A-PDF Manual Split Demo. Purchase from www.A-PDF.com to remove the watermarl

™~
( 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 |
EEJ"HKES__J '

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 - o -,
\WEVE GOT TO DO SOMETHING TO STOP The FORWARD PrOGRESSIIN OF BELIEVABLE WEIGHT.

=Y
WHATEVER

: $ E SO
WAS IN MCTION ﬂj;' g?MWB .‘Té *P
WILL TRY ] A A\ EACH &IT
To KeeP ON | A( ' I ;

Ko« . INDICATING
G Ve S J \ The WEIGHT
ARMS, HEAD, ‘ " OF ITSELF.
HANDS HAIR,
DRAPERY. P )
P o { (ﬁ o
. \
a\\ : y ._'__..:_,-f l‘-.. .

HERES MILT [AHL ON (T —

Y STOPPING THINGS CONVINCINGLY 1S ONE OF The DIFFICUET 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 SIOP OR A LAZY ONE, CHOOSING WHERE
TO DO IT IS AN IMPORTANT CHOKCE. | HATE & SEEA FoOT COME THROUGH ud LAND
2l THEN NOTHING HAPPENS TO (T | THINK WHEN IT LANDS WE CUGHT TO GO AHEAD
2ud PUT The WEIGHT ON [T - OR ROCK FORWIRD ~ OR RAISE “The OTHER FLOT.”
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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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