DOWN

THEN HEZD ACCENTS UP
2 THEN LIPS ON'The VOWEL (| 116 USUALLY 4 VOWEL THAT WEIRE HITTNG.)

WE CAN DO IT" IN ReVERSE, BUT MOSTLY TS SrRONGER. GOING UP. (BUT DOWN IS FINE, T20. )
ANYWAY, THERE 1S ALWAYS AN ACCENT — UNLESS ITS AN UTTERLY BORING PERSON SPEAKING.

; . , —— b ¥y r: ffk.«-— I
THE: “WELL, AT LAST Youke HOME! ™ = 3 sceas
£y F 7
YOWeL VOWEL YOWEL-

HIT ONLY Tie VOWELS WHICH ARE IMFDRIANT. GLOSS OVER The, OTHERS.
WE HIT CERTAIN ACCENTS WHEN SPEAKIMG aund WE SLUR OVER Th REST.

"WELL, AT LAST YQURE HomEe!”
ch;f@r

._ W\ |
WE‘LLF, f"ﬁﬁ ﬁﬁgr yi}ué&: ]{@Mﬁu;ﬁ

+
SMALL  1RIG
ACCENT ACCERT

JUST HIT The MAIN ACCENTR, SELECT WHATS IMPORTANT - WHETHER. ITS A SOFT O HARD ACCENT.

Vi , ¢
HARD ACCENT: 1!%(@ " Go pown (orUP) 24d You BOUNCE BACK.
SoFT Accent: N0 05, GO DOWN (orRuUP) 2ud CONTINVE.
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EXAMPLE OF RODY ACTION PRED OMINATI: M:%-

SAvmra M1 SLIP INTO SOMETHING C@CJ.LEE&
AﬂCﬂﬁ“

T |
_'l.
e

QUE DOR 1T W ITH HER.SHOULDER -
7o UP AS SHE TURNS TOWARD US , ANTICIPATES DOWN

o) GOES UP FAST FORThe. MAIN ACCENT ON COOLER-
ALSO AT ‘!Zfe. SAME TIME HER HEAD ACC,ENT’GGES mww

O Tl EO' THE ONLY MOUTH ACCENT MSO Ol fhe"cO
SHOULDER. UP, HEAD DOWN, MOUTH EXAGGERATED —

4oL To HIT The ONLY ACCENT T The SENTENCE

ACTION

SeRE Aok MAIN EXTREMER : KEYS (D) (31) 2 (55) TeLi e STDRY.

COo0 -

— N
- L
L

312

L
‘l.

D TUENS

\

Tk

\

;

HEAD

ANTIC. DOMN X

SHOULDEZ.

§

| Goes DUl
{1 ANTIC.

\ AccenT

BLANK X

\
\

- LER.”

WORKS FINE, BUT WOULD HAVE BEEN EVEN BETTER IF 'me,#EAD )
“HOULDER. ACCENT HAD COME 3 cr4- FRANES AHEAD of The 00 MODILATIEN.

B

-\







[ ATATUDE

"
MAKE Tue FOINT OF e SHOT CLEAR WITH BODY ACTION FIRST. The BoDY ATTITUDE SHOULD
ECHO The FACIAL ATTITUDE. 1S ALL ONE, The EXPRESSION COF the BODY wd FACE S
MORE IMPORTANT THAN The MOVEMENT:

IF WE GET The BODY w0 HEAD IN The RIGHT ATIITUDE WE CAN ALMOST 5O W ITHOUT Tae MoUTHS,
The MOUTH ACTION CAN GO ON LAST — THEY CAN BE The LAST THING 1o WORK ON.

HEN HARR(S SAID HE LEARNED The MOST ABOUT LIP SINC WHEN HE HAD To ANIMATE A ARTIAN CHAPACTER
WRO RAD NO MOUTH, THIS MEANT HE HAD TO GET The HEAD ACCENTS RIGHT TO MAKE IT CONVINCING.

[N PLANRING e SHOULD MAKE SURE WE DONT HAVE ToO MUCH GOING V. HOW MANY PCRES FOR
THIS SENTENCE - FOR THIS THOUGHTS ACT (TOUT 2ud BOIL 1T PORIN SO (TQ SIMALE i KEEP 1T SIMPLE.

WE CAN ONLY PUT OVER ONE THING AT ATIME. JUSTAS WE CANONLY SAY ONE WORD AT ATIME, WE
CAN ONLY PROJECT ONE GESTUBE ATATIME. “The WHOLE FORE SHOULD WORK TOWARD THATONE THING.

G

am=r Do

ONE EVENING INThe EARLY 708 | WAS TALKING TO MILT K#L ABOUT The SUPERR MOUTH
SHAPES HE ALWAYS GOT IN HIS ANIMATION . HE SAID," WATCH SINGERS FOR. MOUTH SHAPES.

| ASKED, ”s THERE ANY PEAL SECRET To LIPSYNe 2 7

He LITUP. " You WANT the SECRET? | L1 TELL You The SECRET! You KNow THAT Jir HENSON

WITH HiS FROG MUPPETS WELL, HES A GENIUS! HE UNPERSTANDS SOMETHING THAT FUPPETEERS
NEVER DID BEFORE, HERE HES JUST GOT A SOCK OVER HIS HAND sud THOUGH HE CAN NEVER,

MATCH The SOUND EXACTLY, HE DOES A FAR BETTER JOR THAN MOST OF US ANINATORS WITH ALl
OUR TECHNICAL RESOURCES, YOU WATCH WHAT HE'S pOING! HES PROGRESSING The ACTION.
HES GOING SOMEWHERE WITH THAT FROG WHEN HES TALKING.

"I LEARNED THIS BACK ON'SONGCOF 11eSOUTH ' WHEN | HAD The FOX SAYING T Tie RABRIT
1M GOING TA ROAST YUH, E7¢, £z, | HARDLY MOVED The MOUTH AT ALL. HE WAS SPEAKING

THROUGH HIS TEETH WHEN HE PUSHED FORWARD TOWARDS The RAZRIT. HE FROGRESSED TOWARES
The PABRIT! | PROGRESSED IT AS HE SPOKE sud THAT The SECRET. GO SOMEWHERE,
ANYWHERE, AS You SPEAK.”

JP’HEN [ GOT BACK TO ENGLAND | RUSHED IN TO KEN HABR(S 2ud JUMPED P 200 DOWN, ,
"lve GOT The SECRET! The SECRET CF LIP SYNC! MILT KAHLTOLD ME Tle &’EZZZEET*'

4’ EN LOOKED uP szzxcﬂfﬁ
“the SeereT!” 1 BURBLED," THE SECRET 1S 10 FROSRESS Thu ACTION AS YU SPEA.

KENS EVES ROLLED HEAVENWARD. WHM DO YOU THINK | VE BEEN TRYING To TELL VA?
WELL, The PENNY DROPPED G:WAM) AND | NEVER. LOOKED BACK. THATS T,

|

"ﬁ
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ACTING

IN “Tle K‘%@Oﬁ‘ SOMERBODY ASKED LOUIS ARMETRONG WHAT S GL»":’WC:?? LOUIS %N@W,&i‘i)
MAN, (F YOU HAVE TO ABK, YOU'LL NEVER KNOW. ”

BUt WE ALL KNOW ABOUT ACTING! WE DO ImALL DAY. WERE ACTING DIFFERENT PAETS
ALLThe TIME, THERE AFE SEVERAL OF US IN HERE.

DO You ACT The SAME WAY WITH YOUR. WiFE Hu&mm/mvm AS WHEN A TRAFFIC, CoP

PULLS YOou OVER? OF WitH The BANK MANAGER? OR WITH YoUR CHILDREN € WiTH .
YOUR BOSK € WITH CO-WORKERS 2 FRIENDC W ITH YOUR SUBORDINATES 2 YOUR. ENEMIES .

WE'RE ACTING ROLES ALL The TIME DEPEN DANT ON The SITUATION WERE IN 30 WE KNOW 1T
WE TEOT ouT The PERSONALITY yﬂcFPEOFRJATE O WHATS EEQHJEED IN QUR SITUATION.

THEEES: The AUTHOBITARIAN
The CHILD
The STUDENT
The RESPONSIBLE ADULT
The LOVER
The FRIEND
The CLOWN
TThe EMPATHETIC | KINDLY PERSON
The HUNTEE
The POWER -~ CRAZY MANIAC efe.

The THING (S T BE AWAEE OF IT sud USE /T TO EXPRESS THINGS-T® DEVELOP
The ABILITY TO PROTECT IT THROUGH OUR. DRAWINGS OR. INVENTED IMAGES BY
GETTING INTO The CHARACTER WE'RE DEPICTING, /N The SITUATION THEY RE N,
KNOWING WHAT IT IS THEY WANT =~ ud WHY THEY W;ciMT IT — THATS ACTING.
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WE WANT 70O PUT SOMETHING OVER CLEARLY THROUGH A PARTICULAR CHARACTER —
CLEAR DEPICTIONS OF WHATS GOING ON WH The CHARACTER. .

DO OHNg THING AT A TIME 2ud BE CRYSTAL CLEAR.

IF WE START WITH THAT, THEN WE CAN DEEPEN OuR PERFORMANCE AS MUCH
AN WE ARE CAPARLE OF

WE CERTAINLY ALL KNOW The BASIC EMOTIONS.

AND WE ALL KNow AROUT FEAR
GREED
HUNGEE
COLD
LUST
VANITY
LOVE
wd The NEED TO SLEEP,

KNOWING THESE, TS JUST AROUT HOW DIFFERENT PEOPLE HANDLE THEM.

SO TR JUST A QUESTION OF WIDENING OUR. PANGE TD ACCOMMODATE MORE
ROLES ~ WHICH WE DO NATURALY BY ORSERVATION 2vd EXPERIENCE -

(AND D HAVING 2ud DEVELOPING The ABILITY To PROJECT IT INTO The CHARACTER
WE'RE WORKING ON.

MILT KAHL ALWAYS SAID, H‘Lf THINK YOU JUST DO I |F YOU HAVE A PROBLEM
YOU HAVE TO PUT IT OVER. GOT TO HAVE A THOROUGH UNDERSTANDING OF WHAT

YOU'RE AFTER. AND IF YOU KNOW WHAT YOURE AFTER - You JUST KEEP AFTER
T T You GET IT.7

AND, " GIVE IT A LOT OF THOUGHT HOW You'Re GOING To Do The BEST JOB OF

PUTTING Tae PERFORMANCE ON The SCREEN — PUTTING OVER. WHAT YOU HAVE
0 Pur OveR.”

GOT TO GET INSIDE fhe CHARACTER. WHAT DOES HE/SHE/ IT WANT?
AND EVEN MORE INTERESTING — WHY DOES ~the CHARACTER WANT ¢

WHAT AM | DOING ud WHY AM | DOING [T€

“The PEOPLE WHO REALLY KNOW HOW TO ACT ALL SAY " You Dot ACT,
YOU BECOME.”

’ \\
The MOVIE STAE, GENE HACKMAN SAID SOMETHING LIKE, | WORK LIKE MAD
AT NEVER BEING CAUGHT ACTING. ”

The GooD ACToES DO A LOT OF RESEARCH SO The REALITY THE‘}’éE DePICTING
EFCOMES THEIR REAMITY.
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The FINE CHARACTER ACTOR, NED BEATTY SAID, "Some Acroes HYPNOTISE

THEMSELVES INTO BECOMING The PAET — BUT A VERY SMALL GROUP OF ACTORY
ACTUALLY HYPNOTISE he AUDIENCE .

SO The IDEA 1S TO HYPNOTISE The AUDIENCE.

FRANK THOMAS USES e WORD 'CAPTIVATE! “YouRe TRYING To GRAR The

AUDIENCES ATTENTION 29 HOLD 1T~ HOLD IT W ITH SOMETHING REAL THAT
THEY CAN IDENTIFY WITH.”

CONCLUSION :

WE TRY TO MAKE IT SO ReAL , SUPER-REAL , THAT n‘s COMPHLSIVE
VIEWING. WE EXPERIENCE the EMOT?ON wd MAGNIEY The RESULT.

75 ALWAYS BEEN EMBARRASSED BY ANIMATERS HANGING AROUND The WATER
COOLER TALKING ABOUT “tHE ACTING?

175 WELL KNOWN THAT A LOT OF ARTISTS CAN TALK A TERRIFIC. FIGHT,
BUT WHEN YOU SEE THEIR DRAWINGS, ITS A DEAD GIVEAWAY OF WHAT
THEY'RE REALLY LIKE. AND HOW MUCH MORE SO WHEN THEIR DRAWINGS

ARE ACTUALLY MOVING AROUND. YOU CAN SEE A PERSONS STRENGTHS
) WEAKNESSES RIGHT AWAY.

|F WERE A COLD FISH, SUPERFICIAL PERSON OR EMOTIONAL WRECK, THERE
ITIS FOR ALLTO SEE. SO WE CAN ONLY EXPRESS QURSELYES AS BEST WE
CAN WITH WHAT WE HAVE TO OFFER EMOTIONALLY md TECHNICALLY.

. A BEALLY GOOD PROFESSIONAL SHOULD BE ABLE TO HANDLE A

WIDE RANGE OF ACTING MATERJAL WHATEVER HIS / HER. ENCTIONAL
- STATE OF MIND.

THERES THIS STORY ABOUT A SERIOUSLY DEPRESSED MAN IN GERAMHY
WHO WENT 710 SEE A PRYCHIATEIST ¢

The PSYCHIATRIST SAYS, “ YOUuVE LORT YOUR SENSE CF HUMOUR IN LIFE
Vou NEED TO HAVE A BEALLY GOOD LAUGH. GOTo Tue CIRCUS - F?E’S
THIS GREAT CLOWN, GROCK , The FUNNIECT MAN YOU VE EVER &EEN

The ANSWER COMES BA@K ‘I AM G,roK 4

FRANK THOMAS, A MARTER OF ANIMATING EMPATHY 21d PATHCS, ALWAY&---
CRITICISED ME Ccmmc:maw) FOR SPENDING To0 MUCH T!ME ON

SPECTACULAR. BUBROUNDING ANIMATION 2ud NOT ENDHGH OF GOING
STRAIGHT FOR, The EMOTIONAL CENTRE..

PART OF fhe. REASON WAS THAT | FELT WE WEREN T YET GCOD ENOUGH A?_'_H"
SO WE'D WORK ON The 'WORLD” OF The PIECE 2ud LEAVE The 'HAMLET " STUFF
TiLL LAST — BUT FRANKS CRITICISM IS VALID.
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ANIMATION WAS KIND OF IN The DOLDRUNS WHEN WE STARTED MAKING ' WHO FRAMED
EOGER. PARRIT! aud FRANK WROTE ME A WONDERFULLY ENCOURAGING LETTER
INCLUDING, ' IF You BRING THIS OFF, YOU'LL BE A HERO. ”

[ CARRIED FRANKS LETT B2 IN MY CHEST POCKET THEOUGHOUT The 2% VEARS
OF PRODUCTION PRESSVRE 200 WOULD EEREAD IT EVERY TIME THINGS GOT ROUGH.

WHEN The PICTURE CAME OUT oud WAS A HIT, NOTHING FRONM ERANK.
2 MONTHS LATER. ITS The BIGGEST PICTURE OF The YEAR. , NOTHING FROM FEANK.
3 MONTHS LATER | RANG HIM UP

LH FRANK, nt&‘ Dick
.. VEAH ..
/ [ )
H /, FEANK, WELL, WE MADE IT: TS A HIT, FRANK! 1TS 4 HIT
YEAH .,

,: MEAN, w;su WE DID The BEST WE COULD ud ITC A HUGE
SL{CCE}S&*’ gmmms. [~

i

W£LL I KNOW, FRANK, IT COULD HAVE BEEN BETTER , BUT WE
E’EALW WORKED HAED 24 EVEEYBODPY LOVES i 7
L YEAH.
WE’:LL, ER, UM, | GUESS THAT YOU CoulD SAY THAT WE BA:%D
A GrfoVHCK 70 The LEVEL OF A NOVELTY, BUT TS AHIT !
CYEAH,”

,ﬁfw COME ON FRANK, | KNOW YOU A LWAYS CRITICISE ME FoR
NOT GRABBING The AUDIENCE EMOTIONALLY — BUT VOUVE GoT
TO GIVE IT TOME, WHEN The | VILLAINS GOING TD KiLL-THE
RABRIT BY DI PPW@ HIM IN The VAT OF ACETONE, ALLThe KIDS
INThe AUDIENCE YELL “DONT DO ;rf PON'T DO IT1 7

(LONG PAUSE).".I WISH THEY HAD. ”

NELL, | KNOW WHAT FRANK MEANS. IN MY DEFENSE, | HAD TO PUSH VERY STPONGLY
FOR. SOME ANIMATION | DID AT The FRONT OF The OPENING CARTOON WHERE

WE COULD AT LEAST SEE WHAT -hhe RABBIT LOOKED HKE REFOFE HE STARTED
SHOOTING AROUND IIKE A CROSS BETWEEN CHEWING GUM 200 A FIREWORK.

BUT THERE WAS A BEAL OPPORTUNITY FOB. PATHOS THAT WE MISRED.

THERE WAS A SHOT OF ROGER SITTING ON A GAPBAGE CAN IN A BACK ALLEY
CRYING ARQUT WHAT HE THOUGHT WAS HIS WIFES IN FIDELITY.
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LIKE GROCK, | WANTED To SHOW A COMPLETELY DIFFERENT SIDE OF The
RABRITS PERSONALITY BEHING HIS PROFESSIONAL MASK. | WANTED To ANIMATE
IT MYSELF, BUT | HAD T60 MUCH ELSE T DO. WE HAD A FINE LEAD ANIMATOR
WHO WAS AT The TIME VERY LONELY exd [ KNEW HE WAS The MAN FOR The JOB.

A TOP EXECUTIVE COMES N mﬁ SAYS Y The WAY, DICK, SOz 2ndSO BEALLY WANTS
10 PO THAT SCENE, | SAID, "OH NO, HES A SUPERB BROAD ANIMATOR and
INVENTIVELY FUNNY, EXCELLENT,; BUT [ THINK HES WRDNG FOR. THIS SCENE.
HES GOT A GREAT G!FQLFE;‘END HES VERY UP 200 NOT The PERSON FORTHIS JOB 7
“BUT HE REALLY WANTS TO DO IT, DICK, HER BEEN PHONING ME UP ABOUT IT.”

“BUr LES WRONG - IT'LL BE OK— BUT IT WONT HAVE THIS OTHER SIDE To T,
The OTHER GUY SHOULD Do 1T.” “Bur HE'S BYING To DO IT.Z

| LOSE The. ARGUMENT, OUTVOTED. ITS WBONG, BUT The PICTURE FEELS
LIKE A HIT avd ANYWAY | CANT AFFORD To BE FIRED. OF COURSE The
RPESULT WAS JUST LIKE ALL The OTHER MANIC SCENES - and WE MISSED
HAVING ANOTHER DIMENSION To> The CHARACTER  WHICH WCULD HAVE GIVEY
A MUCH STRONGER EMOTIONAL PULL W ITH The AUDIENCE.

WiN SOME, LOSE SOME.

IN AN INTERVIEW IN |272 AT The ZAGREB FiM FESTIVAL, FRANK THOMAS
TALKED ABOUT A MAN “WHO NEVER. HAD TALENT FOR. ENTERTAINMENT, HE
WAS ONE OF The BEST ASCISTANTS WE EVER HAD, HE KNEW EVﬁ‘)‘THWﬁ
YOU COULD TEACH ABOUT MOVEMENT, MOVING “The CHARACTER. 200 WEIGHT
200 DEPTH and BALANCE 2ud ALL THESE T INGS . HE COULD DRAN THEM LIKE
ANYTHING , BUT HE HAD A VERY WEAK SENSE OF ENTERTAINMENT 2ud HE HAD
A VERY PCOR CHOICE OF WHAT T DO IN ANIMATION — SO HIS ANIMATION
WAS ALWAYS FLAT. T ALWAYS MOVED NICELY, BUT NOBODY WANTED To LooKATIT "

MILT KAHL ALWAYS SAID. IS A MATTER OF PCKING The RIGHT THING T© PO
mo MAKING UP YOUR MIND ABOUT THAT, AND THEN NOT LETTING ANY OTHER
[DEAS INTERFERE WITHIT . TPPONT LET YOUR MAIN |DEA GET EURIED OR
INTERFERED WITH BY SOMETHING ELSE,”

CONCLUSION?

WE THINK ABOUT (T IN The OVERALL, JUST AS IF WE WERE AN ACTOR. DOING IT.
HOW DO WE DO IT The BEST WAY TO PuT The BUSINESS OVER The BEST?
BEFORE WE ANIMATE WE FIGURE OUT IN ADVANCE EXACTLY WHAT WERE GOING T DO

KNOW WHERE WERE GOING. IN PLANNING LOCK DOWN The IMPORTANT PCRES.
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AT BABEITT SAID THAT The GBEAT BILLTYTLA (_RENOWNED FORThe EMOTIONAL
POWER. 200 HEARTFELT PASSION IN#IS WORK ) SPENT PAYS WORKING ON TINY
THUMBNAILS. HE HAD EVERYTHIN G ALL WORKED OUT IN MINIATURE BEFOEE
ANIMATING, ((AND The END RESULT STILL CAME OUT_TUST AS QIUICKLY AS OTHER ANIMATORS;
GRIM NATHICK ALSO TOLD ME, " TYTLA Vil A VERY , VERY CAREFUL PLANNER.

(' CHANGE OF EXPRESSION )

! WAS VERY TAKEN WITH WHAT DISNEY MASTER. ANIMA ‘C’OEé;ECHﬂE ERIC. [-ARSON
HAS To SAY IN FRANK THOMAS 200 OLLIE JOHNSTONS “THE ILLUSION OF LIFEY

HE SAID IN The EARLY MICKEY MOUSE SHORTS THEY DISCOVERED THIS PRINCIPLE:

IF YOu WERE LOOKING AT A PORTRAIT AND -

" THE SUBTECT GRADUALLY LOWERED HIS BROWS INTO A FROWN -
PAUSED - AND THEN LIFTED ONE BROW MID GIANCED TO THE SIDE,
You IMMEDIATELY WOULD SENSE A CHANGE FROM ONE THOUGHT
TO ANOTHER. SOMETHING VERY IMPORTANT HAPPENED!

THROUGH A CHANGE OF EXPRESSION The THOUGHT PROCERS WAS SHOWN.”
| THOUGHT, OK, LETS JUST SKETCH THIS OUt IN 11S SIMPLERT FOBM 249 SEE WHAT ITLOOKS LIKE -

{
G RADUALLY LOWERS
BROWS INTO A FROWN - LIETS ONE BROW

GREAT. HES THINKING! THEN | WONDERED - IS THERE ANY WAY To STRENGTHEN THIS FURTHER ©

FAVAVAVAR FAVAVAVAN VAVAVAVAN VAYATAVAN
OK , LETE HAVE The EYEEROWS |

GO 'UP IN AN ANTICIPATION BEFORE GOING DOWN.
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THAT WORKS. CAN WE STRENGTHEN IT FURTHER STILE
WHY DONT WE ANTICIPATE The BAISED EYERROW BY LOWERING IT FURTHERS

GO DOWN BEFORE IT GOB UP
THAT WORKS T00. ANYTHING ELSE WE CAN bO T

A SLOW BLINK ENRO
MIGHT HELEF |T~ '

MAYBE WEVE OVERANIMATED 1T BY NOW 24d MAYBE TS A BIT CORNY -BUT IT"SHOWS
WHAT WE CAN DO BY LOOKING FOR EXTRA PORITIONS - MORE CHANGE ~MORE BANG

FOR T BUCK.

L-OOK FOR The CONTRAST

MILT KAHL ALWAYS SAID DONT CHANGE The EXPRESSION DURING A BPOAD MOVE.
HE'D USE THIS EXAMPLE :

SAY WE HAVE A PERSON READING A BOOK -

N \
1Y v HE HEARR A NOISE :
WHICH STARTLES Hit -
v ~ FRIGHTENS HiM -
: 2ud HE
SWINGS ROUND.
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FOR A START M:’D NEED SOMETHING TO CHANGE FROM — SOMETHING OPROQITE -
SOMETHING THATS A LOT DIFFERENT FROM WHAT WERE GOING To CHANGE TO.

LETR LIFT The BOOK UP »d
PUSH B DOWN DEEPEE. iNTD T,

~ GIVE HIM A COMPLACENT OR AMUSED

EXPRESSION — THEN WF‘-L/E Gor
A BIGGER CHANGE -

%\\ \\ A STRONGER CHANGE.

BUr WE DONT WANT T CHANGE HIS EXPRERION DURING The MOVE WHERE WE CANT SEFIT,
SO WE INSERT A PORITION WHERE WE SEE the CHANGE BEFORE Tie MOVE.

The.
EXPRESSION
CHANGEQ
AS HES
STARTING
TO TURN
g
WE HKNOW

HES
SCARED.,

&) gz
-y

S

X

o~

.

m

¢

5

&

M ,
5

% |
7%

2

2

2

%

>

S

=

.

&

TEH

£

W

—-":‘,‘

(O,

The IDEA IS TO PUT Thie CHANGE WiHERE YOuU CAN SEEIT ~ NOT DURING Tie BROAD MOVE —

UNLESS The MOVE (S QUITE SLOW - THEN We COULD RERD IT.

AGAIN , The MIND IS The PLOT. WE THINK OF THINGS EEFORE —fiie BODY DOES THEM.
THERES ALWAYS A SPLIT SECOND OF "TuiNKiNG TIME” BEFORE Tire. CHARACTER. DOER 17 ACTION.
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(AN ACTING POINT )

A BAD ACTOR WILL POINT
AT The SAME TIME AR SAYING ~

THERE HE GOES.
\\
N )
THeRe -\
EXTREME

EUT WE CAN TAKE IT OUr oF
e REALM OF The CLICHE
SInMPLY BY POINTING FIRST

24) THEN SAYING (17

WCJDENTMY WITH ROINTING -

17 A GOOD IDEA T LEAD
WITH The WRIST -

g HAVE the HAND 348 FINGERR
CoME up LAST.

AND - A VERY MINOR THING -
IN A FAST MOVEMENT-

IF WeRE GoNg FRM(A)THE) » e
sl Fﬁvﬂ’":::mm%;;z::%‘:ﬁﬁ ,,,,,, - -
W B (\}'{H} | e j""""”'"'ﬂ T 7_—‘\?
o WE CoULD INSERT | FRAME 2
w IN The WRONG
@ Pi . oo FASTTo8eE
- EUT WE FEEL The SNAP,
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C BODY LANGUAGE )

The BRULANT DIHE/ ART D!RE;’:IDR/ DERIGHER, KEN ANDERSON S#iD,

" DANTOMIME IS The. BASIC ALT OF ANIMATION .
BODY LANGUAGE (8 Thie RCOT 2ud FORTUNATELY T 18 QWEESAL

I WAS WITH KEN IN TEHRAN JUST BEFORE The REVOLUTICN ud 1 HAD A NASTY SHOCK % A Bl L ESSON
WHEN THEY RAN MY Vo HOUR OSCAR-WINNING ‘A CHRISTMAS CARDL” FOR AN IRANIAN AUDIENCE.

WE HAD TRIED TO HAVE AS MIUCH BODY 1ANGUAGE IN The FILM AS We CoulD But we STilL- WERE
LEFT WIiTH DICKENS' LITERNME STORY. OF COURSE The AUDIENCE DIDNT UNDERITND A WORD.
A CHUCK JONES CARTOON CAME ON APTER wd BLEW US OUt OF The WATER .

SO FORUS, We SHOULD KEEP WORDS To A BARE MINIMUM 2vd MAKE EXERYTHING AS CLEAR
AS WE CAN THEDUGH PINTOMIME. WE SHOULD FEEL Wi HAYE ONLY T BOY T TELL Tl STORY.

175 & GREAT IPEA TO STUY SILENT MOVIES.  ALTHOUGH MUCH OF e ACTING 15 LAUGHARLY
- HAMMY 2u) COBNY— ITS AbL VERY CLEAR. ALMCOST A LOST ART,

AN ACTOR- HAS TO BE SPONTANEOUS To A DESREE - BUT ITS NOT SFONTAMEOUS FOR US- n'@
ANYTHING BUT. WE CAVEIT POWN 2ud GIVE IT A LOT CF THOUGHT, WE CAN TRY THINGS,

TEET THEM 0 MAKE CHANGES, WEVE GOT e BobY CONTROL wd WERE NOT HMITED BY
F#v‘srmp DEXTERITY, OR GRAVTY , OR AGE, OR RACE, OR SEX. AGAIN, WE CAN INVENT WHAT
" DOESN'T EXIST IN REALITY 2ud STILLMAKE |1 A PPEAR. BELIEVABLE.

C?mm CR TWINNING”

! FEEL. THAT SYMMETRY HAS GOTTEN A BAD PRECS BECAUSE OF BAD ANIMATION ACTING.
DEOPLE SAY ‘AVOID TWINNING ' — WHERE BOTH ARMS 2d HANDS ARE DOING the SAME THING.

{\V\ﬁ\@@ N

BUut JUST WATCH ANY FOLITICIAN , PEEAGHER OR LEADER. OF WHATEVER , OR EXPERT ON TELEVISICN.
WHEN THEY'RE LAYING DOWN The LAW THEIR ARMS 2ud HANRS WILLTWIN SYMMETRICALLY.

HERES The BROM> PATTERN —

'ﬁfEfEREﬂH’
\ :
“ we NEED BALAMCE,, ~— HAPPINESS AND (T2 UPTOYOU SO THAT J CAN SUCCESS
HARMONY, ABUNDANCE, FOR 4li. T VOTE FORME DELIVER ENLIGHTENMENT
OR. TO SEND MONEY  GLORIDUS HARMONY
PRCSPEEMY
ABUNDAME

BALANCED LI\ine efz.
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“THEY MAY DO IT IN A BEDUCED VERSION -

Il OPEN, HONRT  IT COMES FROMMY - AND ILLNEVER N ORDER
| 10 BRING A

HEART, .. IE T YOuU -
GLORIOUS,
INCLUSIVE ~

AND WATCH YourSELF WHEaN Yoﬁﬁﬁ LAVING DOWN “The LAW AROUT SOMETHING » WE_TUST Do IT NATULALY.
[ TRINK SYMMETRY 1S AN EXPRERRION OF HARMONY, BEAUTY, BALAKCE, ORDER id AUTHORITY 2ud FEORLE
USE ITALL The. TIME ( BREAKING ITUPTO ROINT o WHMEVEE-) wid THEN RETURN TO 1T TO EXFRERR

“The WHOLENESS THEYRE TRYING T CORVEY.
SO, A JuDICtoUS USE OF TWINNING 18 EFFECTVE BECAUSE 1T EVERY WHERE . ﬁz‘m"ém

WiTH HOW WE USE T,
A WAY To TAKE The CURSE OFF TWINNIG IS JUSTTO DELAY ONE OF The HANOS OR ARHS BY 4 ok & Fréves

=

LIKE A DANGER WOULD DO~ ORTIT MOTHER PART=  OR USE PERSPEDTIVE PLANES .

IN A MARVELLOUS TV MASTERCIASS ON ACTING, MICHAEL CAINE SHOCKED EYERYONE BY SAYING

VIF YOu SEE SOME ACTER. DOING A PIECE OF BUSINESS THAT You ADMIRE — STEAL 1T 7
(prus rorepreer) N STEAL IT!” (auvience sueek, Horror) M RECAUSE ., THEY DID.”

SOUND ADVICE CAME FEOM Thie DINEY STUDIO EABLY ON -
(F YOURE SHORT OF TIHE, SPEND ITON The EVES. THE EVES ARE WHAT PEOPLE WATCH
OF COUSE THE IS TRUE. The EVES ALE The VISIBLE PAET OF He RRAIN — DIRECTLY CONNETED T8 1T-

LOOKING INSIDE BACH OTHER.
325



.r
-—

N
OUR EYES ARE SUPREMELY EXPRESSIVE au) WE EASILY COMMUNICATE WITH E ! g
The EYES ALONE . WE CAN OFTEN TeLLTue. STORY JUST WITH The EVES,

AND HOW MUCH MORE DRAMATIC (7 IS TO JUST TURN The EYES INSTEAD

OF Hhe WHOLE BODY ! v >
HERES SOMETHING WE SEE ALL DAY EVeeY DAY —3ud IDNOT SEEN IT° e ,\
ANIMATED UNTIL | STARTED RANTING ABOUT IT 10 ANIMATORS & YEARSAGO;
(o)) 2RO I06@3 Y
"' :j _, f WHEN LISTENING ON The PHONE ~the EYES FLICKER s
~— [ Il ARCUND IN A STACCATO FASHION REFLECTING The. ’@“—#@
~- \_ LISTENERS SHIFTING THOUGHTS IN REACTION.
OUR EVES ARE BARELY STILL. A
| A
175 GOOP TO DISTEND fie PUPIL TO SHOW FORM — FEEL PART OF Tae EYE. 0

V00O =

/ﬁ; MOVE PUPIL- DowN WITH LID AS IF ITS HEAYY - FORCING: 1T DOKN.

THERE'S AN INEINITE VARIETY OF BLINKS, BUT HERES A SIMALE FORMULA

clo [c1o) co__ 0000 GO

TH® |8 CRUDE, BUT EFFECTIVE — WORKS WELL ON ONES OR TIWCS.

W CAN GO ON FoRevge. A#our AcriNg (ud we po) BUT OUR, TOB IS -
(D PUT OVER. The POINT OF The SCENE CLEARLY.

(2) GET INSIDE e CHABACTER, OF. CHARACTERS.
(oud EVERYBOPYS REALLY DIFFERENT.)

(3) SHOW CLEARLY WHAT THEY RE THINKING




ANIMAL ACTION

EOUR. LEGGED ANIMALS WALK LIKE TWO OF US JOINED TOGETHER - ONg SLIGHTLY AHEAD
OF The OTHER. — TWO SEIR OF LEGS SLIGHTLY OUT OF PHASE.

WE LOOK FORALL The SANME THINGS AS WE DO WITH A HUMAN. START WItH The CONTACT
POSITIONS ((PROBABLY STARTING ON “The FRONT FCOT) WHERE AKE The UPS w0 DOWNY WHERE
1S e WEIGHT? WHATE The SPEED? CHARACTER 2 DIFFERENCES IN BUILDS

A FOUR LEGGED WALK FELVIS UF CHEST powy

HAS TwO MAIN
EXTREMES -
(EXAGGERATED)

RIGHT SHOWLDER
FURTHER, POWN

@ L O ~ The. HeAD GOES
. ' TL, DL‘:-“:WIM AR ﬂl'g
CHEST GOES DowN

-
o

||||||

& The HEADComER UP
| SLIGHTLY LATER
THAN The CHEST
DELAVED 2 ORF FE.

BYT WITH TWO SETS CF LEGS WORKING, THERES A LOT OF WEIGHT TRANSFERENCE COINS ON -
WHERE The WEIGHT IS COMING FROM, WHERE IT IS 2ud WHERE TS GOING TO.
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IF wE'BE GOING To BE eeaLisnc” i our AcTioN WEEE GOING To HAVE T DO The RESEARCH:
HOW The ANIMAL 1S BUILT, IS SIZE 26 TYPE ~ WATCHING aud WATCHING UNTIL WE KNOW 1T

{ LIVE ACTION REFERENCE )

STUDY FILM avd VIDED awd The EXTRACRDINAEY MUYBRIPGE PHOTOS oF ANIMALS WHERE The.
HIGHS o LOWS 28 CHANGING MUSCLE SHAPES ARE CLEARLY DISPIAYED AGANST BACKARCUND GRIDS.

o

A MAESTRO OF ANIMAL ACTION, IILT KAHL SAID HE DID THORDUGH RESEARCH ON ANIMALS
2wl BLWAYS DID. HE SAID HE SPENT HUNDRERS OF HOURS STULYING ACTIONS OF VARDLS ANIMALS
300 WALKS 300 RUNS- WHATS HAPPENING ~ WHERE The WEIGHT IS 2ud HOW You DRAW THEM. HE SAID

HE DIDNT THINK THERE WAS AN EASY WAY OF ARRIVING AT THESE THINGS: WE.JUST HAVE T0 GO THROLGH 1T,
MILT SWORE BY The MUYBRIDGE BOOKS - FOUND THEM EVEN BETTER THAN FILIN, BECAIGE OF The GRIDS,

HKEN HARRIS ALSO SWORE EY MUYBRIDGE. HE BOILED DOWN ASIMPLE FORMULA - SOMETHING KETHIS —

g
ANINALS ALL W, HEAD TUENS WiTH =0 AGAINST- “The TAL BOOT MOVES  aud The REST
BAQICALLY L:HKA;K The FRONT FOOT ACTION WITH BACK LERS  ACTS HKE A WHIP.
EUT TAKE DRAWNG p

N Consmernion,”

3 z;’;E ; s

TAIL FROM ABOVE.

CINCE MOST ANIMAL WALKS ABE PREMY SIMILAR. IF WE UNDERSTAND T WALK CFA MEDIUI BULT

ANIVAL LIKE A HORSE, P0G OR LARGE CAT WE CAN APPLY e SAME KNOWLEDGE TO OTHER ANIMALS
DEPENDING ON THEIR SIZE, WEIGHT, DESIGN aud THEIR TIMING ~The INTERVALY OF THEIR FEET LANDING.

IF We GET DOWN ON ALL FOURS WE CAN FEEL HOW THEY WALK.

pase 1
I S
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ABE LEVITOW ARKED
AN INTERESTING QUESTION ~

DOES AN OSTRICH AND A AAN WALK LIKE A HORSES
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(" BASIC ANINAL WALK PATTERN )

APPLYING TO MOST ANIMALS ~ USING A MEDIUM SIZE DOG.
2 MAIN EXTREMES -
THERER SO MUCH GOING ON THAT CoLoyRS HELP -

AEA D s 2l

EMCK AR RED R BLUE TR aud BLUE FoRe
FAREYS FoR e DOWN Tse, (P

CHEST +
CHOLLDERS

T

- ——

CONTACT

@ I3 5
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~The.
OPINE TWISTS
S IDE B SDE
DURING
fiee. WALK,

FELVIC CHEST + -
(P SHOULDERS ' wahT HEAD PELVS LaAT, w1

PELMIS CHEST+ ' LEFT HEAD PELVIS AR THTE

SHOULDERS _ o o YIS | HEAD TETR
E‘%f’ BOWA SHOULPER  powy POWN PASS  AS 176 LIPTING

. % _,,..-F"'"""' £
g " ] P
f.l M'J ) 'l. ) {{mﬂ--_ l.:&
_.rfr . -""":d\hﬁ‘. r','
.-"-.1. }

1

% "
%
S,

CaNTACT
Iz /9
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HERES A FUNNY INVENTED WALKON A DOKKEY - ON TWOS - WALKING ON 16 5, J7s PLANNED WITH The EGNT LEG 21
The OPPLSING BACK LIEG "TWINNING ~TAKING ﬁa'ﬁ‘fﬁ’ﬁ&‘emfﬁ The EXTREMER ™1 2d ™17 ARE LEVEL 24 The PASSING FOSITION #9_

2D ) HEAD ARE RAISED SLIGHTLY. The DOWN 1S ONT5 audThe UP (s VI3, SIMPLE, BELIEVABLE, BUT ND ANIMAL WALKS LIKETHIS

§ fhe DoWN 9 psspez. 13 fhe uP exresne (7)

(_P_BL_T_T_P T

FOTEENE @




DIRECTING

| THINK THERE ARE ONLY A FEW IMPORTANT THINGS TO KNOW AROUT DIRECTING -
BUT WEVE GOT TO KNOW THOSE.

The. DIRECTORS _JOB 1STD MAKE IT ALL WORK. | HAVE THEEE RULES:

(D Be SIMPLE.
2) EE CLEAR.
(Z) PUr EVEEYTHING WHERE YOU CAN SEE IT:

The DIRECTDR. IS A 2 FACED CREATURE WITH A FOOT IN 2 CAMFR, The SITUATION DEMARES 177

'.' -
\ 1S GoNG DO GO
\/ TO BE GREAT WORK
WE HOPE \ d DRAW FASTER

\J\

-‘-"E:I;T" - - .

The FRONT ROOM




i\ ) Y

T

!

i

178 A BUSINESS, GOD DAMN (T! ~ " 176 NOT A BUSINESS 176 AN xprEsSion {7
(ANON. EXECUTIVE) EMERY HAWKINS ( ANIMATER )
OF COURSE T8 BOTH - BUT DO YouU KNOW The GOLDEN BULES
WHD EVER, HAS The GOLD MAKES The RULES,

WE:D_E BEING HIRED TO PO ATR 3ud WE SHOULD DO WHAT WERE REING HIBEDTO DO. WE SHOUD
FOLLOW the ROLES, IF WE WANT ARTISTIC FREEDOM THEN WE PROVIDE OUR Ol GOLD.

(11 BRIEF ) IS SO IMPORTANT! | ALWAYS WRITE ON ONE SHEET OF PAPER WHAT The GOALS ARE — WHAT
WE'RE SUPPOSED To DO. FOR EXAMPLE, The WHO FRAMED ROGER RABRIT " FiLM:

FIRST, MAKE The MABRIAGE OF LIVE ACTION 2w CARTOON REAMS BLEND TOGETHERE CONVINCINGLY.
SECOND, USE (B DISNEY ARTICULATION
WARNER. TYPE CHARACTERS
© TeX AVERY HUMOUR ( BuT NOT SO BRUTAL )
OUR JOB I8 To ALLAY The FEARS OF The EXECUTIVES 200 INCITE GPEED EY CUR TALENT DISPLAY -
SOLVING The PROBLEMS UP EBONT. DESIEN The STUFF OR SELECT WHATS GOOD 200 SHOW 1T WORKS.

=
(fhe LEICA FEEL ) OR ANIMATIC, OR. FILMED COLOUR STORYROARD WILL SHOW WHATS WORKING — (AND

WHAT ISNT) 1S SOMETHING FOR EVERYONE TO HANG THEIR HAT ON 2ud CALM DOWN.
THEN WE MAKE The CHANGES 70 THAT LEICA ReEL - NOT 10 The ANIMATION . THS WAY The AN/MATORS
CAN GET ON WITH THEIR WORK IN SOME KIND OF PEACE.

(SEPARATE the CHAPACTERS. ) SHOW “he DIFFERENCE BETWRN THAM. I8 44To DO WITH CONTRAT:
- SIZES, SHAPES, COLOURS , VOICER . PUT OPPOSITER TOGETHER : Bi6 o)

LITTLE, (AT 200 THIN , TAH- 200 SHORT , RoUND 240 SQUARE, OLD aud YOUNG , RICH tmd POOR. efe.

iy '_fl'.;' : - - I'I_\- J;IJ
= P Lt E Wi
— L o s
o P Y (Bt e, — e
Ju Y :', R i -
" i y I!.'l_'..'_"t
| [, [+ 2 %"\L __,.r"'-:: ] | e I e "
| R, — i A, e . o i :" e
| ) e AR '.I AN T y R
F -1.a|_-.1'I g1 R e T e B Y Y
1' iy L "|l_:| | i 5 iy e .-.'..-:'_'.:! m:"‘."\-.-:
-~ Ly AL - i " sk e
| 1 1 s .il':"'-h"' e
[y T Rl A I, ) {ifuel _.;d_.{':.,x_:_-_l i f
LAY AR Sy \ " ; . R A
PSS R e ] Ve / \ b . Pt
j = ~.~_'{F'xi“.*i;'~’-:§.'_.$.;:{'i§ 2 1 J.-’ '-. il : W 1 ) T Lo
P, =L Pkl Lol s L= Fo J b W A -
P e G N s Al e e (i B i <
'\..'...---""'-.' 'E:d:;'-"'— S
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THIS 1S SO VERY IMPORTANT | A SUCCESSFUL EXAMPLE (8 DiSNEYé LIONKING WHERE
ALL-The. CREATURES &oump LOOK avd BEHAVE QUITE DIFFERENTLY FROM EACH OTHER.

CEE@T FOOT F’DEWARD PUT The. REST ANIMATORS ON The OPENING, ENDING 200 AS

~=—" DILLARS SPOTTED THROUGH The MIDDLE — LIKE ACTORS WHO
KNOW The. IMPORTANCE OF STAGE ENTRANCER 2ud EXITS. PuUTthe BEST PEOPLE OV
CLOSE UPR 2ud LONG SCENES, LES EXPERIENCED FEOPLE ON 3 FUOTLONG-SHIS
wd MIDDLE PECPLE INThe MIDDLE.

@_A&TWC-} ANINVETORS ) EVERYRODY HAS THEIR- THING “THEY DO WELL. 1T QUR. JORTO
CAST THEM FOR. WHAT THEY CAN DO 3ud NOT WHAT THEY CANT DO.

(MAK!NG CHAM@&E) UNLESS THEYRE ASKING @C#EQD ALLOW The ANIMATOR. O GIVE
BIRTH UNIMPEDED. ONcE THEYRE PREGNANT Wit A NEW SCENE
THEV WONT MIND MAKING CHANGER 0 A PREVIOUS ONE. WERE ALL The SAME

k SAY! SAY" KEEP The DCOR OPEN FOR CONTRIBUTIONS FEOM EVERYONE ON The TEAM.

IF You CATCH THEM MUTTERING, ASK THEM To 'SAYSAY!” They missT
EE RIGHT ABOUT SOMETHING.,

Cfomg Eem;abw@ IF YOU CAST The RIGHT ACTOR. FOR. The JOR I7S The EASIEST THING
IN The WORLD. THEYLL USUALLY GIVE T m YOU ON TAKE ONE,
THEN TUST GET ANOTHER TAKE FOR INSURANCE, ACTUALLY THEYLL USUALLY GIVE r7o
You ON The REHELASAL — SO TELL The BECORDIST To RECORD EVERYTHING. 176 ONLY iF
YOU HAVENT MADE CLEAR WHATS REQUIRED THAT YOU CAN END UP WITH EIFTY TAKES.

(HOOK-UPS ) 17 Ouk RESPONSIRILITY To ENSURE THAT ONE ANIMATORS SHOT HOOG
UP PERFECTLY O The NEXT PERSONS SHOT. THEPES NO EXCUSE FOR
AN ANIMATION DIBECTOR TO GETTHIC WRONG AS WE CAN DRAN PERFECT MATCH RS

I/, RES EAECH) VERY, VERY VERY |MPORTANT.  RESEARCH EVERYTHING TIHL YOU FNOW
The SURJECT INSIDE OUT. DONT WING IT7

C EDITING )  WE SHOULD KNOW EDITING TECHNIGUES . | STUDY AKIRA KIR OSAWA
~ fhe JAPANESE DIRECTOR., WHO | THINK (S The WORLDS GREATRST EDIDR
AS WELL AS DIRECTOR,

fr EEL!EVE IN YOUR. MMEE;AQ ANCTHER. GREAT THING ARCUT KUROSAWA IS THAT
HE BELIEVES IN HIS MATERIAL . HE TRUSIT The
AUDIENCE 200 TRUSIS HIMSELF TO TELL HIS STORY 2ud ALLOWS The AUDIENCE
TO COME 10 fue FILM. SO AS A DIRECIOR. YOou HAVE 1o BELIEVE IN Youk MATERIAL.
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ITS AMATING WHAT YOU CAN GET AWAY WITH.
AN INTERESTING THING HAPPENED ON “WHO FRAMED ReGER RABRIT.”

THE ACTOR, BCE HCRKINS HAD A GREAT ABILITY T CONCENTRATE ON A NON-EXISTANT
RAEBE(T WHC WAS 3 FEET HiGH . [NLIKE MERT ACIDRS WHO LOOK THROUGH CRFAST
The INVISIBLE CHARACTER , ROB COULD SToP HS EYES EIGHT AT The 3 FooT LINE
WHERE The RABBHS £YER WoulD BE.

ONE DAY ANIMATR. SIMON WELLS (Now A TEP PIRECTR) CAME INTO ME AND SAID,
“WEVE GOT A PROBLEW — OSKINS 12 LOOKING AT A 6 FOOT HIGH RABBIT — WHAT PO
We Do?7  HE WAS RIGHT, HOSKING HAD TEMPORARILY LAPSED AND WAS LOOKING 2
TAUKUNG T A WALL AEOUT 6 FEET CFF The GROUND.

e RPABRITS
SUPFe<eD O &
PN HeEge .

| THOUGHT ~ WeLL e RABBITS Gor THESE HUGE FEET - LTS JUST STRETCH Hitd
UP ON HISTOES AGAINST The WALL'. ° FOR NO REASONT " ' WHAT ELSE ARE WE
GONG TO DO? THE RABRITS NELUROTC. - 1T SHOULD WORK."

THEY EVEN USED
The SHOT IN Tue
FEONOTIONAL TRAILERS
AND NO ONE RVER
CMESTIONED 1T,

Used by permission from Touchstone Pictures and Amblin Entertainment, Inc.

Roger Rabbit £ Touchsione Pictures and Amblin Entertainment, nc.
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A ! Pl BT R TR A
| ALWAYS SKETCH EVERYTHING Our SMALL FIEST. ~The LITTLE DRAWINGS, BECAUSE THeY @ MTINKING | CRAWINGS, ALWES
SEEM TO SHOW F-The IDEA IS WORKING CLEARLY OR NOT

Uised by permission from Touchstone Fictures and Amblin Entertainment, inc,

Jessica Robldt & Touchstone Pictures and Amblia Entertainment, Inc.
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AND IN CONCLUSION:  The REVIEW

( The PROCEDURE )

T MAKE The SOUP:

ETORY BOARD ( DEQIGNED ALREADY < OR EOHGH)
LEADE TO

rear The 'L E(CA' REEL or ANIMATIC ok FILMED STORYBOARD

% LE%D‘R T

e e PLANN/NG DRAWINGS ( USUARY SHALL THHENALS) %
: THEN (%EAF UNDERSTAND INGr OF SHOT

PLANNING
STRUCTUEE

MAN BimES POG-

! TEST FORITIONS
The Bia DRAWINGS OR FORITIONS THAT HAVE 1o BE THEKE,

! TEST EXTREMER = ANY OTHER ROSITIONS THAT HAVE 1O BE THERE.
~USUALLY *CONTACTR

TEST  FASING FOQITIONS ( PERHAPS JUST IN quc-m)

DO SeveRAL STRAIGHT AHEAD RUNS -
The PRIMARY THING

The SECONDARY THING

The THIRD THING

Te FOUBTH THING

ANY COTHER- EITS - LIKE DPAPERY

ud Wiz oA AY HAIR
KEEP CN TESTING. “** FAT
TAILS efe.

STONTANEOUR
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( The INGREDIENTS )

AND TO DO THIS WERE USING -

CGroobd KeyS FOR CLARITY
WEIGHT = CHANGE' 240 ANTICIPATION .

TO GET FLEXIBILITY:

WE'RE UQING OVERLAPPING ACTION ﬁiﬁﬁim&}ﬁ m)
30 WE'BE USING SUCCESSIVE BREAKING OF JONTS

ACCENTS - HERD, BODY, HANDS | FEET
(cer HRE EaRLY )

STAGGEER. VIBRATIONS
COMPRESSION 30 DISTENTION ( Scpute 20 SrereH)

DIFFERENT WALKS d RUNS = WERE SIRESSHG The DIFFERELE
BETWEEN THINGS 240 PEOPLE,

\ / :
[ NVENTED MOVES  THAT CANT HAPPEN IN The REAL WORLD
BUT WE MAKE LOOK BELIEVABLE.

FOR. DIALOGUE WE'RE PROGRESSING 1T SOMEWHERE
WE'RE USING ALLTHESE THINGS BROABLY OR VeRY SUBTLY.

AL THS (S The ANATOMY TO ENABLE (S T© GIVE-The PERFORMANCE,
SUSTAIN IT 2ud MAKE IT COMPULSIVE VIEWING.

AND ONCE ITS ALL ABSORBED INTO The BLOODSTREAM ~
10 FREE US TO EXPRER!

The PLAYS THe THING |
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Start with the things that you know and the things that are unknown will be revealed to you.
Rembrandt, 16061669



ACKNOWLEDGEMENTS

Now 1| know why authors profusely thank their editors! So thanks to Walter Donohue at Faber and Faber
for daring to think there might be a useful book here and for his enthusiasm and patience as | struggled
endlessly to complete.

And thanks to the production team: Nigel Marsh, Kate Ward and Ron Costley for coping with my
unorthodox format and crazy demands. Linda Rosenberg of Farrar, Straus and Giroux has been an ener-
getic enthusiast and supporter of the book all the way along.

I'm also very grateful to Roy E. Disney who has helped me in many different ways.

The Disney Studio has been very generous and co-operative as they always have been during my life-long
one-foot-in and one-foot-out relationship with them. Special thanks to Howard Green for his consistent
help and encouragement,

| think the book already shows how much | owe to my teachers and friends: Ken Harris, Art Babbitt, Milt
Kahl, Emery Hawkins and Grim Natwick. But | want to especially thank Frank Thomas and Ollie Johnston
for their kindness and advice over the years. It's been a privilege to have these men as allies and friends.

Thanks to author/animator John Canemaker for his advice and long term support. My 25 year collabora-
tor Roy Naisbitt saved the old artwork | would have thrown out and that's why we have the illustrations.
Thanks Roy. Animator/director Neil Boyle started out as my protege and ended up giving me sound
advice over the three and a half years it's taken. Catharine and Andy Evans at Dimond Press went far
beyond the call of duty as we pushed their laser copier to its limits. Thanks to Chris Hill for his help with
the computer images on the cover.

| want to thank my son, animator Alex Williams for constantly telling me the book will be useful. My old
school friend, animator Carl Bell has been helping me with stuff for years. Also my friend, author Ralph
Pred, has been extremely stimulating and encouraging.

My photographer friend Frank Herrmann took the early photographs. Thanks Frank. The ‘old man' photos
are by Jacob Sutton. Thanks, Jake. Thanks to builder Dennis Nash for building me an inventive place to
work on the book.

And thanks go to the following who all helped in different ways — Chris Wedge, Tom Sito, Morten
Thorning, Miguel Fuertes, Jane Miller, Nicola Solomon, Sue Perotto, Dean Kalman Lennert, Di McCrindle,
Lyn Naisbitt, Julie Kahl, Heavenly and Scott Wilson, Phil and Heather Sutton, John Ferguson, Ted and Jill
Hickford, Marilyn and David Dexter, Ellen Garvie, Mallory Pred, Saskia and Rebekah Sutton.

The cover on page x appears by kind permission of Animation Magazine. Roger Rabbit © Touchstone Pictures and
Amblin Entertainment, Inc. used by kind permission of Touchstone Pictures and Amblin Entertainment, Inc. The
photograph is by Jacob Sutton; The photographs on pages 2, 6, 8 and 45 are by Frank Herrmann; The stills on page
4 and page 10 from The Charge of the Light Brigade @ The Charge of the Light Brigade, courtesy of MGM; The
photograph on page 7 is used by kind permission of Disney Enterprises, Inc.; The stills on pages 18 and 19 from
Steamboat Wiilie, The Skeleton Dance, Flowers and Trees, Three Little Pigs and Snow White and the Seven
Dwarfs are used by kind permission of Disney Enterprises, Inc.; The poster on page 21 is used by kind permission
of the British Film Institute; ‘Epitaph of an Unfortunate Artist’ is from the Complete Works of Robert Graves, cour-
tesy of Carcanet Press Limited, 1999; The photograph on page 26 appears by kind permission of Disney Enterprises,
inc.; The photograph on page 39 ‘Golf Ball Bounce' © Harold Edgerton, courtesy of the Science Photo Library; The
Bugs Bunny sketch by Ken Harris on page 46 appears by kind permission of Warner Bros.; The photographs on page
328 are by Eadweard Muybridge, courtesy of the Kingston Museum and Heritage Service; The sketches on page
336 and page 337 appear by kind permission of Touchstone Pictures and Amblin Entertainment, Inc.

Every effort has been made to contact or trace all copyright holders. The publishers will be pleased to make good in
future editions or reprints any omissions or corrections brought to their attention.

342



