13. The Uses of Live Action in
Drawing Humans and Animals

“This is a very important thing. There are so many
if they don’t know how to use this live action in an

Our term *‘live action’’ refers here to the filming of
actors (or animals) performing scenes planned for car-
toon characters before animation begins, as compared
to “‘regular animation,”’ which develops entirely from
an artist’s imagination. The direct use of live action
film has been part of the animation industry for years—
as an aid to animation, a companion to animation, and
¢ven as a replacement for animation. From time to
time, almost every studio has fallen back on a strip of
live film to perfect a specific action animators were
not able to capture. At the Disney studio, filmed action
of humans and animals was used in many ways to do

people starting in on this, and they might go hay-wire
imating.”’

Walt Disney

many jobs, and it led to some important discoveries.
Live action could dominate the animator, or it could
teach him. It could stifle imagination, or inspire great
new ideas. It all depended on how the live action was
conceived and shot and used.

In the early 1930s, animators drew from the model
regularly, but as the necessity grew for more intricate
movement and convincing action in our films, this
type of static study quickly became inadequate. We
had to know more, and we had to draw better to accom-
plish what Walt Disney wanted. Some new way had to
be found for an artist to study forms in movement, and
-~




Helene Stanley, left, por-
trays the gentle Anita in
101 Dalmatians, while Mary
Wickes is her overbearing,
flamboyant friend Cruella
deVil. Each actress contri-
buted her own ideas on
personality and mannerisms
within the framework of the
action devised for this par-
ticular scene.

ANIMATORS: Milt Kahl, Anita;
Marc Davis, Cruella—
101 Dalmatians.

The animators’ drawings
show the freedom used in
interpreting the action on
the photostats. Milt, ani-
mating Anita, chose not to
use the cringing body posi-
tion suggested by Helene,
while Marc went even fur-
ther with Cruella, adding
the thrust to the neck and a
thin, bony body. By work-
ing closely together, the
two animators were able to
make the drawings match
in size and scale, while the
performances of the ac-
tresses maintained the per-
sonality relationship.
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for this to be useful it-had to relate to the work on our
drawing boards. Running film at half-speed in our
action analysis classes was helpful for a general under-
standing of weight and thrusts and counter thrusts, but
the principles were not directly applicable to anima-
tion. Our instructor Don Graham had chosen certain
film segments as clear, isolated examples of move-
ments he could use in his lectures, but, while they
gave us insight into articulation, they were still essen-
tially classroom exercises.

One day, during a discussion of how the Snow White
dwarf Dopey should act in a particular situation, some-
one suggested that his actions might be similar to those
of burlesque comedian Eddie Collins. This led to every-
one’s going down to the theater to see the exceptional
Mr. Collins perform. We invited him to the studio,
and a film was shot of his innovative interpretations of
Dopey’s reactions—a completely new concept that
began to breathe life into the little cartoon character.
Dopey had been the ‘‘leftover’” dwarf, with no partic-
ular personality and not even a voice; so, now, to see
the possibility of his becoming someone special, and,
particularly, someone entertaining, was an exciting
moment! And best of all, everything Collins had sug-
gested was on film.

There was nothing in the film that could be copied
or used just the way it was, but as source material it

was a gold mine. Freddie Moore had the assignment

of doing the experimental animation on Dopey, and he
ran the Collins film over and over on his Moviola,

searching not so much for specifics as for the overall
concept of a character. Then he sat down at his desk
and animated a couple of scenes that fairly sparkled
with fresh ideas. Walt turned to the men gathered in

the sweatbox and said, **Why don’t we do more of

this?”’

Immediately other comics were brought in—enter-
tainers from vaudeville, men who had done voices for
the other dwarfs; all were put before the camera. No
routines were filmed, just miscellaneous activities and
expressions that might help delineate a character. Our
own storymen who had a special talent for acting were
dragged to the sound stage, and animators even photo-
graphed each other. As Bill Cottrell said years later,
““It all seems so amateurish now—but it was fun! It
was fun!”’ And that spirit of fun and discovery was
probably the most important element of that period.

Now we had film that had been shot just for us,
directly related to the characters we were drawing, and
even though the acting was crude, we all picked up
ideas to enrich our scenes. We quickly found that
there were two distinctly different ways this film could
be used. As resource material, it gave an overall idea
of a character, with gestures and attitudes, an idea that

Here could be seen every tiny detail of

d. As a model for the figure in
udied frame by frame to reveal
form’s actions. _

y of studying live action
film on our rotoscope

pe caricature
ont, it could be st
ricacies of a living
that time. the only wa 4
by fr as to trace the
bey. ff;‘;?: zas simply a projector converted to
Je image at a time. from below, onto a square
Jass mounted in a drawing board. When drgw-
aced over the glass. tracing after tracing
be made, each sheet kept in register by pegs at
pottom of the glass. It was tedious work and time-

! is was i een done for
cuming. but this was the way 1t had b

n i
on
e
\per was pl

enty years. ] .
/Nat}’urall\/. Walt changed that situation in a hurry.

had the film processing lab work out a sy.sten'l of

nting each frame of a film onto photogjraphwﬁdper
1eus‘z‘un'e size as our drawing paper. These s eet;.

shich we called photostats. Were then pgnched fo ]2
hé pegs of an animation desk. tcmd the amn?at?r ful)u d
ow study the action by flipping t.ram.es 0 %m.

ackward and forward. just as he did his ‘drawmgs.‘
| changing shapes
. in the movements. At last, the ani-
all of the mysteries that had in-

trigued them so long.

We were amazed at wha
in movement displayed far 1
ahyone had supposed. It was not
ing against hips. of the backbone‘ ! ir¢ ;
was the very bulk of the body pullm‘g .m, pushing 0 f
stretching, protruding. Here w.ere living example; 0
the **squash and stretch’” principles th‘fn only had e;:g
theories before. And here was the ~~t0110\?v throug ‘ N ) i
and the ‘‘overlapping action.”’ the changxr.lg shapes. =
the tensions and the counter tensions, tbe \,N,elght shgwn
in the “‘timing.”” and the “‘exaggeration ——unbellév-
able exaggeration. We thought we had been .drav‘vmg
broad action, but here were examples surpassing ar}yl;
thing we had done. Our eyes snm;?ly are not gmt;e
enough to detect the whole gamut of movement in
human figure.

Some actions were so complicated they
sible to draw in caricature, and many of the m |
gave touches of personality were to0 subtle to captgre \ /
at all. The tilt of the head as it turned, the changmg |

the slight swelling of a cheek in a !

t we saw. The human form
nore overall activity than
just the chest work-
bending around, it

i

: ~ 1
were impos- P s
oves that \\ /

shape of an eye,




