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MORE HEADS CONSTRUCTED

ADD NOSE CON

START WITH STRUCTION-SEE ) CrJAL

AW OVAL AN RUCTIONTSEE A -

?:-’tSPEC:’A-/E? THAT THIS FITS FORTHWE EYES ~°°_ o

GUIDE LINES. SOuUbLY ON. WATCH PERSPECTIVE AND CONSTRUC HE REMAINING DETALS

STUDY THE BasSIC
TRMULAE T HAVE
INDACATED RERE THEN
DRAN THIS DOG

M OTHER POSITIONS

ALL ANIMATED CARTOON CHARACTERS
CAlN BE REDUCED TO A BASIC FORMULAE-
ChC MAKES THEM EASY TO MASTER  AND
INSURES UNIFCERM, TV THRUCUT A FILM™, ALTHC

SEJERAL ARTISTS WORK CN THE SAME CHARACTER |
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BODY BUILT FROM ROUNDED OR CIRCULAR. FORMS
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THE SKELETON FOUNDATION

BUILD THE CARTOON UP FROM A BOUVOH SKELETON - - DOCNT EXPRCT TC O6 TG
SKELETON THE FIRST TRY ALWAYS --NO ONkE CAN DG THAT EIP;E-'*E T -'.:‘-,_w-vM{:“?:?

e CHA a&v'&

THEN PICK THE BEST ONE -- BE SURE TO WORMK. LOOSE IN CONSTRULCTNEG
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LINE OF ACTION __

AN IMAGINARY LINE EXTENDING THRU THE MAIN ACTION OF
FIGURE IS THE LINE OF ACTION" - - PLAN YOUR. FIGURE AND IT'S
DETAILS TO ACLENTUATE THIS LINE --BY SO DOING YOU STRENGHTEN
THE DRAMAT(C EFFECT - THE FIRST THING TO DRAW WHEN CON-
STRUCTING A FIGURE IS THE LINE OF ACTION - THEN BUILD OVER THAT

. PL
WRONG/LINES OF ACTION UNFIT == - RIGHT/ LINES OF ACTION FIT AND ARE ACCENTUATED
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in w" ar animated d\ﬂfﬂd.!. viswaolize 1 oy o Mree dimensess

m.' that you are to:lfunc FWQ"‘Q( with solid mosses Foch part hos o

definite place to it according to o formula
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These are progressive steps taken by an animator in drowing o on
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Drow in “Line of Action” 1o establish generol stance of figure.

Rounded mosses for head ond body are put in
M-&mmmﬂmmwhumm.m.ma of body ond heod
mebmﬂdwummdu"uﬂnndm"nmd-ﬁm.pommwmcﬁnl-u
Ditails ore now fited in or hinged into their position

Chorocter is decned up oround these comsiruchon lines









HERE ARE SOME IDEAS FOR
DRAWING A SQUIRREL-ASIN
CUTE CHARACTERS, HEAD IS
LARGE — IMPORTANT ARE
THE TWO FRONT TEETH.

THIS SQUIRREL FORMULA /
CAN BE CHANGED TO A MOUSE
\ RABBIT OR CHIPMUNK, JUST BY

| _ SIMPLY CHANGING THE TAIL *‘)—\h
P Q;ﬂ‘ \7 OR THE EARS OR THE FEET /k:;‘
il ! } .
g \ Il \ ‘; @ E : {@



HEAD LARGE IN RELATION
&~ TO THE BODY,

HIGH FOREHEAD IS
VERY IMPORTANT.

EYES SPACED LOW ON
«— HEAD =t USUALLY LARGE
AND WIDE APART.

“————NOSE +MOUTH ARE
ALWAYS sMALL.

ARMS ARE SHORT AND
NEVER SKINNY AND
TAPER DOWN TO THE
HAND AND TINY FINGERS

TUMMY BULGES —
LOOKS WELL-FED.

FAT LEGS - SHORT AND
TAPERING DOWN INTO
SMALL FEET FOR TYPE.

THE CUTE
CHARACTER

CUTENESS 1S RASED ON
THE RASIC PROPORTIONS
OF A BARY + EXPRESSIONS
OF SHYNESS OR COYNESS. N\

EARS ARE SMALL IN
RELATION TO ADULT SIZE.

NO NECK — HEAD JOINS ON TO
BODY DIRECTLY.

BODY PEAR SHAPED

AND ELONGATED.

SWAY BACK-WITH THIS LINE

CONTINUING UP BACK OF HEAD

AND DOWN INTO FANNY,
FANNY PORTRUDES-NEVER

BULGOES-RUT FITS INTO LEG
LINES AND

BASE OF
( 2

NOTICE HOW
ABOVE POINTS
ARE USED IN
THESE ANIMALS



THE "SCREWBALL TYPE . - oxacoerstes__ 3 wom

P FEATURES
IN THIS FORMULAE ELONGATED HEAD —=|/

YOU WILL RECOGNIZE NOT TOO BIG PEAR.
SOME FEATURES SKINNY NECK — SHAPED
THAT ALL THESE ( BODY

COCKY - WISE OUYS
HAVE IN COMMON

y

LITTLE OR
SKINNY LEGS
™

" THE ANTICS OF
** ~ THESE BAD BOYS
> HAVE BEEN SOME

OF THE FUNNIEST
ON THE SCREEN




SMALL HEAD -HELD FORWARD
'.— HAIR HANGS OVER EYES
--DROOPY HALF - AWAKE EYES
~BIG BEAK OR NOSE
BUC.K TEETH
\ ABSOLUTELY NO CHIN /- THIS
x_\ 15 VERY IMPORTANT.
\BOBBLING ADAMS APPLE
. SUNKEN CHEGT
~~ BIG STOMACH PORTRUDES
~— LOW CROTCH IN PANTS
/ ELNU%RS’\;O;;E? ""“‘“‘.\__ ~--TRY DESIGNING A
,;rz g \ s A ; CHARACTER OF YOUR
| iy OWN USING THESE POINTS.

GOOFY CHARACTERS

HERE IS THE BASIC FORMULAE FOR
GOOFY TYPES THAT ACT LIKE A

SIMPLE SIMON CLOD-HOPPV
LONG SKINNY NECK.

HUMP BACK -STOOP SHOULDERED.
LONG DROOPY ARMS.
WITH BIG HANDS.

OVER—HANCJINO FANNY. ——

PANTS LOW AND
LOOSE +BAGGY. ™ ——___

- w\/ ]

=X




COMPARATIVELY HUGE CHIN HEAVY EYEBROwW
SMALL CRANIUM AND JOWLS LITTLE EARS /' / JEYES CLOSE AnD
¥ o uK '4,’ Bm\l
L) Bo LOWER

] /t’up STICKS,
¥ J OUT

HEAVY THICK \
NECK WHEN IT
SHOWS

BIC BARREL
LIKE CHEQT\

THE'HEAVY Y 7
PUGNACIOUS  (\~
CHARACTER. *:-’@ |

FOR THESE BAD BOYS

ABOVE 1S A FORMULAE L\\
;\

/\ ?.._—\ ok WHICH APPLIES ALSO . | /_

: / T~ TO FOUR. LEGGED TYPES ' =

S \;J ‘¥  ——--AS THE BEAR. N
BELOW AND THE BULL- by

DOG ON THE NEXT PAGE. = %




Moke o repeal cycle of this

bulldog running using drawing

to right for one position. See
"run” In "movements of the
four legged fgure” on poge
25 tor guide.



HANDS

TO DRAW THE HAND FIRST START AS IF IT WERE A MITTEN
AND () — THEN PUT THE TWO MIDDLE FINGERS IN FOLLOWIN
THIS SHAPE (© — THE LITTLE FINGER. IS THEN PUT IN, VARYING IT
IN ANY FASHION TO PREVENT MONOTCONY (D) — IT IS OFTEN A GOOD
IDEA TO EXAGGERATE THE BASE OF THE THUMB.

o ye=>
& @ ©

@)
CARTOON HANDS ARE TRICKY — SO BELOW I'VE DRAWN AN AVERAGE
HAND IN ALL IKINDS OF POSITIONS TO GIVE YOU SOME IDEAS, ——
NOTICE THAT THE FINGERS SHOULD BE UNEVENLY PLACED TD PRE-
VENT A MONOTONOUS QUALITY.




FACIAL EXPRESSIONS

AN ANIMATORS JOB (S THE SAME AS AN ACTOR'S JOB IN LIVE ACTION
PICTURES--BOTH SHOULD BE MASTERS OF PORTRAYING EMOTIONS. - S1UDY.NGS
YOUR OWN ORIMACES IN A MIRROR IS A MUST. -~ PICK A CHARACTER. YOU KNOW.
GO THRU THE EXPRESSIONS WITH HIM.AS T HAVE HERE WITH THIS LITTLE pup

B
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ANTICIRAT WING LIKE S8

“THIS METHOD OF BOING INTO TH] '

s GIVES ITASOCK. - %SL&.‘M A STAS
JIVE HOUND AT A)SEES LOLY Jan
B)STAG SCRINGES INTO ANTICIFAT N
FLUES UP INTO WILD TAKE.

ALMOST ANY THI

CAN H#PPEN !N\kz

5= THE FISURE
MAY STAGSER OR
) FLY THRy THE AR
) THE Eves May aOop
OUT*LOOS" HAIN ¥
COAT TALS 5. Al

IBUTE
TO THE SURPRISE BRFECY












THE BASIC BOUNCING BALL ACTION

AS BALL FALLS-ITS A
SPEED INCREASES
DRAWINGS ARE SPACED

BALL AT HIGHEST
FURTHER APART. -- POINT -- SLOWS UP- AS BALL WITs
ON 5-7-12-14 NOTICE .7 DRAWINGS SPACED u it
BALL STRETCHES IN CLOSER -- RESUMES BECOMES
FALLING + TAKING OFF. NATURAL SHAPE. SQUASHED

NOTICE BALL FOLLOWS A DEFINITE PATH OF ACTION --STUDY CLOSELY THE
SPACING OF BALL ALONG THIS PATH -- NOTICE THE BASIC SIMILARITY OF THIS
BALL ACTION TO THE HOP AND JUMP BELOW-ALSO TO THE WALK-RUN-LEAP-SKIP-ETC.,

NOTICE A-C-E ARE
LIKE §-7-12-14 ABOVE WHEN
CHARACTER STRETCHES--B

°

22

1S LIKE RECOIL ON 6-13 AND

1S LIKE THE NORMAL 2-10-17



MOVEMENT OF BODY MASSES

HERE ARE SOME SIMPLIFIED FIGURES [N ACTION TD SHOW

YOU THE TWIST AND TURN AND VARIATION OF PERSPECTIVE ’
IN THE MAIN BODY MASSES AS THE FIOURE ANIMATES - BUILDING -
THE FIGURE IN SOUIDS MAKES ANIMATION EASIER TO'FEELOUT

-y




MOVEMENTS OF THE TWO LEGGED FIGURE

HERE 15 A COMPARISON OF THE VARIOUS TWO LEGOEDP FORWARD MOVEMENT CYCLES -T WAL
DRAWN ONE HALF OF EACH CYCLE BELOW--REVERSE HANDS +FEET FOR THE OTHER HAL -
THESE CYCLES CAN BE USED AS "REPEATS”-(THAT IS THE DRAWINGS MAY BE PLPEATED Ovi R
+OVER IF THE FIGURE REMAINS CENTERED ON THE SCREEN AND THE BACKOROUND MONVEC

oS ___-.—_.;.'—".,-'_’ et 1 P —
- - I e
7

WALK — — ¢

DOUBLE -~ ~
BOUNCE
WALK —

STRUT —




MOVEMENTS OF THE FOUR LEGGED FIGURE

CRE 1S A COMPARISON OF THE MAIN CYCLES OF FOUR LEGGED MOVEMENT
UMF OF THESE CYGLES ARE COMPLETE - "OTHERS ARE ONE-HALE OF THE CYCLE
ON THESE REVERSE FEET FOR THE OTHER HALF. —-STUDY THE DIFFERENCES IN THESE

WALK TROT, SNEAK , STRUT+TIPTOE ARE J2 CYCLES. — — GALLOP, CANTER+SNIFF ARE COMPLETE C



DIFFERENCE BETWEEN WALK ¥ RUN
@wALK. (B) RUN (C) FAST RUN

Above are the contact drawings from ‘f-A'_;- The Walk( 51 The Run (C) The Fost Run. The contact drawing is the drawing on «

the foot, after being lifted, strikes the ground. In laying out a run or walk for onimation, usually it is these contodt drow .
that are determined first, This sets the speed, size of character, etc. of the oction. Then the rest of the action is built around ..
The position of the back foot on the contoct drawing determines the speed more than any other single factor. Notice on(A) the boot
fool is down still contacting the ground. Onl 8)the back footl has left the ground. On/(C) the position of the back foot is still high
The front fool is stretched out further on the walk contact position, the body is more upright, denoting lesws speed. On the .
drawing the body leans forward, and the front foot is back further. On the fast run drawing the body leans away forward
denoting speed, and the front foot is bock now under the body.

The arms swing conversely with the legs. The left arm swings with the right leg and vice versa. Alwo the arms swing more
violently .in the run. In the fost run the swing on the arms would be oo violent. It hoy been found they are more effective when
held stroight outl in @ reach position.

CD?T‘I[JCIH‘. the action of the walk with the run, ond you will note that in the walk, the l‘f'D*lﬂq in which the arms and 'igl ore
stretched out further is the contact drawing. On the run, however, the streich comes when the figure s up in mid-air at the
high point in the action.

I LEFT FOOT (ONTACTS (2) SINKS INTO
ROUND. RECOIL POSITION. ' STARTS Coomgﬁ_ta g #RJHIGH POINT IN sTEn

=3
5
m
)

5 RIGHT LEG STIFFENS 6 RE
IRECOIL POSIT)
INTO CONTACT POSITION.  LEGS BEND, o -7LE%351TFTUP AS LEFT (8 HIGH POSITION
S. NO | FOLLOWS T %



IGHT FOOT DOWN
D r%GE.HONmCT POSITION

(2) RIGHT FOOT TAKES

WEIGHT OF BODY

@ LEFT FOOT REACHES @ RECOIL - RIGHT FOOT
&

FOR. GROUN

COMING THROUGH

THE FAST RUN

In animating o fast ren here i @
rule aboul animation 10 remember
To have oan action drowing in
practically the same silhovette posi-
lion as another within one or two
fromes lexpowret] s not o good
practice. The action will be apt 1o
lock monotonous and might often
give o falie illusion and o different
effect than the one you are striving
to create. As for example, those
moving wheels in old fashioned
movies, thal appear to be going
bockwords instead of forwards. In
the walk and run there are enough
drawings between similar silhovette
positions (1 ond 5 obove) so that
there s no problem here. But that is
nal the case with this four drawing
cycle 81 o fast run. Notice that all
foot aclien drowing s varied ond
not similar 1o ony other, 3 s varied
to be differen) from 1, and the rame
with 2 and 4, There is o wmingle
cirodar action on the head and body
nstead of o double cirevlor oction
oy in the wolk and run,

The speed lines oround the fes!
help in o fou oction like this.

The croses obove and below diaw-
s represent o fixed point on the
wieen, W you troce theis repech
be sre that they colncide.

\ M
J

(3)RIGHT FOOT PUSHES
BODY OFF

LEFT FOOT STRETCHES (8)

FOR TAKE -OFF

(@ BODY AT HIGHEST
POINT

NO.

ARM

@

IN RUN

+

S+ LEGS STRETCH
LOWS THIS.

¥ /]



THE SKIP

HERE ARE THE BEXTREMES OF A 24 DRAWWES 0P CWEL £
THE MESING DRAWINGS ARE "WBETWEENS * ( DRAWINGS
gcnmv BITWEEN THEGE DRAWINGS) TWS 1S Witk
BXCEPTION OF ReR¢ - NOTICE TRE CHARTS & XPLANING
THE UNEVEIN SPACING ON THESE DRAWINGS - 12 ANSIFAD
OF BEmt BVENLY INBGTWEEN 11413 15 s OF THE WAY
AND GLOSER TO {1 - THE SAME HADPENS WITH 24 WHICH
5 lgor THE WAY BETWEEBN 23+ | DRAWING 2 THUS
TER THE COYCLE - THE SWIP IS THE SAME AS ThiG RUN ON THE
HOOY AND HANDS - THE. DIFFERENCE S IN THES ACTION OF TRE £QOT
WHICH PUSRES THE BOPY OFF Thie GROUND AND THEN RAMSES N AN
ARC AND CONTACTS THE GROUND MSELE FIRST - THE CROSSES ABROVE
AND BFLOW BEALH DRAWING ARE REGISTRATION MARKS. - TRACE FACN
DRAWING ON A SEPERATE SiERT OF PAPER (MAKING SURE THeSe
CROSSES OVERLAP) THEN FLIP THE DRAWINGS AND STUDY THE ACTION THE WAY




THECE ARE THE KEY DRAWINGS IN A 64 DRAWING SNEAK CYi
~MISSING NUMBERS ARE INRETWEENS - -DRAWING (D FOLLOWS (64)
N TRACING, BE SURE CROSSES ABOYE +BELOW INDIAN COINCIDE ¢

F 4
: 40 % D N\ (i)
: @& : ,
o o e —— r—— S & . 4

NOT ALL SENEAKE ARG AS VIOLENT AS THIS ONE, BUT
THEY ALL ARE BASED ON THE SAME PRINCIPLE.
THIS 16 ALGO A SLOW SNEAK-LESS INBETWEENS WILLSPEED IT UP

.’ i : 1%
.

THE SNEAK 16 A WAL IN WHICH THi: RECOE
AFTER THE FOOT CONTACTS THE GROUNT |
f{M%E:N AND THE SPELD

THE FOOT COMES DOWN INTO THE (ONTA

POSITION SLOWED UP ~- THIS. QIVES, Tie
iLLUS(&a: m;ﬂmf%
FVADE NOKCE AND DE



LINE OF ACTION IN ANlMATION

(N ANIMATION THE LINE OF ACTION IS THE
S5 FOR RAVTHN SMPLICITY +DIRECTNESS £\

Bl T Bariods W

START YOUR ANIMATION FIRST WITH A
LINE OF ACTION-THEN A SKELETON+DETAILS



OVERLAPPING ACTION - FOLLOW THRU -SQUASH +STRETC.

ow.“".uo lc‘"oﬁl‘.‘*“"' I o rale Bt halds s Hhe majarity of animoation ations [ T T PP ——— bisws rma podedt 10 meedbes  dest -
hare all ot the same Hima n, this | mean the ml_.“" acton con he precesdad and tollowed by lewar aetiors Pt ofl relete av are Me rowi® of Phe Aupis
getion Theie o7e kvaww as  Owarlopping Adlkors ' and the propes wvie of Fhem will greaty improve the Gy o] posr work  Mafies Irass e s U W

# tis cop comer up ko an extreme accent on 10 oy he Bart saying “afl g, "
::p v stomaoch.  Dvwen on 10 it reeails wp like rebber on 13 10 14, bounces back an 10 gnd then finatly setfles bock LI R B R T e S —

Thits moin action on e Agure coumes o lesear setiom o re e v The

perwaen B ond 10 hos counsed an overlopping lesser actian b ocewr from 10 all fhe way 10 24, Shudy This cop closely ond pow wl ses (fler surmples
of avertapping ottion en all party of the figure,

SQUASH AND STRETCH — When o sand bag moves thru the air, it will retch the direction of mevamset and whes M progrew b arravtad 3 wil Lt
out. I it were alive {anything con happen in o cartoon) it would also $quash in anbicipating on action in which 4 Wratihes MNitats § asd 17 hare The
gt e S SQI D MatEn Wi .h-““»r“.l. e U”Jq’: and it iy essential in eating a fesling of weight in chovooters Tow can bet smd o g
desgred and animated the Hippos in Disney's “Fantasial

FOLLOW THRU—Ancther pointer on animation i When o flog s waved o jerked around, the Aog will follow o definile ¢ WG path delermsad by S
position of the mast o split vacond belore. This notural low iy called the rule of follow thry'' in animatkion Study the snds of the coot hers tew wemmple
Put o follow thiu wction on flexible loove waving things like dog's sory and tails, coot, eic. In a strict sense, ary obisct Mt Prems in orimotar bay o certas
amount of follow thry action

H you troce this characier, remember <romer above and below eoch diowing are o flued point on the wrasn w be wre ey cowde

33



DIALOGUE |

HERE ARE THE MAIN MOUTH EXPRESSIONS USED IN DIALOGUE - FEEL THAT
THE FACE IS AN ELASTIC MASS THAT CAN BE SQUASHED O STRETCHED |
TO FIT THE MOUTH EXPRESSIONS -~ THIS GIVES A GOOD CONTRAST|
BETWEEN POSITIONS AND THAT HELPS YOUR ANIMATION - STUDY YOURSELE
IN A MIRROR AS YOU SPEAK THE WORDS YOU ARE ANIMATING - PRONOUNCE ThE
WORDS VERY DISTINCTLY AND THE CORRECT POSITIONS WILL BE APPARENT

THE VOWELS THE CONSONANTS NOW BELOW TO HELP

YOU GET STARTED - I'VE
COMBINED A FEW MOUTH
POSITIONS TO MAKE WORDS

ANOTHER THING TO REMEMBER IN
DIALOGUE ~WHEN ANIMATING A
GROUP OF WORDS, STUDY THE WAY
THE WORDS MIGHT B QUICKLY SPOKEN
TOGETHER - (TS BETTER TO FOLLOW
THIS OVER-ALL MOUTH PATTERN, AND F ano V

HOLD DOWN OR MODIFY INDIVIDUAL. _
SYLLABLES NOT (MPORTANT TO THE WHOLE (SOMETIMES LIKE D ORTH)




HOW CARTOONS ARE MADE
The simplest form of onimation is the "flip" book. Near the sdge of o note book drow o dot, ciris, ov dkaieton, ond on e

next page draw the same figure slightly progressed. Do this for 15 or 20 pages then flip the sdges ond on ilusion of movement
will be created, Good animators refain the same spirit of fun and simplicity of the "Rip” book in their work

In the film studios this same basic idea is enlarged upon. Pencil drawings are made on paper (105" x 12747) by swieaten
and their assistants; this work is then traced in ink on celluloid transparent sheets, and opogue wolors ore pawded on  Thess
series of inked and painted celluloids are then photogrophed in sequence on a painted bodkground, The mation puture faraon
film thus made is then projected on o screen.

HOW TO MAKE A BOARD AND USE IT

You will be greatly aided by the use of on animation board in your study of this medium. Buy some unnded looss lsal nots
book paper about 10" x 12" which is punched with two holes. Construct pegs of wood or metal on your boord (o iustrared!
so that the paper fits snugly over the pegs. The glass should be the some size as the paper you use,

With the light on in your board you will be able 1o see thru severol sheets of paper and note how your series of drowngs
vary in position. Visualize and plan your action, then start with o key drawing or “extreme.” The next “extrems’ in your cchon
should be made on another sheet of poper, with the lights on 1o thot you con see ond work from your proceeding position
Follow this proceedure until all the extremes of your action have been roughed mn, then make the drowings between fhe
"extremes’ to tie the action together.

If your background does not move to right or left, your wcene is known as a sl i the bockground moves your wene has o
"pan" oction, and is colled o "pon’ scene. Remember during o “pon’ action, everything thot touches the ground moves with
and ot the some speed as the "pan’; for example, feel that touch the ground in o walk or run, stc

— — —— s2A— —
3
o [a] "
el I 20 -
& o - -
| ¥ ¥ il
PUNCHED ' PLATE GLASS % | T /‘ oy
ANIMATION § |« TOsoLE SWiTEH | o [ ; A =<
PAFER > \ £ .r_&:;:" § N

i): Y 8
[} -

v N
[ Lot T
oy O WALl AL

POINTERS ON ANIMATION TO REMEMBER

(1) Work “rough’ in loying out animation Feel out the bosic mam con- (9] Moke powe drowngs Viswohze fey plon your wene with ‘poses,’
struction of all your drowings in o scene first. Put in details loter. The Then cremale Moke o few dicwegs of how you hink The character
drawings on poges 38 and 39 ore rought.  Clean-up  drowang: houwld look ol the mos snportond Doty w e ens. These should
(like poges 36 and 37) are made similor to tracings by working aver be coretully Mmought oul n regerd to dromafa presentafion, inlerpre:
“roughs” with a new sheet of paper on your onimation board tat:on of mood charotler, ochcm ond humor. Now with hese

) } drowm@gs o1 o gude, wort wih your fog “pose” and ommole your

{2) It is olwoys o good idea to "onliipale  an achon. In onimating o extiems drowngl toword e ses! pose. Whan you reach hia
character from one place 1o ancther, always go the other woy first, sucond ~pora dg.nt e & o e “enireme” i your agion ¥ S
os a boseball pluyef drows back and cocks his arm betore o throw nal it et the logeal progresson of Mungs, bt moke ancther Mot

. fies i wifh youwt anmaton Then proceed loward the nes! “pose,” eic.

{3) Tohelp accent a pose on a choracter, go post it a litle when onimating . & % -
into the pose. As in o quick poinl, the finger goes out fost and past for (10) When powsble olways moke o “poth of action” and “spocing chort
on instont the position it finally stops at. of the ‘:‘"‘“"n::‘”‘:’“ “'""“":'a:" example, o m:' L d '1.

owoy from eground n e dislonce over o
. . " ; Moke two lines charting the top ond boftom of e characler in in

{4) Get "overlapping action” whenever you con. That is when ammaling .. . \

o choracter from one point fo anofhar, don't go thee with all parts fught. Then mark off on tha rack fthe efimated powtion of sock
of the characler at once—Arrive at different times. See poge 33 dla-:ﬁmm, 'ﬂn:od“‘ﬂ.'ﬂ"dmmdmd)' & hﬂi’w s
ipoce y i ivance. L-T-"-1 - -

(5) Always get o good "follow thry' action on loose moving things, like ochion will ncrease ih occuraCy ond sove fime.
coat-tails, etc. see poge 33. {11} Under “hming” ore these pontu Vary the wpeeds of oo = o

. = < | wene. A chonge of poce is uswolly highly desircble = omsglon.

{4) Remember “squash ond stretch.” Feel that your charoc‘u;:::k;ﬂ::! Learn the value of o “hold,” thot is st the right amount of tes B
mass ond not rigid like o gloss stalve This type ""‘ J;h draiio linger on © “pose” 50 that il will register with the cwdience lor off
give "sock’ to your work. The “recoil” is © rrp;:: 'T:l iy it is worth. Study the ort of going info and ouf of “holds,” of Cusiioning
and is essential for o feeling of weight in your "::.d o oto “holds" of when 10 “ieezs” ¢ “id” deod ik sad whew &
bouncing ball oction on page 22 olso see poge 2 . keep wp wbtle onimation during © “hold™ fo give @ et wream of

ilhouette in your key drowings b e u:: alvo of the : ot - ..-i ﬂf-:l'.
. 900(’ i e A anumat are art of actng, -

i :pp;:ct;ald’mt:?n:u:::d? :c able to be blacked in miid, ond Ty :ﬂ':.’ octor :IHI:: un:nafrﬁ cortoon e i b your ob o B o o=

uugllﬁno sithouette still register the mecning and affitude of the pose. aclor's to portroy emofions, """:‘h s tighty individunl. Thot & wity
3 3 + on art SARIESMNG YO e .

- g o U ey onimolion is an orf, t o ety

foreshortening in animalion . is encugh meal i these “pointen” for eaofher book on advanted
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zontally. When the end the bot and make thot end very big. When Woyed away from this s o1 i confses She begimer.
wh’.wm::‘h character make that end very small Now go Iv 81 And good hech
it's on the ofher ude Previon Blaw






