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WALKS

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
10 LEAN IN A WALK.

THE SLOWERIT IS,
THE MORE YouRe N
BALANCE -
AND THE FASTER
MORE GIT OF
BALANCE..

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

We lean forward with our upper bodies and throw out aleg 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
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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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C GETTING THE WEIGHT

WE DONT GET WEIGHT BY A SMODTH LEVEL MOVEMENT.

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 DOWN POSITION OF VOURLMASSES THAT GNES You THE FEELING oF WEIGHT,

WE FEEL THE -~ ESPECIMLY AND
WEGHT WHEN TS THEN WE GET
WHEN THE WG PEECEEDED IT TR L, THE
OF The BEODY ] BY A STRAGHT THE WEGHT CHANGE
COMES -~ W HeRE THERE ‘L | |\
DOWK ~ NG WIRGHT i o
N

IS THE DOWN POSITION WHERE THE LEGS ARE BENT AND THE BOPY MASS 15 POMN--
WHERE WE FEEL.THE WEGHT:
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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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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 -

113



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 =

—— ..
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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
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—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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