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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 ~
MORE CUT 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
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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.
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G LIDING i CONVENTIONAL-

i STEP e EODY
WEIGHTLERSLY ,, SN

i | PASSING FROSITION.
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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!
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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.
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“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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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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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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