


ANIMATION MASTERCLASSES:
FROM PENCILS TO PIXELS

Today, it is commonly believed that if you learn software, you can become an animator. Yet
nothing could be further from the truth. Master animators are trained and not born. Soft-
ware, as is the humble pencil, is merely yet another tool through which an animator can
apply their knowledge. However, neither software nor pencils give you that knowledge,
nor do they do the work for you. If you place a fully trained master animator on a comput-
er, or give them a pencil, they’ll astound you with their mastery. However, if you put a non-
trained animator on a computer, all you will have is a technician creating moving objects —
as you'll see all over YouTube and other video platforms.

This book teaches you exactly how to become a Master Animator — whether you ultimately
plan to use pencils, computers, drawing tablets or rigged characters. It's a complete course
in its own right, being a collection of 48 masterclasses gleaned from the author’s 50 years
of experience of top-level animating, teaching and filmmaking. It will also train you in the
value and application of observational gesture drawing. This book of masterclasses by

a master of the art, Tony White, is entirely designed to be THE definitive reference book
for students learning how to make things move really well - as well as how to create films
once you know how to do so.

A book for everyone:

For home-based, self-study students: It is a perfect manual to take you from raw begin-
ner to proven animated filmmaker.

For full-time students: It is an ideal companion to supplement your full-time educational
studies, which, no doubt, is overly based on software technology.

For current animation professionals: It is a comprehensive archive of animation tips and
techniques that will enable you to take your work to the next level.

For current animation educators and instructors: It is a book that can be the ultimate
curriculum and study program, enabling your own students to become the master anima-
tors of today and tomorrow.
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“If you place a fully-trained animator on a computer, they’'ll amaze you
with how well they can bring inanimate characters to life. If you put an utrained
animator on a computer however, all you'll get is moving shapes. The challenge
of the digital age is not to learn software first and foremost, but to learn how to

make things move well before touching a computer. That’s the whole purpose
and inspiration of this book!”
Tony White

“When buying from an artist/maker, you're buying more than an object.

You are buying hundreds of hours of failures and experimentation. You are
buying days, weeks and months of frustration and moments of pure joy. You
aren't just buying a thing, you're buying a piece of heart, part of a soul, a
moment in someone’s life. Most importantly, you're buying the artist more time
to do something they are passionate about. ”

unknown author

“This book is all about tradition, and learning the great secrets of the

past. But it is the future master animators yet to come that must continue that
tradition, with their new vision, innovation and imagination. | sincerely hope
that this book will help enable that process. ”

Tony White



Author

Tony White, renowned animator, director, professor, mentor and author has been
active at the highest level in the animation industry for over 50 years, and currently
teaches 2D animation online at his 2D ACADEMY. White began his career working
with legendary industry professionals like award-winning illustrator Ralph Stead-
man and animation gurus Ken Harris and Art Babbitt (original lead animator on
Pinocchio, Fantasia and others at Disney). He also personally apprenticed with and
then professionally directed/animated for the late, great Richard Williams (three-
time Oscar winner and author of The Animator’s Survival Kit). In addition to offering
his live and online masterclasses at the online “2D ACADEMY”, White is addition-
ally the founder/director of the “DRAWTASTIC Animation Festival” and moderates
for “2D ANIMAKERS”, an online network and source of learning for the worldwide
animation community. White is currently illustrating his first ever graphic novel,
‘MADA and the Magic Tree”, which is a mystical hero’s journey adventure story
based on an animated movie script he once wrote for the big screen.
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Introduction

| have greatly enjoyed a 50+-year career in high-level character animation.
Indeed, | have never stopped animating in all that time and feel I am only just
now producing my most accomplished work. However, | still remain a product
of a great tradition that went before me. Hand-drawn animation, as we know it,
has been around for well over a century now — and the really scary thing for me
is that I've actually been creatively active in almost half of that time! Yet those
who went before me were the really great ones. They defined the industry and
left a legacy we can barely dream of at its highest level. In all truth, we still can-
not remotely match the great character animation of what the best of the best
did long before this digital age — despite all the amazing technology we have at
our fingertips. | have long recognized, and fully accept, that | stand on the shoul-
ders of giants — a large number of whom | met, learned from and even appren-
ticed with at the beginning of my career. Animation giants, such as Ken Harris,
Art Babbitt, Chuck Jones, Frank Thomas, Grim Natwick and many, many
more, were huge influences on me as | venture forward in the early days. | was
especially lucky enough to apprentice with the late, great Richard Williams too.
| worked as his personal assistant for 2 years and then as an award-winning di-
rector/animator in his London studio for a further 5 years, prior to setting up my
own! The very first project | assisted him on - and the first film credit | ever got -
was “A Christmas Carol”, which won an Academy Award.

But now the giants are gone and | am maybe the last of the next generation af-
ter those great masters to still be animating and teaching the secrets of an art
form that | love and cherish so much. As the traditional hand-drawn character
animation industry is now (shamefully) nonexistent in the USA, and with no
signs of a reprieve, | have always felt a tremendous weight of responsibility on
my shoulders to preserve and move forward again this incredible tradition. This
book of masterclasses — born of all  know and all | have experienced over the
years — is my way of gifting the younger generations all the material that they
need to become master animators and filmmakers in their own right. | hope it
will be seen as the definitive textbook | would have loved to have possessed at
the beginning of my own career. It is somewhat inspired by the spirit of the Jap-
anese culture — where, even far beyond their Anime tradition, they actively cher-
ish and fight to preserve all their other great arts and crafts traditions. It is sad to
say that now, here in the one country that once led the world so outstandingly
in terms of traditional, hand-drawn animation, there is not the slightest interest
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in respecting or honoring the great legacy they once had. Consequently, | hope
that this book will be a light in the darkness, and honor the knowledge of the
great animators and animation of the past that has inspired generation after
generation. | hope it will also be a clarion call for the young master animators of
the future, who can perhaps bring about a renascence of traditional hand-drawn
animation long after | have departed for that great lightbox in the sky. | there-
fore dedicate this book to anyone who dares to dream, and pick up a pencil in
the hope of making that dream a reality.

About This Book

The online Zoom course upon which this whole book is based.

“Animation Masterclasses: From Pencils to Pixels” is a collection of master-
classes and guidelines for the teachers, animators and soon-to-be animators of
the future. | hope everyone can learn from it - or teach from it - making it the
ultimate and definitive textbook for all who want to make things move well!

As you can imagine, | have put my everything imaginable into these masterclass-
es. As a result, | suspect that this book could well be my last on the subject as
I've little more to say on the subject, except for teaching or mentoring students
one-on-one. For this reason, I've striven to make it my best. Everything you find
here is based on the extensive discoveries I've gleaned throughout the career
that has spanned over 50 years, as well as from some of the greatest character
animators ever. At the heart of this learning and teaching has always been the
“core principles of movement” — techniques that underpin all forms of animated
expression — whether they be 2D, 3D, Claymation, Stop-Frame or whatever.
Specifically with all this in mind, this book is fundamentally structured around
my “live” 48-week course in animation and production that | teach through my
own 2D ACADEMY.
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| have done this as the learning | share and the techniques | use have been
honed in the cauldron of proven experience. In this way, | envisage this book as
being a reliable companion for anyone who is either learning animation on their
own; learning through a degree-level program of full-time education; learning
as an existing professional who is wishing to raise the bar on their work; or even
teaching as an instructor who is responsible for bringing knowledge and experi-
ence to the world the master animators of tomorrow.

| believe this is the very least | can do, if | am indeed to honor of the great master
artists and animators who have taught or inspired me along the path of my own
animation journey.

This Book’s Structure

I’'m drawing on a lot of experience here!

To achieve my stated objectives, | have structured my masterclasses into four
distinct sections, based on the 48-week course | teach at my own 2D ACADEMY.

Section I: This section communicates many core principles of movement, using
traditional hand-drawn animation techniques.

Section II: This section communicates more core principles of movement, but
taught in a digital environment, using “Moho” as my tool of choice.

Section IllI: This section develops a powerful film idea through structured
pre-production processes, ready for production.

Section IV: This section applies tried and tested production techniques that
make the completion of an animated film possible.

Each of these sections contains 12 specific masterclass lessons related to
the theme of each section, with each lesson establishing as specific objective.
I would stress too that although many of the exercises are of a “drawn” nature,
students do not necessarily have to be able to draw well to do them. So,
whether students work with the most basic of “stick-figures” or perhaps draw
with the dexterity of a Rembrandt or Leonardo da Vinci, they should find that
they can ultimately animate equally well, as long as they study with due dili-
gence, a passion to learn and the temerity to reach for the stars.

XV
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The Book’s Curriculum

This book’s curriculum is structured around my first 48-week 2D Academy
animation course.

To give the reader a more specific idea of how the four sections of this book are
composed, | believe the following curriculum outline will explain. You should
also be aware that all my “live” diploma classes at the 2D ACADEMY begin with
a specific “observation gesture drawing” warm-up exercise. These therefore are
also included with each of the 48 masterclass lessons that lie before you:

Section I: The Core Principles of Movement - Traditional Techniques
Masterclass 01/Getting to Know You

Masterclass 02/Squash, Stretch and Bouncing Balls
Masterclass 03/Keys, Breakdowns & Inbetweens

Masterclass 04/More on “Squash & Stretch”

Masterclass 05/More on Slow-In & Slow-Out

Masterclass 06/Timing & Placement

Masterclass 07/Generic Walk Action 01

Masterclass 08/Generic Walk Action 02
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Masterclass 09/Generic Walk Action 03

Masterclass 10/Personality Walk Action 01 - “Double Bounce”
Masterclass 11/Personality Walk Action 02 - “Sneak”
Masterclass 12/Personality Walk Action 03 - “Front Walk”

Course outcome: By the end of this module, students will understand many of
the essential principles of motion and be able to demonstrate them through
their completed animation assignments.

Section II: More Core Principles of Movement - Digital Techniques
Masterclass 13/Introduction to Moho
Masterclass 14/The Full Rigged Character
Masterclass 15/Character Walk 1
Masterclass 16/Character Walk 2
Masterclass 17/“Arnie” Generic Walk
Masterclass 18/Generic Walk Variations
Masterclass 19/New Year Greeting
Masterclass 20/Double Jump

Masterclass 21/Slow Sneak Animation
Masterclass 22/Throwing Action
Masterclass 23/Digital Coloring
Masterclass 24/Working with Color

Course outcome: By the end of this module, students will demonstrate an un-
derstanding of all the necessary principles of motion - including anticipation,
follow-through, fluidity and flexibility — enabling them with sufficient skills to
take on their own animated short film project.

Section lll: Personal Project — Pre-Production

Masterclass 25/Storytelling

Masterclass 26/Concept Art

Masterclass 27/Character Design

Masterclass 28/Storyboarding & Film Language
Masterclass 29/More on Storyboarding & Film Language
Masterclass 30/Audio Record & Breakdown

Masterclass 31/Storyboard Animatic

Masterclass 32/Character Rigging 1

Masterclass 33/Character Rigging 2

Masterclass 34/Layout 1

xvii
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Masterclass 35/Anatomy of a Sequence
Masterclass 36/Final Pose Test Animatic

Course outcome: By the end of this module, students will have completed all
the essential pre-production elements in readiness to create their own animat-
ed short film project.

Section IV: Personal Project — Production
Masterclass 37/Key Pose Animation 1
Masterclass 38/Key Pose Animation 2
Masterclass 39/Breakdown Positions 1
Masterclass 40/Breakdown Positions 2
Masterclass 41/Inbetweening 1
Masterclass 42/Inbetweening 2
Masterclass 43/Clean-Up 1

Masterclass 44/Clean-Up 2

Masterclass 45/Background Art
Masterclass 46/Inking

Masterclass 47/Coloring

Masterclass 48/Post-Production & Distribution

Course outcome: By the end of Module 04, students will have successfully com-
pleted their own animated short film project — with successful students sub-
mitting their work into the dedicated category at the “DRAWTASTIC Animation
Festival” will be presented with a 2D ACADEMY Diploma if their film is accept-
ed for screening at the event. The best of all entries at each event will be award-
ed one of the festival’s coveted “Golden Pencil Awards”.

Beyond This Book

The DRAWTASTIC Animation Festival’s coveted “Golden Pencil Award”.

| want you to understand that just doing the masterclass exercises in first two
sections of this book — then making your own short film in the last two — need
not end there.
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If you complete everything, you have two additional options to take your reputation
further. Additional details will be discovered at the back of this book, but for now let
me just say that you can initially turn all your exercises into a personal SHOWREEL
that can be shown online. We'll explain how you can do that at the end.

Then, if you want to enter your Showreel into a special book student category
that will be set up for you at the “DRAWTASTIC Animation Festival”, you'll also
have an opportunity of winning one of their coveted “Golden Pencil Awards”
in the foreseeable future!

Needless to say, both options will give you an amazing opportunity to further
your career in animation. So it is surely worth you putting in the effort needed to
get through every assignment in this book with these opportunities in mind.

As indicated, full details can be found at the end of your studies here. But hope-
fully these incentives will provide additional motivation, as well as potential ex-
posure, for you as you work through the following 48 masterclasses!

Final Note to Course Instructors

Vive la hand-drawn animation.

We live in an age where the industry has minimal expectations and technology
dominates technique in expectations. Therefore, so much of the material con-
tained in this book might well be considered excessive — even “old school” - in
the light of that. However, if you believe, like me, that a solid understanding of
the core principles of movement using traditional hand-drawn techniques is the
finest foundation any student can have, you'll want to hold the line a little and
give your students the opportunity to learn in the best way possible. Remember
that the groundbreaking 3D animated movie, “Toy Story”, was made with the
use of the finest, traditional, hand-drawn animators from Disney — and would
have been nothing if CG technicians had made the film! This therefore set a prec-
edent for the future of Pixar, and indeed the entire CG/3D animation industry

at the highest level that respects traditional knowledge and skills. In reality, the
world of animation is an unpredictable and infinitely innovative beast and amaz-
ing things with new and old techniques bubble to the surface — especially in

Xix
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terms of short or indie-based productions. So, it is really important to give your
students every weapon possible at their disposal, including a firm foundation of
knowledge using traditional techniques. You never know that one of them may
ultimately become the new Walt Disney or Hayao Miyazaki or whoever and
take traditional animation into the public arena once again too!

With this firmly in my mind, | have given students here all the core principles of
traditional knowledge and techniques, personally upheld or uncovered in a ca-
reer lasting over 50 years, both in animating and in teaching. With such knowl-
edge at their disposal, they will undoubtedly have a better chance of succeed-
ing in an ever-demanding digital industry out there. When all is said and done,
sitting at the shoulder of a master — or just someone who really knows their
stuff — is still the finest way of learning a skill. Unfortunately, these kinds of “ap-
prenticeships” are long gone in the industry. However, if you can generate a state
of competence and confidence within your classroom - using time-honored
techniques that have been handed down for a century or more - then you will
succeed like none other can. Perhaps the academic environment you work in is
not ideal, and such high expectations are not there. However, if you can show
your students through your own practical hands-on methods, then you'll have
done something that all the books and all the Internet courses will fail to do.

Lastly, I wish you well with your classes and share with you here every tip and ev-
ery trick | know to help you and help your students to become the master anima-
tors of the future. After the award-winning experience | have had and encoun-
tering so many great animators and teachers in the world of animation myself, it
is the very least | can do!

THANKYOU!
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Section One

For the work to be produced in “Section 1", you'll need the following equip-
ment. (Note: | have primarily listed traditional hand-drawn “paper & pencil” anima-
tion equipment here. But digital 2D animators should be able to adapt and complete
all these assignments, using their computers, iPads or other tablets, using suitable
2D animation software or apps. Indeed, for my next Module 01 online class, | intend
to teach hand-drawn iPad/tablet-based animation, using the “Rough Animator”
software.)

Sketchbook: This is a standard sketchbook, used exclusively for the “Observa-
tional Gesture Drawing” warm-up sessions opening up each lesson in the book.

Pegged animation paper: “Pegged animation paper” means animation draw-
ing paper that has registration peg holes punched in it. There have been several
registration peg systems used in animation over the decades, but the prima-

ry one today for professionals is the “Acme” peg system. However, students on a
budget can just as easily use blank white photocopying or printing paper with three
round holes punched in it. Both systems allow each animation drawing to be regis-
tered to a “Peg Bar”, which is the next item of equipment required for Section I.

The “Round hole” and “Acme” paper options.

Peg bar: “Peg Bars” are registration devices, taped to a “Lightbox”, that stop

the animation drawings from sliding around from drawing to drawing. It is im-
portant that animation drawings are registered, one with another, so there is
no moving around when the drawings are filmed. The peg bar enables that
punched drawing paper, with the appropriately shaped punch hole, will always
remain in a fixed position on the screen. Peg bars are available for either the
“Acme” style of punched paper or the “Three Hole” style. A good animation sup-
plies company, like “Lightfoot” in California, should be able to supply students
and professionals alike with one peg bar or the other.

The “Round hole” and “Acme” peg bar options.

Lightbox: Traditionally created animation is done by creating many drawings,
many of which have to be drawn midway between other key drawings. There-
fore, up to three sheets of paper can go together at any time. Bottom line, it is
essential to have a “Lightbox” that will enable you to see through those several
layers of drawings at once. Essentially, a Lightbox is a backlit drawing surface that
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you can switch on and off. These can range from the truly exotic — such as one of
the origin, coveted tailor-made drawing desks they used during the “Golden Era”
of the Disney studio — down to the very inexpensive LED light tablets that can be
bought on Amazon. All will need a suitable peg bar taped to them.

The modern “LED tablet”.

Pencils: In terms of “Pencils”, pretty much anything you like drawing with will
do. However, if you want to go quite “pro” about it, you'll find that the Col-erase
“BLUE” pencils are a dream to work with (the “Blue” version, but not the
“Photographic Blue”, which is too light to work with). But bottom line, draw with
whatever pencil you're most comfortable with.

The Col-erase “BLUE” pencil.

Eraser: Col-erase pencils have an eraser on the end of them, but this wears
down very quickly when you do a lot of drawing. So, it is wise to have an ad-
ditional eraser available too. Any soft eraser works fine. | also prefer to have a
kneedable one to work with too — often known as a “Putty Rubber”.

A “regular” eraser and a “kneedable” eraser.

Pencil sharpener: If you're doing a lot of drawing and expect to do much more
after you've worked your way through all the exercises in this book, | strongly
recommend that you get an “Electric” pencil sharpener. If you're working on

a budget, however, a regular hand-twist one will be OK, but not as fast and
efficient to work with.



4 Section One

Frame-by-frame drawing cap-
ture device: Animation requires
that once you have drawn all

the drawings you need to make
something move, you then have
to capture them on a frame-by-
frame basis and render those
captures to video. There are ex-
pensive ways to do this and in-
expensive ones. The most ex-
pensive is to have a tailor-made
camera device over your light-
box, so you easily capture your
drawings into a computer for ren-
dering to video in a suitable film
program. | personally use a com-
bined instructor lightbox/camera
setup from the “Lightfoot” - but that is primarily because | do so much profes-
sional-level animation, as well as capturing demo material for my classes. So it
really pays for itself in time.

My battle-scared “Xacto” electric pencil sharpener.

My instructor desk and camera setup from the “Lightfoot” company.

A second option here would be to scan your drawings individually into an an-
imation or film editing program that can render them to video. Software such
as Digicel’s “Flipbook” for the former or “Premiere” or “Final Cut Pro” for the latter
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springs to mind here. However, if you are going to scan your drawings, it's im-
portant that you tape a peg bar to your scanning surface, to ensure consistent
registration.

Other capture camera options plus a scanner with peg bar taped to it.

Finally, if you're really on a budget, one of my students created an inexpensive,
yet ingenious, way of capturing her drawings by propping up her phone and
capturing her drawings that were hung from a peg bar taped to the wall! The
only thing you need to ensure is that (i) your phone has an app that captures
single-frame images that can then be rendered to 24-frames-per-second video;
(i) you do not move the camera while you are capturing the pictures as the ani-
mation will jump all over the screen afterward; and (iii) you ensure the peg bar is
fixed against the surface, so the drawings don’t jump around while they are be-
ing captured.

My student, Ada, devised this ingenious way of capturing her drawings!

5
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Of course, if you're working digitally, then you don't really have to worry about
any of the traditional equipment above. You will need a drawing tablet, a draw-
ing pen and a computer, iPad or other tablet with 2D drawn animation software
included in it. This is a much more expensive setup of course. But in the case of
the drawing tablet option, you can be portable when you work. Indeed, from
now onward, my “Module 1” online animation class is going to be taught on the
iPAD and using “Rough Animator” software.

My iPad platform, using “RoughAnimator” software.
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Welcome to the first of our 48 masterclasses together. These masterclass les-
sons are based on my own 2D ACADEMY'’s “Tuesday Night Live” online diploma
classes, where | teach the foundations of animation and production. Hopefully
you'll embrace this book as your one-stop-shop for learning animation — whether
you're a home-based, self-teaching student; a student on a formal animation de-
gree program; a professional trying to raise the bar of your work; or an instruc-
tor of a formal animation program seeking to teach your students the essential
things they need to know. I've tried to make the material in this book definitive
for both students and instructors alike. The studies will be intensive no doubt if
you hopefully follow-through on everything - but they should be fun too. They
are set up as they are however, to make you a master animator in the future.

As | have said already, we each stand on the shoulders of giants. In my honest
opinion, the greatest character animation works created decades ago have nev-
er been bettered - not even today, with all the amazing technology we have

at our disposal! By contrast to those far off Halcion days, the animation world —
although it has a greater volume of production material than ever before - is
depressingly low in terms of the quality of character animation coming out. It
can be shown by the volume of “moving wallpaper” that is around on the TV
networks, the internet and even (sadly) the mainstream cinemas (such as they
are) that we live in an age of character animation mediocrity.

There are those rare exceptions of course, such as with the wonderful
indie Wolfwalkers movie! © Cartoon Saloon Ltd., Melusine Productions.

If you at all care about the future of quality animation - especially quality tra-
ditional 2D animation - it may indeed fall upon your shoulders to be the new
significant game changer of tomorrow. That is what this book is all about. |
have tried to lay out the very best of foundations for you, in terms of animation
knowledge and production know-how. In so doing, | have tried to be the best
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instructor | can ever be, based on a lifetime of real knowledge and experience.
You, on the other hand, have the responsibility of being the best student you can
ever be. In all likelihood, | won't be around to see if you make it in the fullness of
time. But at least | can be a humble planter of seeds, from which | hope great oak
trees will grow. Viewed in that light, | have already placed a great weight of re-
sponsibility on your shoulders! Wear it well. | call it “passing down the pencil”!

All hail the humble pencil!

You may also be wondering why, in this digital, technologically driven age, you
should take your first faltering steps into animation mastery by drawing your
work when the rest of the world is using computers? Well, if you're made of the
stuff that drawing is everything to you, then you probably won't even have that
question in your mind. But if you believe that computers do everything bet-

ter, then you’ll need convincing! The real thing to understand here is that we all
learn best by a “tactile” understanding of how things work. In any creative skill, it
truly is through that “eye/mind/hand” process that we can fully learn and under-
stand how animation works. By relying on software to do everything for us, we
learn very little. Draw, modify it, polish it — even the most simple of chores, with
the most limited of stick figure drawing, if drawing is a challenge to us — we will
learn so much more than pushing a few digital buttons. Therefore, | urge you
not to reject the practical drawing work found here. | can assure you, if you mas-
ter the material using such pencil-driven methods, you will be so much further
ahead of the competition when you take on the software part in the animation
world. Never forget — it is not the “software” that creates great animation. It is the
“artist” who drives that software. This course is designed to make you a far better
driver than the technicians out there!
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Never underestimate “Pencil Power”!

By venturing into this book of animation masterclasses, you are entering into an
exclusive club. After 50years in this industry, overlapping with 20years of teach-
ing at the highest levels in recent decades, | can assure you that
everything you'll find here is both necessary and significantly
tried and tested. And much of it not by me - but by the great
master animators who evolved it be-
fore me! Some things may even seem
trivial to you at first, and you may be
tempted to jump ahead and move
forward faster. But believe me, “baby
steps” are essential if you're going to reap the
benefits of the much larger strides you will make later.
Nothing is wasted here, nothing superfluous, nothing with-
out cause. Therefore, please accept the knowledge and expe-
rience I'm sharing with you. It’s the stuff of legends — past, pres-
ent and future. Hopefully you'll be one of those too, in time!

The good news for you right now is that you're required to do very
little in this first animation masterclass lesson. It's more a question
of reading and absorbing what is being shared - especially later,
when we’'ll talk about “Key”, “Breakdown” and “Inbetween” draw-
ings, among other things. Before that | will throw an optional an-

imation assignment at you. However, before we do any of that,
let’s get warmed up for the tasks ahead.

Embrace the poise of a master!
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Warm-Up Drawing

Before we do anything else, | want you to do an “observational gesture drawing”
exercise. Gesture drawings are the animator’s version of the “five finger exer-
cises” that concert pianists do. We will be doing one at the head of each mas-
terclass lesson, so be prepared! | have based them on my far more expansive
“Drawing for Animation” online course that can be found on the “2D ANIMAKERS
Network”. But although I've scaled these exercises down for this masterclass
book, they do not lose their potency by them being reduced in content. Quite
the opposite, they are more specifically focused for the lessons you are about to
learn. There will be more than enough here to really test and train your “hand/
mind/eye” coordination as an animator. For the record, my “The Animator’s
Sketchbook” (CRC Press; ISBN-10:1 1498774016) covers them too in a similar way,
and as that book is effectively a sketchbook too, you might want to use it as your
sketchbook of choice for this course. It will certainly look impressive if you have a
completed version of that in addition to your showreel of animation!

“The Animator’s Sketchbook” — just one of my previous books!

Now, you need to recognize at this point that these warm-up observational draw-
ing sections, I'm not teaching you how to draw. That’s something you need to
pursue elsewhere, if you feel it's important to you. What | am going to do here,
however, is to help you “observe”. Observation is a significant muscle you need
to exercise if you're at all serious about being an animator. Observation is the cor-
nerstone of animation knowledge. Ideas may come from the imagination, but
when you want to put meat on those imaginative bones, you HAVE to go to the
real world and observe people or things that are close to what you are planning
to execute through animation. But to do that effectively, you have to train your
eye first to see what is actually there, not what you think is there. That’s why our
warm-ups at the beginning of each lesson here are going to be entirely observa-
tional. It is a fundamental part of and animator’s learning process.

11
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I often give an example of “speed gesture drawing” to my students.

With regard to animation “gesture

drawings”, we are not talking about
m not correct; no amount photographic or realistic drawing here.
moses” in animation aré 1 effects, added We are mainly concerned with core
ifyour P s, glossing over, specid make you" shapes, angles and proportions. In
ofinbetre€”” wishingond star will v t's why terms of the drawing time request-
music or.evenOrk poses are sacrosanct Thtz 550 ed, I'm trusting you to respect the
animc::;):t\r/\;ng-geswre drawingdi:)trhe'\sl;y ?utufe master tir’ne limits | will ‘be giying you too.
gt o VG e O otherqadelines ht
animator in creating beform ofanimation" you'll get the full benefit from
in2D,3Dor any other what needs to be done and what

needs to be experienced. Pretty pictures are
not the order of the day here. Accurately observed construction draw-
ings against the clock are, no matter how challenging they might be, the crucial
thing here. So, no cheating!

And don't be afraid if your drawing skills are not high. They aren’t for many top
animators out there. What is important are your observational skills and your
ability to interpret what you see to the best of your ability. Well-crafted stick
figures, accurately interpreted and communicated, are FAR more valuable to the
animator than beautiful, classical drawings that do not capture the pose or atti-
tude of what is being observed at all!
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Drawing can be from the sublime to the ridiculous, or vice versa.

So, all that established, our first observational gesture drawing session is
“Coffee Drinkers”

If | randomly ask to draw someone drinking coffee, you'd probably come up with
a sketch that’s pretty generic in your imagination. However, if | urge you to first
turn to the real world for references, you'll find that there are an infinite variety
of pose options. The two poses below are of people drinking coffee. They are
very different, emphasizing the fact that you need to think carefully about the
pose you would choose if you were going to draw, or animate, someone drink-
ing coffee for real. So, look hard at the two images below and sketch them in
just 3 minutes each. Be very disciplined. The more disciplined you are, the more
you'll learn — and the greater the advantage you'll get from the exercise.



14 Chapter One
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Comments: If you study these two pictures above, you will see that they are not
just physically different, but they are different in terms of visual storytelling too.
Ask yourself, what mood, emotion or attitude are they expressing? Then decide
which one best suits the scene that you are contemplating, where you animat-
ing this for a project.

These two drawings are just the tip of a huge iceberg of other possibilities of
course. Type in “coffee drinke