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Aardal, Ed, 256-58

Abner Mouse (The Country Cous-
in), 48

Academy Award, won by The Old
Mill (1937), 78

Acting: animated film and, 23, 77,
99, 100-101, 165, 223, 332, 341,
380, 393; emotions and, 473-505;
rules for, 475; styles of, 13, 18
223, 459, 471, 482

Action: analysis of, studied at Walt
Disney Productions, 30, 72, 135,
320; real, lack in early animated
films of, 30; types widely used in
early animated film of, 42-45 (see
also under specific terms of, e.g.
Cycle action, Repeat action. Rip-
ple action); types used in later ani-
mated film of, 133,164; Walt Dis-
ney quoted on, 93, 441, 473

Actor, role of, in animated film,
18, 66, 167, 323, 474

Adventures of Ichabod and Mr.
Toad, 73, 165, 490-91

Adventures o fMr. Toad, 179, 343

Aiming, 52. (See also under Ani-
mation, principles of, 47-69, 71)

Airbrush, use of, 258, 271-72, 279

Albatross (The Rescuers), 206

Algar, Jim, 188, 332

Alguire, Danny, 205, 410, 426

Alice in Wonderland (7-28-51), 255,
300, 301, 316, 465, 472, 511

“Alice” shorts, 524

Alice the Beach Nut, 29

Alice's Wonderland, 29

“ All the Cats Join In” (Make Mine
Music), 517

Analysis, importance as technique
in animation at Walt Disney Pro-
ductions, 47, 62, 80,90,133, 530

Anatomy, study at Walt Disney Pro-
ductions of, 333-36, 341-42, 254-
56

Anderson, Ken, 167, 188, 190, 191,
215, 331, 360, 373-74, 398, 411,
416, 430, 436; his career at Walt
Disney Productions, 244, 246,
281; his ideas on planning and
making layout, 218-19; quoted,
on Mary Blair’s style of drawing,
192; on importance of eye blink-
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(Page numbers in italics refer to illustrations. Numbers in parenthesesfollowingfilm titles are dates of release.)

ing, 448; on Don Graham expla-
nation of live action film of horse,
72; on Bill Tytla’s high standards
for layouts, 135

Anita, characterization of (101 Dal-

matians), 329

Animals, in animated films: live ac-

tion films used for drawing of (at
Walt Disney Productions), 331-
65, 354-55; acting and emotions
of, 473-74, 475, 492-99, 504-07;
character development of, 398-
401, 405-14, 416-39; dialogue of,
455-71; expressions of, 442-54;
story development and, 370-75,
379-80, 387,.389-91

Animation: definition of, 146-47;

Walt Disney quoted on role of, 13,
243; fundamentals of, 174; future
of, 27, 511, 531-35; history of,
during birth and early days of, 13-
27; during coming of age of, 74,
93-117; during period of greatest
discovery in (1934-36), 71-91;
during explosion of (at Hyperion
Avenue Studios, 1931-39), 141-57
(see also under Walt Disney
Productions, history of); during
Golden Age of, 97,135,165; dur-
ing period of Burbank and the
Nine Old Men (1940-78), 159-83;
during World War 11, 159, 211,
266, 280, 511, 527; from 1946-
present, 527-30 (see also Walt
Disney Productions, history of);
illusion of life as goal in, 13, 37,
146-47,153,164,225,473,504-07;
use of live action as reference for
animators in, 319-65; general as-
pects as medium of, 15,18,69,72,
75, 225, 235, 532, 535; twelve
principles of, 47-69, 71 (see also
under specific terms, e.g. Antici-
pation, Squash and stretch); pro-
cedures of, 185, 241 (see also
under specific procedures, e.g.
Clean-up; Handout; Pose test);
styles of, other than believable,
204, 221-23, 311, 510-21, 528-31;
terminology and jargon of, 47"

Animation Board, 159-60, 167; sec-

ond and final photograph of, 161.

(See also under Nine Old Men)

Animation effects, role in Walt Dis-
ney Productions of, 251-59

Animator(s): as artists, 16; art class-
esand (Chouinard’s Art Institute,
and Walt Disney Productions),
30,35,71,104, 107,120,142,177;
development of role at Walt Dis-
ney Productions of, 71-91, 93-
139, 141-57, 159-83, 223, 225,
226-28, 439,473,491, 535; photo-
graphs of: Churchill, Jackson,
Tytla, 81; three directors, 1934
(Hand, Jackson, Sharpsteen), 84;
caricatured, as Captain Hook,
(Davis, Johnston, Kahl, Kimball,
Mallery, Thomas), 171; first
Moviola and, 82; first New York
animators at Walt Disney Produc-
(ions, 31; staff of Walt Disney
Productions in 1927, 30; staff in
1932,80; new team, trained by Ub
lwerks, 31; “The Team,” 188 (see
also under specific names of ani-
mators, e.g. Clark, Les; Reither-
man, Woolie); Sweathox 4 and,
157; role of young animators at
Walt Disney Productions, 15-16,
67, 72, 83-84, 146, 222, 397, 473,
535

Anthony, Richard, 250

Anticipation, as principle of anima-
tion: aiming and, 52; audience
need for, in animated film, 51-52;
Les Clark quoted on innovative
quality compared to present com-
mon usage of, 53; Walt Disney’s
interesting demonstration of, 53;
Donald Duck as illustration of,
52; role leading to “punch line”
and to follow-through of, 61

Appeal, as principle of animation:
importance in characterization
of, 68-69; illustrations of, 68
(Sleeping Beauty, Lady and the
TYamp); compared to weak draw-
ing, 68

“Aquarela do Brasil” (SaludosAmi-
gos), 517

“Arabian Dance” sequence (Fan-
tasia), 273-74, 274, 278

Aracuan bird (The Three Cabal-

leros), 169, 524, 525

Archimedes (The Sword in the
Stone), 467, 468

Arcs, as principle of animation: 47,
62-63, 229; illustrations of, 346,
348-49

Aristocats, The (12-24-70), 187, 204,
234, 298-99, 335, 342, 343, 430,
470, 495

Art, role of, shared with animation,
13, 15, 323, 531

Art o f Skiing, The, 380

Art Students League, 134

Assistant Director: role at Walt Dis-
ney Productions of, 200, 207,
229, 232, 275-76, 299, 312-13

Astaire, Fred, 120

Atencio, Xavier, 519

Audience response to animation, as
important goal of animated film,
15, 18-19, 22, 74, 250, 293, 297,
484-87, 507, 509, 512, 530, 532,
535

Audley, Eleanor, 321

“Ave Maria” sequence (Fantasia),
264-66, 521

Babbitt, Art, 54-55, 367,394; quot-
ed, on animation testing at Hype-
rion-Avenue Studio, 142

Babes in the Woods (U-19-32), 75

“ Baby Weems” (The Reluctant
Dragon), 513

Background(s), role of, in getting
animated drawings on the screen,
246-47, 250; and emotion, 487;
styles of (specific films), 246-48,
250; role of, realized by back-
ground man (background paint-
er), 215,232, 244-45, 248-51, 232,
244-45, 248-51, 269

Baduns (101 Dalmatians), 326, 329,
401, 419, 420, 421

Bagheera (The Jungle Book), 205,
405, 420, 424-25

“Baia” (The Three Caballeros), 515,
516, 524, 525

Baker, Buddy, 286

Baker, Ted, 386

“Ballerina Blossom” sequence (Few-
tasia), 272-73
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Baloo (The Jungle Book), 228, 400,
408-13, 426, 429, 485

Bambi (6-\4-42), 14-15, 27,112, 150,
162-63, 176, 178-79, 193; anima-
tion style imagined, not realistic,
as reason for success in, 332;
background paintings for, 250;
strong character relationships in,
352; special effects used in, 256-
57, 261-62; emotions expressed
successfully in, 485, 495; experi-
mental animation of Bambi and
Thumper, and Wait Disney’s reac-
tion to, 222; Bambi's eyes, realis-
tic in, 448-49; though Disney’s
favorite film, financial success
lacking in, 330; Ink and Paint De-
partment’s inbetweening on cels
in, 279-80; “rim lighting” used
for (deer fighting sequence), 483;
live animals used for models in,
338, 356; locale by Ttyrus Wong
for, oriental treatment in, 192;
music from Fantasia (Pastoral
Symphony) run in sync with reel
of, 285; pose tests for, 231; model
makers’ work on, 339, 340; stag’s
animation for (supervised by Eric
Larson), 169; death scene evi-
dence of successful story in, 478

Barclay, Don, 325

“ Bare Necessities, The” (The Jun-
gle Book), 410

Barks, Carl, 189

Barré, Raoul, 30

Bar sheets, 206, 287, 293-94, 312;
explanation of, 288-89

Bashful (Snow White and the Seven
Dwarfs), 442-43, 448

Baskett, James, 462, 526

Beat. (See under Music)

Beebe, Ford, 386

Beery, Wallace, 381

Beethoven, Ludwig van, 285

Behn, Peter, 204

Bell, Margie, 114, 245

Ben Ali Gator (Fantasia), 176

Berman, Ted, 206

Bernard (The Rescuers), 214, 373

Black Cauldron, The, 191, 520

Black Hole, The, 267

Blair, Lee, 272

Blair, Mary, 190, 191, 192, 415, 516,
520, 525; drawings of, for The
Three Caballeros, 513; appeal to
Walt Disney in work of, 520

Bloodhound (Chain Gang), 99, .463

Blue Fairy, (Pinocchio), 69, 114

Blue sketch: use of, in checking
animated scene, 204-05

Bodrero, Jim, 209-10

Bouncing Ball Test, 50-51, 290

Boyd, Jack, 188, 251-52, 255, 259

Bozzetto, Bruno, 512

Brave Little Tailor, The (9-23-33),
119, 239

Breakdown man, role of, in clean-
up, 229, 241

Brer Bear (Song of the South), 164

Brer Fox (Song of the South), 164,
462, 464

Brightman, Homer, 188

Broggie, Roger, 528-30

Broken Toys (12-14-35), 79, 80

Broughton, Bob, 265

Bruns, George, 188, 295, 410

Buchanan, Stuart, 386

Buckley, Jack, 330

“Bumble Boogie” (Fantasia), 516-17

Burke, Billie, 403

“ Business,” use of, in animated
film, 72, 74-75, 219, 222, 223,
229, 373

Buttram, Pat, 204

Cabot, Sebastian, 205, 423

Camera, inanimated film: angle of,
73, 198, 219, 245; movement and
position of, 74, 213, 484; (multi-
plane) use of, in effects anima-
tion, 145, 264, 302, 307; 308-11,
312; 16mm, 71; still, 264; TV, 535

Canemaker, John, 22, 167, 173

Caricature. (See under Animation;
Character; Drawing)

Cartoon(s), animated; firstcartoons
transferred to film, 23-24; (see
also Gertie the Dinosaur, 22); car-
toons of Walt Disney. (See under
Animation; Walt Disney Produc-
tions; and names of specific films,
e.g. Alice in Wonderland, Fan-
tasia, Snow White)

Catlett, Walter, 408

Cats of Africa, The, 18

Cave drawings, 13°'

Cels (celluloids), 278-79; back-
ground combined with, 227; com-
position of, 245; effects of, 251;
inbetweening on, 280; levels of,
303, 307-09, 310; problems of,
252, 279, refinement of, 277; spe-
cial effects and, 261-62; types of,
261-62, 275, 279

Chain Gang, The (8-18-30), 99

Chantecler (proposed Disney fea-
ture), 251

Chaplin, Charlie, 21, 79, 120, 223,
285, 293, 415, 417

Character(s): development of, in
animated film, 21, 74, 90, 222,
393-437; audience involvement
with, 243, 509; backgrounds and,
246-49; color, effect of on, 269-
70; individual artist’s identifica-
tion with, 315; strong design and,
516-17; dialogue and, 455-68;
emotion and, 222, 473-507; ex-

pression and, 441-55, 469-71; hu-
man compared to caricatured ex-
amples of, 327; layout and, 223;
. lighting and, 483; live action and,
319-65, 525-26; movement and,
322-23, 263; purpose in scene of,
74; sound effects and, 299; size
and scale of, 238-39; story and,
367-91; types of, 327, 375, 525;
Walt Disney Productions charac-
ters, specific. (See under names,
e.g. Archimedes, Donald Duck,
Sir Hiss)
Charters, Spencer, 203
Checking animated film, impor-
tance of: of business, using live
action, 323; of layout, 240; of
scenes, 303; of staging, 323
China Shop, The (1-13-34), 72-73
Chouinard's Art Institute, 71, 120,
177
Christianson, Grace, 189
Churchill, Frank, 80-81, 223, 285
m 286-88, 296, 477
Cinderella (2-15-50), 216-17, 239,
249, 321, 326, 328, 333, 360, 378,
449, 467, 479; costumes in, 415;
effects animation in, 258; Gus
and Jaq in, 490-91; Cinderella’s
introduction by Marc Davis in,
',236; live action shooting in, 330;
characterization of Prince in, 329;
characterization of stepmother
in, 482-83; “straight” characteri-
zation in, 327; story work in, 478
“Clair de lune” (Fantasia tt2), 511
Clara Cluck, 59

Clark, Les, 48, 55, 59, 72, 80, 108,.

154-55, 160, 161, 167, 222, 286,
329, 516; Animation Board and,
160; “Baia” train and, 516; carica-
ture of (artist .unknown), 108;
death of, 168; studies with Ub
lwerks of, 167; retirement of, 167,
dancing scene in Snow White and,
329; “Sorcerer’s Apprentice”and,
154-55, 168-69; Sleeping Beauty
(Sequence Director) and, 169;
Sugar Plum Fairies (Fantasia)
and, 169; quoted, on aiming, 53;
on Walt’s desire for perfect ani-
mation, 60; on Fred Moore, 120;
on drawing Mickey, 126; on rare
compliment from Walt, 222; on
leaving staff of Walt Disney Pro-
ductions, 167
Clean-up: as part of follow-up proc-
ess in filmmaking, 228, 229, 304
Clear staging. (See under Staging)
Clements, Ron, 67, 401
Clemmons, Larry, 122, 388-89, 423
Cleworth, Eric, 326, 358, 436-37
Clock Cleaners (10-15-37), 117
Coats, Claude, 76, 145, 189, 246,

249, 529, 530

Codrick, Tom, 90, 325, 386

Coleman, Jim, 227

Collins, Eddie, 320

Color, role in animated films of, 15,
77, 145, 215, 246, 268-74, 277,
317, 511

Color Key, background painters
and, 251

Color Model Department, role and
staff of (Walt Disney Produc-
tions), 146, 210, 269, 271, 278

Colvig, Pinto, 87, 90

Comic Strip Department (Walt Dis-
ney Productions), 214

Communication, as principal goal
in animated film, 16, 18, 69, 274-
85, 512, 534

Conried, Hans, 325

Continuity, importance and limita-
tionsof (in animated film), 74-75,
77, 197, 218, 223,225,231,373

Cook, Ed, 330

Cookie Carnival, The (5-25-35), 79,
80

Corot, Jean-Baptiste, 441

Costume, use of, in animated film,
198, 222, 269, 331

Cottrell, Bill, 306, 376, 384, 467;.
quoted, on Walt Disney’s con-
stant push for innovation, 307

Country Cousin, The (10-31-36), 48,
54, 367-417

Country Mouse (The Country Cous-
in), 367-417 (flip title)

Creedon, Dick, 376, 386

Cristadoro, Charles, 209

Cro-Magnon man, 13

Cruella deVil (101 Dalmatians), 177,
320, 326, 329, 330, 418, 487, 491,
493-94, 506

Cruickshank, Art, 267, 312

Cue sheets, 313

Culhane, John, 165, 167

Cut-outs, use of, in animated film
drawing, 25, 245, 532

Cutter, role as “editor” of, 30,164,
206-08, 215, 229, 237, 507, 535;
Cutting Room and, 206

Cutting, Jack, 105, 286, 315

Cycle (of action), use of, in early
days of animated film, 42, 74

DaGradi, Don, 167, 198, 199-200,
403

Dali, Salvador, 515

“Dance of the Hours” (Fantasia),
176, 332, 363

Daumier, Honoré, 146,147, 173,229

Davidovitch, Basil, 189, 330

DaVinci, Leonardo, 229

Davis, Marc, 68, 171, 177, 200, 236,
320, 333, 336, 531, 386, 415, 482,
528, 529; Animation Board and,



160-6/; story sketches for Bambi
by, 176; as teacher at Chouinard’s,
177; his work on female villains
Crucila and Maleficent, 177;
gentle personality of, 177; story
sketches for Victory Through Air
Power by (eagle and octopus
scene), 176; moves to WED, 167,
quoted, on the animator as
“actor and storyteller,” 176-77,
on Disney animation as character
delineation, 62; on the nature of
drawing, as giving a performance,
66; on Norm Ferguson’s abilities,
as a “showman and performer,”
104, on Fred Moore, as the es-
sence of Disney drawing, 129; on
story sketching, 197; on the ex-
citing atmosphere among the staff
at Hyperion Avenue Studio, 146;
on animation as incredible medi-
um, and on “Disney point of
view,” 535

“ Davy Crockett,” 295

Debney, Lou, 267

Decroux, Etienne, 27

Degas, Edgar, 229, 238

Dempster, Al, 189, 248, 250

Depression, the: effect on animated
film, animators, and Walt Disney
Productions of, 25, 75, 150

DerFuehrer'sFace. (See under Wal-
lace, Ollie)

Design: in Disney animation, as ele-

ment in visualization of total film,
77; in work of Assistant Anima-
tor, 229; animatronic figures and
backgrounds for, 529-30; in back-
grounds, 247, 249; Character
Model Department and, 208;
checking process and, 304; cos-
tumes and, 415; effects animation
and, 251-56; special effects and,
262; expressing emotions and,
473, 483; experimental animation
and, 222, 272-73; eyes of charac-
ters and, 447; films of Fedor Hit-
ruk and, 532; inanimate objects

as characters and, 503-04; limited
animation and, 513; live action-
based characters and, 327; com-
bined live-action and cartoon
films and, 526; strong type of, in
characters, 516-17; “styled” films
and, 509-16,518; stylists’ sketches
and, 191-92

“ Destino” (Salvador Dali), 515

Devil (Fantasia), 131,134

Dialogue in animated film, 286-91,
443, 455-60, 456, 461-68; early
films and, 456; how expressed,
443; limitations of, 386; from off-
stage, 464; talents of Perce Pearce
in, 90; sound track and, 464-67;

first spoken, 74, 77, 456; syncing
of, 461-64

Disney, Roy, 23, 30, 41, 90
Disney, Walter Elias:

Character of: love of animals of,
336; love of beauty of, 509;
changeability of, 85-86; curiosity
of, 113,244; critical nature of, 152;
sensitivity to criticism of, 201;
energy of, 169; enthusiasm of,
244, 264-65; generosity of, 151;
perfectionism in animation and
filmmaking of, 186,258,298, 337;
his ability to economize, and
financial wizardry in producing
films of, 85, 90; intuition of, 93;
shyness with women of, 151; sin-
cerity of, 222; skepticism regard-
ing theorizing and philosophizing
of, 261; storytelling genius of,
380, 512; his belief in the team ef-
fort at Walt Disney Productions,
86, 188; tenacity of, 23; wit of, 86
Life and work of: in early days
of Walt Disney Productions (first
contracts, films, and hiring staff),
23, 25, 29-45, 52, 65-66; growth
anddevelopment (Depression suc-
cesses, with Norm Ferguson and
Ham Luskeon Snow Whiteteam),
71-83, 93-97, 99-100, 104, 109,
112-114, 394-95; Fred Moore and
Bill Tytla and, 120, 122, 125-28,
133, 135; Hyperion Avenue days
of, 141-42, 145-56, 150-55; ma-
turity and success of (at Burbank
studio, and with Nine Old Men of
Animation Board), 159-6/, 169;
work on Fantasia, 168, 352, 509-
10; marriage of, 275; peaks of
Disney team operation, 185-86,
188, 192, 197-99, 200-01, 203-04,
208, 210, 222, 230-31, 232-33;
work on Pinocchio, 215, 258;
later work and plansfor the fu-
ture of, 157, 252, 263, 258, 262,
274, 293, 307, 330, 455, 476, 458,
512, 524, 535; work on Bambi of,
284-85; work with storymen of,
376-85, 387; goals for combining
live action with cartoons of, 526-
27; work on educational films of,
528; work on animatronic figures
for Walt Disney Park of, 529
Photographs of: with Disney
studio staff, 30, 80; with anima-
tors, viewing films on first Movi-
ola at Walt Disney Productions,
82; office of, at Hyperion Ave-
nue studio, 141; with “girls from
Ink and Paint,” 151; with “The
Team,” 189; with 1927 animation
staff, 286; listening to Frank
Churchill conduct sound effects

for a musical score, 296; at im-
promptu story meeting, 376
Caricature of, artist unknown, 85
Quotations: memo to anima-
tors, on studying action analysis
at Walt Disney Productions, 71-
72; on potential of animation as a
medium, 13, 243; other quotes on
art of animation, 62, 90, 344-45;
on unique qualities of animators,
81, 155, 160, 285, 295; on im-
portance of appeal in animal
sketching, 337; on *“the blend,”
278; on importance of personality
(and understanding personality)
in animation of characters, 29,
93; on battles with cartoon dis-
tributors, 86; on not “lecturing”
in educational films, 526; on
“tapping the heart,” (depicting
emotion) in animation, 119; on
value of entertainment in anima-
tion, 426; on value of exaggera-
tion in animation, 66; on value of
experiment, 25, and of open-
minded exploration of new possi-
bilities in animation, 509; on
“total” expression in the face,
body, and actions of a character,
| 441; on Fantasia, 272, 509-10; on
Fantasound, 511; on similarities
between “real” and “fantastic”
in film and life, 71; on letting feel-
ings come through in animating a
personality, 473; on follow-
through action in animation, 59;
on follow-up in music and team
effort, 303; on Grumpy’s “Hap-
py Song” (Snow White), 298; on
love of new ideas, 186; on lack of
concern with categorization of
the studio staff, 186; on practical
jokes among the staff, 14; on im-
portance of using live action in
drawings to be animated, 319; on
skepticism regarding live action in
animation, 77; advice to live-ac-
tion directors of Mary Poppins,
526; on story music, 285; on value
of music study for animators,
285; on music in Snow White,
293; on value of silhouette in ani-
mation, 56; on importance of
story, 79, 81, 90, 367; on ideal
story unit set-up, 185; on desire
for a distinctive style in each fea-
ture film, 511; sweatbox notes, 83,
128, 137; on “total” attack on
new animation projects, 47; on
necessity of team effort at Walt
Disney Productions, 188, 303; on
greatest reward of (building the
organization, Walt Disney Pro-
ductions), 141

Disneyland, 167, 267, 272
Disneyland Park, 529

Disney “point of view,” 535
Disney Studio. (See under Walt Dis-

ney Productions)

Distortion glass, use in animation

of, to simulate movement, 215

Doc (Snow White), 63, 83,133; Gep-

petto and, 203; fight with Grum-
py and, 234; Dopey sobbing on
shoulder and, 476; personality of,
487; kiss by Snow White and, 496

Dog(s): illustration of, in animated

film, 331, 333, 336, 340-41, 343,

349-50, 350-51, 354-55, 366, 375,

442- 43, 449, 458, 461, 484, 494,
498-99, 506-07. Specific dog

characters. (See under names,

e.g. Pluto, Tramp; and films, e.g.

Lady and the Tramp, 101 Dalma-

tians)

Dominis, John, 18
Dominquez, Armando, 515
1 Donald Duck, 57-91, 380, 401, 521;

as illustration of Anticipation, 52,
64-65; The Band Concert and,
75; José Carioca and, 525; broad
characterization of, 80; compared
to Cruelia deVil, 506; dialogue of,
387; Donalds Golf Game and,
21-22; fishbowl sequence and,
350; historical view of, 80; in
Moving Day, 164; model sheet for,
222; Saludos Amigos and, 251
Donald in Malhmagic Land, 528
Donald's Golf Game (11-4-38),
21-22
Doorknob (Alice in Wonderland),
465, 504
Dope book, 312
Dope sheet. (See under Bar sheets)
Dopey (Snow White), 27, 54-55,

127, 128, 138, 230-31, 240, 320,

387, 394, 395, 442, 476, 477
D’Orsi, Ugo, 253
Draftsman. (See under Animator)
Dr. JekyWand Mr. Hyde, 381

“Drag action” : as type of overlap-

ping or follow-through action, 60

Drake, George, 145
Drapery, animation of: work of Bill

TVtla and, 133; clean-up prepara-
tion by Assistant Animator and,
229

Drawing: use in animation process

of, 15, 18, 23, 25, 31-32, 42, 48,
56-58, 60, 63, 66-68, 73, 77-78,
98-107, 123, 133, 165, 211, 213,
214-15, 221-30, 232, 236-41, 243,
259, 287, 303, 319, 322-23, 332,
443- 44, 473, 511, 524, 527, 529,
532; (see specific drawing styles
and uses under names, e.g.
Appeal; Arcs; Background;

567
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Character; Color; Design; Emo-
tion; Exaggeration; Inbetweens;
“Held” drawing; Story sketches;
Straight ahead drawing)

Drybrush: its use in coloring cels,
251, 258, 271, 277, 279

Dubbing. (See under Dialogue;
Sound)

Duchess (Aristocats), 495

Dumbo (10-23-41), 19, 94-95, 132-
33, 139, 448; “trunk touching”
(Dumbo and mother) scene in,
one of mosttender ever animated,
497, 499; difficult scene in
(Timothy Mouse in water barrel)
carried by work ofanimator (Fred
Moore), 371, 372, 375; “ Pink Ele-
phants” dream sequence in, ef-
fective use of non-realistic anima-
tion and, 522-24; score by Frank
Churchill and Ollie Wallace of,
286

Dwarfs (Snow White and the Seven
Dwarfs) 60,120, 212, 233-34,244,
252, 364, 396; character develop-
ment of, 86, 394-95; model for
cottage of, 244-45; effects anima-
tion of, 253; emotions of, 475-78;
eyes of 446, 448; feeling of life in,
as main goal of Disney animated
characters, 506; gag drawings
of, 196\ group drawing of, 244;
inspirational sketches of, 90-91\
relationships among (based on
strong story), 164; animation of
(Snow White’s death) extends
emotional range of cartoon medi-
um, 173-74, 475-78-, story se-
quences for, 368, 370, 375; touch-
ing Snow White, as illustration of
love in animated cartoons, 497.
Specific dwarfs. {See under in-
dividual characters e.g. Doc,
Dopey, Grumpy)

Earle, Eyvind, 159, 189-90, 247-49,
511

Edwards, Blake, 233

Edwards, CIliff, 408

Effects, animated (pictorial, as op-
posed to sound), 21, 251-59, 271;
Sound Effects and Special Ef-
fects. {See under Sound; Special
Effects)

El Gaucho Goofy: as illustration of
Straight ahead animation, 58-59

Elmer Elephant (3-28-36), 395

Emotion(s): important role in ani-
mation of, 15, 473-78, 507; acting
and, 487-504; Walt Disney quot-
ed on importance of, 473; as es-
sence of entertainment and “ pos-
sible magic formula” for, 474;
graphic presentation of, 483,486-

87; nine ways animation can
build, 484-86: (1) rear view; (2)
shadows; (3) shadows over the
character; (4) overlays; (5) dra-
matic layout; (6) pictorial shot;
(7) effects animation; (8) held
drawing with camera moves; (9)
offstage sounds; in inanimate ob-
jects, 502, 503-04-, music and,
285-86; story structure and, 382-
91, 478-83; varieties on screen of,
222

Engel, Jules, 256

Englander, Otto, 376

Enlarging lens (Moviola): used in
viewing animation, 82

Enters, Angna (mime and artist):
views, importance of for animat-
ed characters and expression, 21,
443

Entertainment: as important ele-
ment in animated films of Walt
Disney Productions, 223, 286,
344, 375, 505-07, 509; views of
Walt Disney on. {See under Dis-
ney, Walter Elias)

Evinrude (Fantasia), 234-35, 284,
299

Exaggeration: as principle of anima-
tion, 47, 60, 64-66, 321

Executioner (Robin Hood), 479

Experimental animation, 156, 203-
04, 317

Exposure Sheet, 223-24, 230, 290-
91, 292, 307, 462

Expressions: facial, in body, and in
acting of animated characters,
441-471; in body, 443-44; Walt
Disney quoted on importance of,
441; eyes and, 441-42, 443, 444-
45, 446-47, 448, 451, 459, 463-64,
469; dialogue and, 461-68; “read-
ing” of, 451; animators’ rules of,
471; staging and, 443-44; “total
expression,” 469-71

Extremes: (keys) of drawing, and of
actions, as basic poses in ani-
mation, 62, 241; “blue sketch”
(checking process) and, 304

Eyes: blinking, importance of, 450-
51-, drawing and expressions of,
444-50; basic circle shape of, 447;
button-shaped type, 448; pupils
of, importance of position in,
446, 447, 448-, of dwarfs, in Snow
White’s death scene, 476

Fallberg, Becky, 279

Fantasia (11-13-40), 11, 30, 40, 118,
130-31, 139,154,168-69,176,190,
243, 255, 259, 265, 272-73, 332,
344-45, 352, 363, 453, 487, 504,
509-15, 521, 532; achievement of,
95; animation of shapes to musi-

cal track of, 192; checking of,
304; effects animation of, 254,
256, 264; financial burden of,
330; final shot for, 267; multi-
plane camera used for, 310; hori-
zontal multiplane crane used for,
264; Ham Luske directs, 115;
music for, 285,293; popularity of,
511; scenes in, compared to Pin-
occhio, 271; special effects in,
259-60

Fantasound, 510-11
Fantastic (fantasy): important role

in Disney animation of, 71, 90,
243, 267, 278, 331, 495, 509,
531- 34

Faye, Alice, 408
Feature films (Walt Disney Produc-

tions), 232, 267, 283, 295, 298;
Walt’s financial rationale for, 90;
as realization of full animation
potential, 25; total number of
drawings and time required for
(chart), 317; Specific films. [See
under Film(s) e.g. Adventures of
Ichabod and Mr. Toad, Bambi,
Fantasia, (The) Fox and the
Hound, Jungle Book, (The) Res-
cuers, Robin Hood, Sleeping
Beauty, (The) Three Caballeros,
(The) Sword in the Stone]

Feelirig(s), in animated characters.

(See under Emotion; Animals;
Character)

“Felix the Cat,” 23
Ferguson, Norm (“Fergy”), 50-51,

79-80, 93, 98, 139, 164, 167,
176, 453-, as one of four anima-
tors picked by Walt Disney for
Snow White, 93-97; assigned to
Chain Gang bloodhound char-
acter, 99; death of, 105; work on
Frolicking Fish by, 99; height of
career of, in Dumbo, Fantasia,
Pinocchio, Snow White, 94; his-
tory ofcareer asanimator, 98-106;
lack of formal art training of,
104; leaves for work at other
studios, 105; development of
Pluto’s character by, 99,100-101,
104; work on witch in Snow White
by, 105; vaudeville tastes of, 99;
influence on younger animators
of, 105-06

Figaro (Pinocchio), 63, 169, 263,

271-72, 358-59, 469

Film(s) (Walt Disney Productions):

animated, Walt’s “ total” concept
of, 243; history of (see unt/er Ani-
mation); titles of films referred to
in text (asterisks indicate feature
films): *Adventures of Ichabod
and Mr. Toad; *Alice in Won-
derland; Alice the Beach Nut;

Films (continued)

Alice's Wonderland; *Aristocats,
The; Arto fSkiing, The; A utumn;
Babes in the Woods; *Bambi,
*Black Cauldron, The; *Black
Hole, The; Brave Little Tailor,
The; Broken Toys; Chain Gang,
The; Castaway, The; China Shop,
The; *Cinderella; Clock Clean-
ers; Cookie Carnival, The; Coun-
try Cousin, The; Der Fuehrer's
Face; DonaldinMalhmagicLand;
Donalds Golf Game; *Dumbo;
El Gaucho Goofy; Elmer Ele-
phant; *Fanlasia; Father Noah}
Ark; *Fox and the Hound, The;
Frolicking Fish; Goddess of
Spring, The; Golden Touch, The;
Grasshopper and the Ants; How
to Fish; How to Play Baseball;
How to Ride a Horse; How to
Swim; *Jungle Book, The; Jungle
Cat; Klondike Kid, The; "Lady
and the Tramp; "Laugh-O-
Grams™; Little Toot; "Living
Desert, The; Lullaby Land; Mag-
nificent Mr. Toad, The; "Make
Mine Music; "Man and the
Moon; "Mary Poppins; Melody
Time; Mickey's Choo-Choo;
Mickey’s Elephant; Mickey’s
Grand Opera; Mickeys Kanga-
roo; Mickey’s Pal Pluto; Moose
Hunt, The; Moving Day; Music-
land; Old Mill, The; On Ice; *101
Dalmatians; Orphan’ Benefit;
Oswald the Lucky Rabbit; Pecu-
liar Penguins; Peterand the Wolf;
"Peter Pan; Pied Piper, The;
"Pinocchio; Plane Crazy; Playful
Pluto; Plutos Judgment Day;
Pointer, The; Practical Pig, The;
"Reluctant Dragon, The; "Res-
cuers, The; "Robin Hood; "Salu-
dos Amigos; Santas Workshop;
Shanghaied; “Silly Symphonies”;
"Sleeping Beauty; "Snow White
and the Seven Dwarfs; "Song of
the South; Steamboat Willie;
Story of Menstruation, The;
Susie, the Little Blue Coupe;
"Sword in the Stone, The; "Three
Caballeros, The; Three Little
Pigs; Three Little Wolves; Thru
the Mirror; Toot, Whistle, Plunk,
and Boom; Tortoise and the
Hare, The; Trees; "True Life Ad-
ventures; Ugly Duckling, The;
"Victory Through Air Power;
Who Killed Cock Robin?;
"Winnie-the-Pooh, (The Many
Adventures of); Ye Olden Days;
(See also specific titles listed
alphabetically)



Filmmaking, process of: acting in,
473-507; animation of (See under
Animation); backgroundsin, 244-
47; breakdown of, 229, 232, 241\
camera(s) in, 306-12; character
development in, 393- 439; check-
ing of, 303-06; color in (See under
Color); dialogue in (See under
Dialogue); dubbing in, 312-13; ef-
fects animation in, 251- 259; emo-
tions in, 473-507; expression in,
441-471; follow-up functions in,
303-17; “ getting it on the screen,”
242-283; inking and painting in,
275-283; layouts in (See under
Layout); live action used in ani-
mation of, 319-66; music in,
285-297; songs in, 297; sound in,
285-301; sound effects in, 297-
301; special effects (pictorial) in,
260-267; story development in,
367-391

Finch, Christopher, 80

Flanigan, Mary, 142

Fleischer, Max, 23

Flohri, Emile, 80

“Flying Horses” (Fantasia), 453

Flying Mouse, The (7-14-34), 73,147,
456, 457-58

Follow-through action, 47, 59-62,
12-13

Fox and the Hound, The (7-9-80),
182, 194, 206, 219, 226, 290-91,
305, 331, 333, 354-55

Frolicking Fish (5-23-30), 99

Gag(s), in animated film and at
Walt Disney Productions: 22, 30,
32, 34-35, 39, 65, 74-75, 81, 90,
142-43, 169, 317, 376, 380, 397,
419, 509, 522

Garbutt, Bernard, 336-337

Garity, William (“Bill”"), 150, 262,
296

Geppetto (Pinocchio), 263, 269,
372; model drawings of, 203-04;
shop of, 76; song introducing,
297; model of, revealing Doc’s
character, 203; voice of, 203-04

Geronimi, Clyde (“Gerry”), 80,
188, 325

Gerry, Vance: story sketch for Fox
and the Hound by, 194; Sir Hiss
and, 437; photograph of, 194;
character of Penny (The Rescu-
ers) and, 388-91; story and story
sketches by, 389-90; work on The
Sword in the Stone by, 191

Gertie the Dinosaur: as first ani-
mated cartoon, 22

Gibson, Blaine, 529; quoted, on ef-
fects animation, 254; on empathy
with Ichabod Crane, 488

Gillett, Bert: as early director, 80;

photograph of (1932), 80; partici-
pation in studio “donkey fight”
(Ye Olden Days) by, 223

Goddess of Spring, The (11-3-34):
109; Persephone, 79

Goepper, George, 386

Golden Touch, The (3-22-35), 79,
457-58

Good Fairies (Sleeping Beauty), 401-
04; character development of,
401-05

Goodall, Jane (Baroness Jane van
Lawick-Goodail), 16, 17

“Goof, the” (See under Goofy)

Goofy, 534; The Art ofSkiing and,
380; character development of,
396; E! Gaucho Goofy and, 58-
59, 77; “How to” shorts and,
396-97; 398-99; How to Ride a
Horse and, 521-22; animation by
Woolie Reitherman of, 169; tug-
of-war with Mickey and Donald
and, 84; voice of, 87

Gottfredson, Floyd, 50; recalls Ted
Thwaites and Al Taliaferro, 143-
45

Graham, Don, 120, 135; action anal-
ysis classes of, 72, 320; character
of, 72; quoted, on Norm Fergu-
son’s drawings for Chain Gang,
99; as authority on line drawing,
71; illustration of, by Ward Kim-
ball, 145; offices of (Hyperion
Avenue Studio), 142

Gramatky, Hardie, 503

Grand Duke (Cinderella), 490

Grant, Joe, 208-09; 210, 376, 384

Graphic presentation (in anima-
tion): and emotion, 483; impor-
tance of, 512; (see specific exam-
ples under Background Design;
Drawing; Layout)

Grasshopper and the Ants (2-10-34):
character relationships in, 164;
music for, 286

Grey Sheets (“Greys”), 206, 293;
changes and corrections on, 223-
24: and handout, 223

Griffith, Don, 189; the bi-pack and,
310-12; rough layout for scene
from Fox and the Hound by, 219;
ideas on layout of, 215; photo-
graph of, 325; master drawing for
Prince John’scastle (Robin Hood)
by, 213

Grumpy (Snow White), 63, 83,134-
35, 136; characterization of, 487;
in fight with Doc (scene cut), 234;
organ music for, 298; reaction to
Snow White’s death, 476, 477;
Snow White teases, 115; speaking,
465; voice of, 87; walking, 358-
59

Guenther, Betty Ann: quoted, on

artists’ tryouts in Ink and Paint
Department, 150
Gus (Cinderella), 490-91

Hand, Dave: on putting shorts to-
gether, 90; arguments with Walt
and, 85; caricature of (anony-
mous), 84; character of, 80; as di-
rector, 80; major contributions
of, 85; photographs of, 80, 86; as
Production Supervisor, 155; quot-
ed, on the handout, 81; on Walt’s
ability in casting, 186; on value of
close-up shot, 56; on Disney exag-
geration, 66; on Walt’s greatness,
97; on importance of story devel-
opment, 186; as Supervising Ani-
mator, in Sweatbox 4, 386

Handout, 155, 223-24; in early days
of animation, 81; Walt’s memo
on, 87, 90

“Hansel and Gretel” stories, 75,105

Happy (Snow White), 66, 68; with
Dopey, 230-31

Harline, Leigh, 297; compositions
of, 286; caricature of, 296

Harman, Hugh, 30

Harris, Joel Chandler, 526

Harris, Phil, 205, 298, 407-08

Hatch, Earl, 299

Headless Horseman (The Adven-
tures of Ichabod and Mr. Toad),
489-90

Hee, T: caricatures by, 84, 87, 98,
130, 134, 267, 296; quoted, on
importance of color, 268-69, on
dialogue, 471; work on Victory
Through Air Power by, 518

Hench, John: 142, 515, 530; photo-
graph of, 189; quoted, on value of
voice lessons in animating dia-
logue, 455; on Walt’s philosophy
of entertainment, 535; on Walt’s
readiness to experiment, 272; on
unpredictability of film, 313; on
value of visual communication,
23,25; work on Cinderella by, 190

Hennesy, Hugh: 386; caricature of,
87; as layout artist, 90, 267; pho-
tograph of, 80

Hiawatha, The Story of, 531, 532

Hibler, Winston, 188

Hightower, Lewis, 114

Hitchcock, Alfred: quoted, on dia-
logue, 386-87; on expressive pow-
er of eyes, 469; on value of simple
story, 368

Hitruk, Fedor, 532

Holbein, Hans, 229

Holds (Moving holds, “ Held” draw-
ing), 463; (see also under Action;
Drawing)

Holloway, Sterling, 422-23; 424,
429

Hollywood, Walt Disney’s early
years in, 29; (see also under Hy-
perion Avenue Studio; Walt Dis-
ney Productions)

Holoboff, Mike, 386

Horizontal multiplane crane: dia-
gram of, 264

Horvath, F., 90

“How to” Goofy films: How to
Fish (12-4-42), How to Play Base-
ball, How to Swim (10-23-42),
396-97; How to Ride a Horse,
521-22

Hubley, John, 386

Huemer, Dick: conversation with
Ben Sharpsteen, 80; quoted, on
Walt as- best storyman, 195; on
Fred Moore, 129; on Bill Tytla,
130; Lullaby Land, 42

Hulett, Ralph, 251, 374

Human characters: caricature and,
329

Human figure: adaptation to anima-
tion of, 323; early animation of
(Stromboli), 13; first attempt by
animators to draw in action, live
action study of, 321; 109; in mo-
tion, 334

Humbert. (See under Huntsman)

Huntsman (Snow White)-, choice of
actor for, 327; character develop-
ment of, 380-86; Albert Hurter’s
inspirational sketches for, 89; as
killer, 380; in Sequence A and 3A
story meetings, 384-85

Hurd, Earl, 275

Hurt, John, 396-97

Hurter, Albert, 502, 520; work on
“Dance of the Hours” by, 332;
drawings of dwarfs, in group
and in shadows by, 244-45, 252;
“Huntsman” sequence (Snow
White) by, 380; inspirational
sketches for Snow White by, 88-
89, 90; photographs of, 80, 87;
drawing of Sleepy by, 125

Hyperion Avenue Studio: 1934 addi-
tions to, 141; annoyances at, 142,
151, 153, 156-57; atmosphere at,
142-44,146,150-51; camera room
in 308; Walt Disney’s office in,
141; growth of, 141-42, 150-51;
innovations in animation at, 142,
145-47, 150, 154-55; isolation of
animator at (from filmmaking
process), 155; move to Burbank
(1939) of, 156; original building of
(1926), 141

Ichabod Crane (The Adventures of
Ichabod and Mr. Toad), 465-521
(flip title); audience reaction to,
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Ichabod (continued)
488- 89; moving characterization
of, 165; Blaine Gibson on, 488;
“ panic” scene, fleeing from
Headless Horseman and, 490-91,
story sketches for, 488

Illusion of life, The: essential fea-
ture of Walt Disney’s animated
films, 504-507

Imagineering: at WED, 272

Inanimate objects: as characters,
popularity of, 73; filming of, 330;
models of, 330\ photostats of, in
action, 329; weight of, 349

Inbetweener(s): acting problemsand
and, 63; ideal clean-up unit and,
229; drawing problems and, 84;
number of drawings made by (per
average feature film), 317; role of,
241; role of Perce Pearce as, 90;
role of Inbetween Department,
145, 271, building for, 151

Inbetweens: as drawings between
main poses, 241, 279; and arcs,
62-63; use in dialogue of, 463;
mechanical type of, 241; positions
of, related to extremes, 241; prob-
lem of, 241; Slow in and Slow Out
and, 62

Ink: ““floating” of, on cels, 275; in-
visible type of, 279

Ink and Paint Department: role of,
229, 269, 275-83, 304; “Ink and
Paint girls,” 151; dedication of,
and role of inkers in, 151, 251,
274, 283; end of refinements in,
281; most beautiful work by, 280

Inspirational sketch, as preparation
for animation, 223; (see also un-
der Background; Drawing; Lay-
out)

Ishtar (The Jungle Book), 377, 379

Ising, Rudy, 30

lwerks, Ub: animation of Alice the
Beach Nut by, 29; automatic cam-
eraswitch and, 306; early partner-
ship with Walt Disney and, 29; as
key animator, 29; devises method
of viewing film in projector, 82;
early Mickey and, 56; photo-
graphs of, 30, 286; at Disneyland
and Walt Disney World, 267; re-
turns to Walt Disney Productions,
266-67

Jackson, Wilfred (“Jaxon”): 154,
386; caricature of, 84; strengths
of, 85; as first director at Walt
Disney Productions, 80; use of
metronome introduced by, 287,
photographs of, 161, 189, 286,
296; quoted, on animation of
“Night on Bald Mountain,” 139;

on “blue streak” technique, 108;
on collaboration of music and
animation, 288; on genius of Walt
Disney, 97; on Norm Ferguson,
99, 105; on Pluto’s “flypaper
sequence,” 104; on Ham Luske,
112; on Fred Moore, 119; on ses-
sions between musician and di-
rector, 287; on Bill Tytla, 139;
thoughtful thumbnail and, 218

Jaq (Cinderella), 490-91

Jenny Wren (Who Killed Cock Rob-
in?), 110-11

Jiminy Cricket (Pinocchio), 175-253
(flip title); successful character-
ization of, 372; many colors of,
269; illustration of, by Ward
Kimball, 27; movements of, 352

Johnston, Ollie: 36-37, 79,112, 237,
239, 240, 327, 335, 341, 342, 354-
55, 358-59, 443, 462, 467-68; act-
ing and feelings animated success-
fully by, 174; as one of Nine Old
Men (Animation Board), 160-67,
167, work on Bambi by, 471;
career and contributions of, 174-
75; caricatures of, 143, 160, 171;
caricature of Milt Kahl by, 397;
work on Dopey (Snow White) by,
27; work on Jungle Book by, 406-
11; taught by Fred Moore, 167;
work on 101 Dalmatians by, 350-
51; work on Robin Hood by, 421,
431, 431, 435, 435-36, 436, 439,
439, 440, 460; photographs of,
161, 174, 188, 205, 224, 339; quot-
ed, on difficulties of animation,
174; on process of creating char-
acter and “animator’s moment,”
439; Reason and Emotion and,
240, 327; self-portraits by, 175;
work with young animators by, 175

Jokes: animation and, 235; illus-
trated 143; Walt Disney Produc-
tions staff and, 143; [See also un-
der Cartoon(s); Gag(s); Partch,
Vip]

Jones, "Rusty,” 299

Jordan, Jim, 206, 399

José Carioca (The Three Cabal-
leros), 230-31, 525

“Journey, The” (The Rescuers), 513

Judels, Charles, 408

Jungle Book, The (10-18-67), 175,
202, 205, 248, 331, 342; 406, 419,
430, 449; Bagheera in, 405-10;
backgrounds for, 250; Baloo in,
405-10, 408-13, 484; “Elephant
Walk,” 358-59; Ishtar in, 379;
Mowgli in, 305-06, 405-10, 406-
09; music for, 410-411, 414; Shere
Khan in, 164-65, 356-67; rough
animation for, 228; story develop-

ment in, 377-78
“Junioranimators” [See underAn\-
mator(s)]

Justice, Bill, 519

Kaa (Jungle Book); character devel-
opment of, as “likeable” villain,
418-29, 420, 422-25, 427, 429,
435; voice of, 422-24

Kahl, Milt: 112, 155, 157, 337, 363,
397, 502, 526; as one of Nine Old
Men (Animation Board), 160-67,
caricatures of, 143, 171, 397; as
genius in live-action drawing of
human figure, 171; work on 101
Dalmatians of, 320, 326; work on
Pinocchio of, 178.-79, 221,352-53;
photographs of, 161, 173, 188,
339; retirement of, 168; work on
The Rescuers of, 173, 459; work
on Robin Hood of, 180-81, 363;
characterization of Shere Khan
by, 164-65, 356-67; work on
Sword in The Stone of, 172;
quoted, on "anyone can draw,”
171; his work with Frank Thomas,
174

“Kansas City trio” (Disney Staff),
photograph of, 286

Keane, Glen, 182, 224, 226

Keaton, Buster, 223

Kelsey, Richmond (“Dick”), 512,
513, 532; quoted, on personal task
of animation, 93

Kemmer, Ed, 325

Kern, Jerome: quoted, on Walt Dis-
ney’s contribution to 20th-cen-
tury music, 288

Kerwin, Katherine: quoted, on ap-
preciation of Walt Disney by his
staff, 151

Key drawing, 225-26; (see also
under Drawing)

Kilmer, Joyce, 513

Kimball, Betty, 280

Kimball, Ward: 27,108, 116,117,124,
145, 167, 239, 299, 301, 360, 388,
458-59, 518, 522; caricature as
Captain Hook of, 777; career as
member of Animation Board of,
160-67, 170; quoted, on Walt’s
ready wit, 86; on gags, 142; on
Fred Moore, 120; retirement of,
167

King, Hal, 112

King, Jack, 154

King Midas (The Golden Touch), 79,
457-58, 506

Kinney, Jack, 42, 376, 397-98

Klondike Kid, The (11-12-32), 73

Kollwitz, Kéathe, 441

Kossoff, Paul, 256

Kuwahara, Bob, 384

Lady (Lady and the TYamp), 268,
498-99, 502, 506-07

Lady and the Tramp (6-23-55), 68,
214, 280-81, 331, 336, 366, 374,
440, 485; background painting
for, 246; color of Scotty in, 268;
story problems in, 375; unique
style of, 511 .

Lafayette (Aristocats), 234-35

Lampwick (Pinocchio), 312

Lanchester, Elsa, 223

Language: nonverbal communica-
tion as, 16-18; of drawings on
film, 23, 25

Larson, Eric, 14, 63, 164, 326, 337,
338, 358-59, 363, 364, 469, 516,
524-25; Animation Board and,
160-61; career and major contri-
butions of, 167,169-70; character
of, 170; photographs of, 170, 200,
325, 336; quoted, on Ham Luske,
107,109,110; on group movement,
364; on Retta Scott, 338

“Las Posadas” (The Three Cabal-
leros), 513

“Laugh-O-Grams,” 29, 286

LaVerne, Lucille, 467

Layne, Bill, 189

Layout: 212-13, 204-34; after ap-
proval of animator, 223; architec-
tural awareness in, 215; cleaned
up, example of, 226; complex,
275; corrected, 229; cost of, 215;
Marc Davis’s feeling for, 177;
final, 218; four ways to plan and
make, 218-19; multiple choice
type of, 219; drawings for, num-
ber required per feature film,
317; perspective of, 238; restric-
tions of 73; simple type of, 215;
and straight ahead action, 57,
thoughtful thumbnail type of,
218; tips/procedures of, 215; tra-
ditional type of, 218

Layout Department, 305; slow de-
velopment and causes of 77-78

Layout man, 73, 200, 207, 211-17,
232, 244-45, 269, 304

Layout Manual, 264

Lebrun, Rico, 339, 340-47, 342

Legg, J. Gordon, 515

Lenses, types of, used in layout, 215

Lewis, Bert, 80, 286

Lewis, Gappy, 410

Life, the illusion of, as important
feature of Walt Disney’s films: 13,
375, 459, 504-07; (see also under
Animation; Character develop-
ment; Emotion)

Light, use of, in film, 13; 145, 244-
45, 250, 264-65, 300

Lightning, effects animation of,
259-60



Line drawing, restrictions of, 208

“Little Wooden Head” (Pinocchio),
297

Live action (film): combined with
cartoon, 524-27; checking of,
323; cutting of, 212; editors for,
206; layouts for, 212; and move-
ment, 321; planning of, 325; spe-
cial effects for, 267; uses of, in
drawing humans and animals,
219-65; by Walt Disney Produc-
tions staff, 320; weaknesses of,
331 .

Live action cameraman, 533

Living Desert, The, 418

Lloyd, Ann: quoted, on Walt Dis-
ney’s generosity, 151; on inkers’
tryouts at Walt Disney Produc-
tions, 150

Locale(s): development of, 78; ex-
citing nature of, 191, importance
of, 243; (see also under Back-
ground; Design; Layout)

Loch Ness Monster, The, 520-21

Long shot (establishing shot), 219

Looseness in drawing. (See under
Drawing)

“Lord’s Prayer, The” 286

Los Angeles Times, 396

Lounsbery, John, 68,109, 165, 363,
461; Animation Board and, 160-
61, 167; career and contributions
of, 176; favorite character of, 176;
death of, 168; training by Norm
Ferguson of, 167; photographs
of, 176, 188

Love: depiction in cartoon charac-
ters of, 494-97, 495; (see also
under Emotion)

Lucas, Dick, 189, 330

Lucifer (Cinderella), 449

Lugosi, Bela, 139

Lullaby Land (8-19-33), 73-74

Lundy, Dick: caricature of, 122;
Donald Duck and, 57, 122-23;
photograph of, 80; tests of, 150;
Thru the Mirror and, 13, 74

Lusk, Don, 274, 338-39

Luske, Ham, 79, 94, 96-97, 98,108-
09, 110-11, 113-15, 119, 139, 176,
329, 458-59, 516; achievements
of, 95, 97; career and contribu-
tions of, 107-15; photographs of,
94, 189; work on Snow White of,
93-97; as first Supervising Ani-
mator, 83; rules on syncing of,
462-64; quoted, on doing better
animation, 110; advice to young
animators by, 83,111-12; on exag-
geration, 110; on working out a
scene, 110; talk to animators and
directors by, 114-15; talk (1938) on
successor Snow White characters

by, 113-14
Lycett, Eustace, 267

McBadger (The Magnificent Mr.
Toad), 90

McCarthy, Charlie, 167

McCay, Winsor, 22, 30

Macdonald, Jim, 284,294,298; 299,
301

McFadden, William, (Bill), 261-62,
264

Machine shop (Walt Disney Pro-
ductions), 267

Machines, personalities of, 504

MacManus, Dan, 255-56

Madam Mim (Sword in the Stone),
180-81

Magicians, 56

Magnificent Mr. Toad, The, 90

Maid Marian (Robin Hood), 449

Main building (Walt Disney Produc-
tions), 283

Make Mine Music (8-15-46), 330,
511, 517

Maleficent (Sleeping Beauty), 177

Mallery, Clark, 171

Malotte, Albert, 286

Man and the Moon, 518

Marceau, Marcel, 27, 32, 534

March, Fredric, 381

Mary Poppins (8-29-64), 115, 526

Master shot, 53; (see also under
Staging)

Matthews, Juniiis, 467

Max Hare (The Tortoise and the
Hare), 107-08, 457-58

Meador, Josh, 254-55, 258, 517

Medusa (The Rescuers), 173, 233-
34, 339, 459, 463, 504-05

Melody Time, 190, 363, 511, 513,
516, 522

Merlin (The Sword in the Stone),
467-68, 502

Merryweather (Sleeping Beauty),
271, 322-23, 402, 404-05

Messmer, Otto, 23

Metronome, 289; introduction of,
287; timing, spacing, and, 290-91;
Three Little Pigs and, 292

Michael (Peter Pan), 112

Michelangelo, 146, 323

Mickey Mouse, 24, 32-33, 34-35, 47,

m49, 56, 67, 71, 13-75, 77, 84, 93-
169 (flip title); 125-21, 147, 346-
47, 360-61, 395, 521; Aiming/An-
ticipation and, 52; beginnings of,
25; blend used for, 277; Brave Lit-
tle Tailor and, 119; dialogue and,
456; early depictions of, 25, 442;
as engineer (Mickey's Choo-
Choo), 73-74; eyes of, 77, 447-
48; Fantasia (Sorcerer’s Appren-

tice) and, 154-55, 168, 253-54;
international fame of, 90; Minnie
Mouse and, 505; Moose Hunt
and, 442; On Ice and, 380; pose to
pose action and, 57; quality of life
in, 536; rhythm walk and, 346-47;
“Silly Symphonies” and, 25;
squashed and stretched, 47-49;
thinking process and, 70-71

Mickey Mouse Club films, 269

“Mickey Mouse” shorts, musical
problems in, 288; (see also under
specific films, e.g. Mickeys Choo-
Choo, Mickeys Grand Opera,
The Pointer)

Mickeys Choo-Choo (10-1-28), 73-
74

Mickey’s Elephant (10-10-36), 50-51

Mickeys Grand Opera (3-7-36), 57

Mickey’s Kangaroo (4-13-35), 304

Mickey’s Pa! Pluto (2-18-33), 73

Miles, Harold, 386

Millimeter magazine, 173

Minnie Mouse, 53, 168, 395,455, 505

Miranda, Aurora, 524-25

Mist, effects animation of, 254

Model sheet, 124, 222

Models of inanimate objects, used
in animation, 329-30

Monstro the Whale (Pinocchio),

i 169, 259, 260-61, 263

Montage, 381

Mood in animated film, 77, 215-16,
250, 268, 271, 293-94

Moore, Fred, 54-55, 56-57, 66, 83,
119, 123-27, 139, 230-31, 299, 301,
320, 348-49, 350-51, 364, 371-12,
394-95, 442, 454, 469, 517; great
achievements of, 93-97, 108; 14
points on animation by, 128; ca-
reer and contributions of, 119-29;
caricatured by self, 128; photo-
graphs of, 95, 123; quoted, on
having characters think, 125; on
Walt’s constant pressure to seek
new things, 128; on Norm Fergu-
son, 104; on Mickey, 125-26; on
mistakes, 128

Moose Hunt, The (4-30-31), 348-49,
442

Morey, Larry, 285, 384

Motion picture camera. (See under
Camera)

Movement: in early animated film,
14-15, 30; believability in, 18; com-
plex type of, 215; group type of,
364-65; layout and, 215; live
action films and, 72; metronome
and, 290-91; natural type of, 343;
sound and, 287-88; stopping of,
350-51; study of (animals and hu-
mans), 72-73; turning in, 348-49;
(see also under Live action)

Movies. (See under Film)

Moving Day (6-20-36), 164, 350

Moving hold: pose to pose anima-
tion and, 58; other principles of
animation and, 60

Moviola: 66, 82, 120, 135,150, 229,
301, 320, 461

Moviola Company. (See under
Moviola)

Mowgli (The Jungle Book), 228,311,
405, 407, 409-10, 419-20, 421,
423-24, 425, 426, 427, 429

Mr. Smee (Peter Pan), 36-37, 175,
453

Mr. Toad, (The Magnificent Mr.
Toad), 90

“Mrs. Grundy,” 293; (seealso under
Chaplin, Charlie)

Multiplane camera, 215,264-67,272

“ Mushroom dance” (Fantasia),
156-57

Music in animated film, 285-97; ac-
cents of, 294; artistic use of, 77;
early type of, 286; early testing of,
296; dubbing of, 312; as language,
288-89; metronome and, 287; full
orchestration, use of, in anima-
tion, 285; opera music, 256; pre-
scored, 293; not prescored, 294;
no sound track for, 290-91;
themes of, 289; tempo and, 292,
293; time required for, 317; (see
also under Sound)

Musician (role at Walt Disney Pro-
ductions of): checking of, 294; in
director’s office 80, 287; greys
and, 206; shared by animation
and live action units, 295; sound
effects and, 296; time required
for, 317

Music Room, 73, 80, 200-01, 229

Muybridge, Eadweard, 333-34, 335

My Friends the Wild Chimpanzees,
16

Napoleon (Aristocats), 204, 234-35

Nash, Clarence, 79

Natwick, Grim, 66, 79, 386

NBC Studios, Burbank, 206

New York animators at Walt Disney
Productions, 30, 145, 287

New Yorker, The, 197

New York Herald, 22

Nielsen, Kay, 130-31, 139, 190, 521

“Night on Bald Mountain” (Fanta-
sia), 105, 130-31, 190, 260, 264,
487, 521

Nine Old Men (Les Clark, Marc
Davis, Ollie Johnston, Milt Kahl,
Ward Kimball, Eric Larson, John
Lounsbery, Woolie Reitherman,
Frank Thomas), 159-6/, 164-77,
534; (see also under Animation
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Board; specific members, e.g. Les
Clark, Ward Kimball, Woolie
Reitherman)

Nolan, Jeanette, 400

Nordberg, Cliff, 375

Nordli, Ernest, 325, 386

Novros, Les, 386

“Nutcracker Suite” (Fantasia), 168,
192, 253, 269, 273, 279, 509-10,
513-14

O’Brien, Ken, 143, 332

O’Connor, Ken, 189, 215, 217, 396,
518-/9

Old Mill, Ne (11-5-37), 78,145,286,
298-99, 529

Oliver, Dale, 228

O’Malley (Aristocats), 495

Ommanney, Katharine, 475

101 Dalmatians (1-25-61), 177, 326,
329-30, 331, 341, 343, 350, 376-
77, 401, 449, 461, 484, 508] back-
ground for, 246] character devel-
opment in, 418, 487; emotion in,
491-94; in Japan, 315; linear qual-
ity of, 287; live action in, 320]
unique style of, 511

On Ice (9-28-35), 380

Ontra Cafeteria, 156

"Oooh mouth,” 108-09

Optical printer, 215, 310

Oreb, Tom, 198

Orphan’ Benefit (8-11-34), 122-23

“Oswald the Lucky Rabbit,” 30, 48,
50, 52

“QOut of drawing” animation, 134

“Qut of the Inkwell” series, 23

Outline, use of, in drawing, 281; use
in painting, 277, 281; self-ink line
and, 277

Overlapping: as principle of anima-
tion, 47, 59-62; examples of and
final drawings using, 63] live ac-
tion and, 321

Overlay. (See under Background)

Pacing. (See under Timing)

"Package pictures,” 330, 511

Page, Geraldine, 173

Paint, transparent, 278-79

Painters, animation and. (See under
Ink and Paint Department)

Painting, background and. (See un-
der Background)

Palmer, Tom, 80

Pan: circular, 2/7; diagonal, 239]
slow, 215; vertical, 306

Pantomime, 169, 199, 387, 471; mu-
sicand, 289; and thought process-
es, 467

Partch, Vip, 143,160

Pastels, 272-73

Pathos, 234, 475; (see also under
Emotion)

Pearce, Perce, 86, 90, 132-33, 376

Pecos Bill (Melody Time), 522

Peculiar Penguins (9-1-34), 98-99

Peet, William (Bill), 152, 167, 183,
197, 297, 379, 405, 417-18, 420-21,
503, 526; photographs of, 189,
377] strengths of, as storyman,
164, 376-77

Peg Leg Pete (Shanghaied), 50, 223

Pegs: in animation, use of, 240, 306

“Pencil mileage," 229

Pencil tests, 82, 531

Penner, Erdman (Ed), 167,188, 336,
375-76, 511-12

Penny (The Rescuers), 214, 225, 327,
329, 358-59, 388-89, 390-91, 459,
463, 486

Perdita (101 Dalmatians), 491-93,
494

Peregoy, Wait, 246

Perkins, Curt, 244

Persephone (The Goddess o fSpring),

Personality. (See under Character)

Perspective, 57, 217, 237-38, 240,
245, 329, 338-39

“Peter and the Wolf” (Fantasia),
117, 363, 511

Peter Pan (2-5-53), 26, 36-37, 70,
171, 175, 240, 271, 324, 362, 369,
418, 453; dialogue in, 466; live
action shot for, 325] live action as
starting point for, 331; special
glowing effects for Tinker Beil
in, 278; story sketches for, 198]
“straight” characters in, 327

Peterson, Ken, quoted, on anima-
tion as “heart of business,” 155;
on isolation of animator, 155; on
Woolie Reitherman, 169

Philippi, Charlie: caricatured, 87]
photographs of, 189, 215] Snow
White story meetings and, 384,
386

Photographs, use in animation of,
14,257,323,332-33,335,343, 533

Photostats, use in animation of, 320,
321, 323, 329

Pictorial effects. (See under Effects)

Pictorial shot, 213

Picture. (See under Film)

Pied Piper, The (9-16-33), 73

Pig, eyes of, in animation, 450

Piglet (Winnie the Pooh), 448

Pigment (of paint), limitations of, 15

“Pink Elephants” sequence (Dum-
bo), 522-24

Pinocchio (2-7-40), 12, 27, 46, 63,
77, 92, 94-95, 102-03, 115, 133,
136-37,140,152-53,169,184,190-
91, 203, 220, 239, 254, 261, 263,
270, 353, 469, 486-S7, 530, 532;
achievement of, 94, 147; anima-
tion effects in, 257-58, 261] char-
acter development in, 221 [see

also under Pinocchio (character)];
compared to Fantasia, 271; photo-
stats used for, 330; rough layout
for, 215] special effects in, 242,
259-61] imaginative settings for,
191-92; syncing of, 462

Pinocchio (character), 147, 178-79,
221, 260-61, 263, 277, 352-53 [jw
also under Pinocchio (film)]

Plaster and paint, use in animation
models, 209-10

Playful Pluto (3-3-34), 100-01, 442

Plumb, Ed, 285; quoted, on music
in Snow While, 286

Plummer, Elmer, 272-73, 510

Pluto, 75, 77, 86, 124-25, 148-49,
164, 348-49, 380, 387, 458, 505;
blends used for shading of, 277;
body squashed and stretched, 49-
50] “dish” incident and, 304;
early days with Mickey, 25; early
drawing of, 453; evolution of, 93,
99-100, 104; flypaper sequence
and, 100-01, 164, 286, 442-43; ex-
posure sheet and, 29T, “ the pup,”
443] voice of, 87; weight of,
349

Pluto’s Judgment Day (8-31-35),
124-25, 348-49, 458

Pointer, The (7-21-39), 93, 277, 447

Pongo (101 Dalmatians), 449

“Pool of light,” 248-49

Pose'Jest, 230-31

Pose to pose animation, 47, 56-59,

84

Prescoring, 293

Prince John (Robin Hood), 167,
213, 430, 431-32, 433, 434-36,
439, 460, 467

Processing lab, 310, 321, 527

Production Manager, 229, 303

Production Supervisor, 155

Production Unit, 194, 200, 203

Projection: early development of,
13, 15; speed of, 210

Projection booths, 142

Projection lamp, 15

Prokofieff, Serge, 511

Props, 198, 244, 373

Provensen, Martin, 209, 511

Puppets, experiments with, 25

Rackham, Arthur, 105

Radio script, 206

Rain, effects animation and, 254,
256-57

Rasbach, Oscar, 513

Rathbone, Basil, 416-17

“Razzberry,” use of, in sound ef-
fects, 298

Real, the: value in animation of,
71, 332

Realism: as goal in animation, 19,

21,30, 72,74, 90, 243-45, 253-54,
447, 518

“ Reason and Emotion,” 240

Recording test, 298

Registry, 304

Reitherman, Wolfgang (Woolie), 58,
333, 344-45, 397, 490-91; ability
to be impartial in judging anima-
tion of, 235; Animation Board
and, 160-6/; begins directing,
167; career and contributions of,
169; photographs of, 169, 188-89;
Ken Peterson quoted on abilities
of, 169; quoted, on animation and
caricature, 327; on believability
of Penny (Rescuers), 327; on
making film work, 235; on film-
making as learning process, 235

Reluctant Dragon, The, 344, 513

Renoir, Jean, 534

Repeat action, 42

Rescue Aid Society (The Rescuers),
373

Rescuers, The (6-22-77), 173, 175,
176, 184-85, 191, 204, 206, 214,
233-34, 243, 253, 255, 281, 283,
284, 314, 334-35, 348-49, 358-
59, 360-61, 374, 378, 389-90,
398-99, 400-01, 443, 449, 453,
459, 504-05, 513-/4; character
development in, 327, 329,372-73,
398-401; building emotion in,
486-87; German version of, 315;
live action in, 327; music in, 296;
sound effects in, 299; story idea
in, 368

Research, animation and, 240, 317,
341

Restless Sea, The, 168

Rhythm walk, 346-47

Rice, Rodney, 534

Riley, Art, 189, 251

Rinaldi, Joe, 188, 199, 200, 488, 490

Ripley, Robert, 145

Ripple action, 44

“Rite of Spring” (Fantasia), 256,
345

Riveter, The, 50

Roberts, Bill, 117, 148-49, 188, 345

Robin Hood (11-8-73) 167, 180-81,
204, 213, 282, 331, 344, 349, 365,
419, 421, 430-39, 449, 460, 467,
479, 483

Robin Hood (character), 237, 239,
348-49, 430-31

Robinson, Boardman, 134

Roger (101 Dalmatians), 329

Roll film, 13

Ross, Harold, 197

Rossini, Gioacchino, 288

Rotoscope, 321, 323

Rough sketches, layout man and,
212-/3; (see also under Layout)

Rowley, George, 261



Rub, Christian, 204, 408

“Rubber hose animation,” 45

Rufus (The Rescuers), 175, 389-91

“Russian dance” sequence (Fanta-
sia), 509-10

Ryman, Herb, 189

“Safety pins” (Lullaby Land), 74

Saint-Exupéry, Antoine de, 471

Salkin, Leo, 371

Salten, Felix, 192

Saludos Amigos (2-6-43), 517

Sanders, George, 165

San Diego Zoo, 342

Santa’s Workshop (12-10-32), 455

Scene, animated: 74; ingredients of,
263-, seven steps in, 236; painting
of, 250; (see also under Story)

Schaffer, Milt, 146

Schmitt, Louie, 356

Schubert, Franz, 288

Score. (See under Music)

Scott, Retta, 336, 338-39, 364

Sears, Ted, 80, 154,188, 376; carica-
ture of, 104-, quoted, on flypaper
sequence, 104

Sebring, Leonard, 74

Second Assistant Animator, 229

Secondary action, 47, 63-64

Self-ink line, 277-78, 283

Sennett, Mack, 415

“Sensaround,” 167

“Sequence A and 3A story meetings,
(Snow White), 384-86

Sequence Director, 81, 155

Sequences: guidelines for, 373, 375;
average number per feature film
of, 368; (see also under Story)

Seven dwarfs. (See under Dwarfs)

Sewell, John, 14-15

Shading: problem in early anima-
tion of, 56; indication of, 240

Shadow: use in background of, 247-,
double-exposed type of, 252-53;
use in building emotions of, 485;
use in layout of, 245; luminous
type of, 252; problem of, 252;
transparent type of, 252

Shanghaied (1-13-34), 50

Shaping crew, 195

Sharpsteen, Ben: Mickeys Choo-
Choo and, 73; caricature of, 84;
character of, 84; New York ani-
mators and, 30; cure for weak
drawing by, 85; quoted, on analy-
sis as secret of Disney animation,
80; on Walt’s battle with distribu-
tors, 86; on Walt helping director,
380; on greatness of animation
medium, 146; on Norm Ferguson,
99, 129; on Fred Moore, 129; on
importance of realism in Disney
animation, 80; on story changes,

371-72; on Walt as whole Story
Department, 380; on reason for
joining Walt Disney Productions,

30

Shaw, Mel, 191, 226, 331, 513-/4,
520, 531; photograph of, 336

Shere Khan (The Jungle Book), 164-
65, 356-57, 416-17, 426-27, 429,
463

Sheriffof Nottingham (Robin Hood),
180-81, 204, 363

Sherman, Bob and Dick, 426

Shooting a scene. (See under Film-
making)

Short cuts: use of, in staging, 53

Short Films: cost of, compared to
feature layouts for, 215; recording
for, 205 (see also under Film)

Shots, types of: long, 77, 234, 249;
pictorial, 239; two-shot, 237

Sibley, John, 189, 397, 490-91

Silhouette: Charlie Chaplin and
Walt on, 56; mood and, 486;
problem of, 56

“Silly Symphonies,” 25, 244, 280,
293, 352

Sir Hiss (Robin Hood), 167, 430-31,
434-37; 439, 421-61 (flip title)

Sketch man, 337; (see also under
Sketches, inspirational)

Sketches, inspirational, 88-89, 91,
191,243, 317

“ Sketches of Expression Series”
(Daumier), 173

Sleeping Beauty (1-29-59), 68, 116,
158, 159, 168, 177, 190, 198, 200-
01, 247, 249, 271, 278-79, 295,
322, 325, 344, 370-71, 401-05,
415, 478, 482, 483-84, 511

Sleepy (Snow White), 454

Slow in and slow out, 47, 62

Smith, Dot, 189

Smith, Paul, 286

Smith, Webb, 80, 154, 199; quoted,
on Walt not looking at story-
board, 379

Sneezy, 108, 123

“Snoops” (The Rescuers), 329

Snow White and the Seven Dwarfs
(12-21-37), 14, 25, 60, 63, 106-07,
120, 126-27, 133-37, 222, 244-45,
294, 320, 332, 358-59, 364, 365,
380, 418, 454, 465, 485-86, 518;
achievement of, 95; backgrounds
for, 247; believability in, 235;
sample cel for, 278; character de-
velopment in, 86, 90-91, 329, 375,
294-95, 414, 458, 482-83, 487, 496;
clean-up on, 176; color in, 271; cut-
ting of, 234; drawing of animals in,
compared to Bambi, 332; dry-
brushing in, 277; effects anima-
tion of, 251, 254; emotions in,
475-78; feeling of life in, 235,

506; gags for, 196; history of, 93,
109-10, 112, 145; Huntsman se-
quence in, 381-83; inspirational
sketches for, 89, 244-45; Layout
Book sketches for, 212-13; layout
for, 233,240; live action used for,
329; music for, 285-86; political
cartoon of, 534; popularity of,
compared to Fantasia, 511; first
recording in another language of,
315; screening of, 232-34; exciting
setting for, 191; sequences in, 294,
368, 370; songs composed for,
286; sophistication of, 25; sound
track of, 467; special effects for,
257; storyboards for, 480-81;
story idea and synopsis of, 368;
Walt Disney works on story mate-
rial for, 381-82; story meetings on,
384-86; story work on, 478-79;
“straight” characterization in,
327; Swedish version of, 487;
touching by characters in, 496-
97; unique style of, 511

Snow White (character), 113-15,
139, 164, 212-13, 233, 235, 277,
358-59, 368-70, 381-83, 475,
478-79, 480-81, 496-91

Solid drawing, 47, 67-68

Song(s), 295, 297; (see also under
Music; Sound)

Song of the South (11-12-46), 164,
218, 331, 462, 464, 526

"‘Sorcerer'sApprentice” (Fantasia),
154-55, 168, 253-54

Sound: advent of, 288; dubbing and,
312-13; early days of, 80; effects
in radio, 19; effects establishing
mood, 77; effects in early anima-
tion, 297; effects, importance of,
296; effects, recording of, 297-
98; effects, types of, 298; Effects
Department photograph, 299;
effects library, 299; function of,
77; staff of (sound men), 312-13;
mixer, 312; music and, 285-97;
(see also under Music); recording
process and, 203-06; recording
of, time required for, 317; re-
recording (“re-re”) of, 312; reel
for (sound reel), 231; spacing,
timing, metronome and, 290-91;
syncing (synchronization) of, 80,
231, 461-64; track for (sound
track), 205, 211, 213, 223, 224,
287, 312, 464-67

Sound effects. (See under Sound)

Special effects (pictorial), 260-67;
Special Effects Department, 242,
244, 261-62, 264-66; Special Ef-
fects chiefs, 267, 272; effects in
animation (animated). (See under
Animation; Effects)

Speed lines, 116-17

Spencer, Fred, 21, 79, 164, 293, 350

Sports films, movement in, 72

Spot gags, 30

Squash and stretch: discovery of,
47; in Walt Disney’s facial expres-
sions, 454; early uses of, 48-49;
facial expressions and, 459; illus-
trations of, 47-48; live action
and, 321; animal movement and,
340; early Mickey and, 49; Muy-
bridge’s photographs and, 335;
subtlety of, in later Disney anima-
tion, 178; tests for, 51, 346; Frank
Thomas’s gifts for animating,
174; walking and, 348-49; (see
also under Animation)

*“ Staggers”, 116-17

Staging: basic problems of, 214;
choice of, 219; clear type of, 53;
early animation and, 54-56; ex-
pression and, 471; imaginative
type of, 214; importance of, 214;
layout and, 218-19; as most basic
of principles ofanimation, 47, 53;
seven steps in, 236-37; slow in
and slow out and, 62; story point
and, 53; story sketches and, 197-
98

Stalling, Carl, 286

Stallings, George, 123,189

Stanchfield, Walt, 228, 290

Stanley, Helene, 320, 323, 325

Stapp, Terrell, 386

Steamboat Willie (7-29-28), 25, 34-
35, 77

Stegosaurus (Fantasia), 345

Stepmother (Cinderella), 467

Stern, lIsaac, 25

Stevens, Art, 206, 518

Stewart, Mac, 325

“Stick to shorts" episode at Walt
Disney Productions, 152

Stipple, 279

Stokowski, Leopold, 295, 473

Stop motion, 25, 519

Story, 366-91; criticism of, 370-71;
development of, 370; dialogue
and, 386-91; elements of, 367;
ideason, 367-68; meetings on, 84,
199, 262, 376; motivation of, 375;
reworking of, 371; step forward in
early film of, 74-75; strength in,
68; time required for, 317

Storyboard(s), 87,197-98, 203, 211,
223; (see also under Story)

Storybook illustration, similarity of
Walt Disney’s animation to, 73,
77

Story Department, 80, 87-88, 90,
164, 186, 303, 367, 376; (see also
under Storyman)

Storyman(-men), 74, 87, 90, 147,
185, 194-95, 199-200, 204, 206,
211, 297, 320, 367, 376-85; (see

573
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also under Story; Story Depart-
ment)

Story reel, 231-32

Story sketch, 81, 182, 197-98, 211,
226, 317, 325

Story unit. (See under Storymen)

Straight action, 80

Straight ahead action, 47, 56-58,
84-85

Straight characterization, 375; (see
also under Character)

Straight drawing, 326; (see also
under Drawing)

Straight story, 376; (see also under
Story)

Stravinsky, Igor, 256, 345

Stromboli (Pinocchio), 13-55 (flip
title), 131, 133, 329, 454

Studio, the. (See under Walt Disney
Productions)

Style; film and, 511; layout and, 215

Styling, 317

Stylist, 191-93, 197, 243

Subsidiary action. (See under Sec-
ondary action)

Sugar Plum Fairies (Fantasia), 163

Sullivan, Pat, 23

Supervising Animator, 81, 83, 159
60, 164, 201, 474

Supervising Director, 155, 201

Susie, the Little Blue Coupe (6-6-
52), 502-03

Svendson, Julius, 518

Swamp Volunteers (The Rescuers),
234

Sweatbhox, S2-84, 128, 133, 157,
230-32, 262, 320

Sword in the Stone, The (12-25-63),
109, 165, 171-73,172, 180-81, 183,
197, 239, 331-32, 344, 367, 467-
68, 502

Syncing (Synchronization), 207,
323, 343, 461-67; (see also under
Dialogue)

Tails and ears, drawing of, 340

“Take” (sound), 204, 206; (see also
under Sound)

Taliaferro, Ai, 143-45, 144

Tar Baby (Song of the South), 164

Team effort (at Walt Disney Produc-
tions), 155, 224, 235, 283

Tebb, Mary, 146; quoted, on Walt’s
ability to draw out talent, 275; on
dedication in Ink and Paint De-
partment, 280

Technicolor, 261, 268, 274, 313

“Telephone” (Thru the Mirror),
504

Tempera, 269

Tenggren, Gustaf, 96, 99, 102-03,

190-91

Texture, importance of, in anima-
tion, 57-58, 69

Theater, animation and, 16, 75, 90

Thomas, Frank, 27, 75, 93,116,143,
165, 205, 240, 322, 348-49, 351-
55, 361, 365, 409, 412-14, 429,
465-66, 469, 526; acting and, 173,
341; Animation Board and, 160—
61, 167; John Canemaker quoted
on, 173; caricatures of, 143, 171;
cast by Walt Disney frequently,
174; character of, 174; work on
Bambi by, 27, 163, 178-79; influ-
ence of Bill Tytla on, 167; work on
The Laughing Gaucho by, 180-81;
studies with Fred Moore of, 167;
photographs of, 67, 173,188, 336;
most famous scene by, 173-74;
use of squash and stretch by, 174;
Sweatbox 4 and, 157; Sword in
the Stone and, 180-81

Thomas, Terry, 433, 435, 439

“3C-11,” “3C-12,” 157

Three Caballeros, The (2-3-45), 57,
170, 511, 513, 515-/6, 52j-25

3-D, experiments in at Walt Disney
Productions, 25

Three Little Pigs (5-27-33), 78, 292

Three Little Wolves (4-18-36), 126-
27, 298

“3-12” measures, 287, 289

Thru the Mirror (5-30-36), 73, 504-
(0

Thumbnails, 64, 218, 224, 237, 240,
241

Thumper (Bambi), 27, 112, 164,
178-79, 204, 222, 231, 269, 471

Thwaites, Ted, 143-45, 144

Tiger, movement of, 356-57.

Tiger Lily (Peter Pan), 325

Tillie Tiger (Elmer Elephant), 60-61,
110

Timing: principlesofanimation and,
51; Bouncing Ball test and, 51,
bowling ball and, 346; control of
single animator and, 164; inbe-
tweens and, 62; key drawing and,
62; layout and, 215; live action
and, 321; pose test and, 230; spa-
cing, metronome and, 290-91;
steps in animation of scene and,
241; story business and, 211

Timothy Mouse (Dumbo), 371-12

Tinker Bell (Peter Pan), 198-99

Toby Tortoise (The Tortoise and the
Hare), 457-58

“Toccata and Fugue” (Fantasia),
192, 295, 510, 515

Toot, Whistle, Plunk, and Boom
(11-10-53), 518

Tortoise and the Hare, IMiie (1-5-35),
94, 107, 108-09, 456-57

Toscanini, Arturo, 289

Touch up, 229

Tracing, 275, 280-81, 305, 323

Track: master, 203; temp, 295-96;

sound (see under Sound Track);
test, 298

Tracking, 295

“Train, The” (The Three Cabal-
leros) 516

Trains, Walt Disney’s love of, 73-74

Tramp (Lady and the Tramp), 268,
336, 498-99

Trémaudan, Gilles de (“Frenchy”),
80

Triceratops (Fantasia), 345

Tricks: action and, 74; feature ani-
mation and, 90; pitfalls of, 67;
visual type of, 90

“Trucks,” slow, 215

True Life Adventures, 333

“Trust in Me” (The Jungle Book),
426

Tulgey Woods (Alice in Wonder-
land), 520

“Turkey in the Straw,” 289

TV market, educational film and,
527

12-beat, 290

“Twins,” in drawing animated fig-
ures, 67

Tyrannosaurus Rex (Fantasia), 259,
345

Tytla, Vladimir (Bill), 63, 96, 118,
155, 239, 358-59, 364, 454-55,
465, 499; as the first animator to
achieve strong emotion in char-
acterization, 13, 15; career and
major contributions of, 130-39;
famous characters animated by
(Doc, Dopey, Dumbo, Grumpy,
Stromboli), 132-38; caricature of,
130; Devil in “ Night on Bald
Mountain” (Fantasia) and, 105,
130-5/; photographs of, 81, 134;
quoted, on animation, 15; on
value of art school to animators,
135; on drawing, good and bad,
134; on work with Wilfred Jack-
son and Bela Lugosi on “Bald
Mountain,” 139; talk to young
animators by, 135-36; as Super-
vising Animator for Snow White,
93-97

Ugly Duckling, The (4-1-39), 473, 487

Uncle Remus (Song of the South),
164, 331, 526-27

Underwater effect, 261

Unit Manager, birth of, 154

Uplifting feeling in Disney films,
535; (see also under Life, illusion
of)

Ustinov, Peter, 206, 433, 435

Value (color) relationships, use in
animation of, 248, 268

Van Dyke, Dick, 526

Van Osten, Carson, 67, 214

Vaudeville, animation and, 71, 99,
320, 375

Venable, Evelyn, 408

Venus de Milo, 323

Verity, Jim, 150

Vibrations, 116-17

Victory Through Air Power (7-17-
45), 176, 5/8

Videotape, animation and, 245

Viewer. (See under Audience)

Viewing lens, 82

Villains: appealing, 68, 417-37, 487,
(.seealso under Kaa and Sir Hiss);
character type of (early animat-
ed), 77; animal, 344; comic type
of, 487; first great Disney exam-
ple of, 105; in Snow White (see
also under Huntsman); most ter-
rifying character of, 131; second-
rate type of, 326; sympathetic
type of, Ollie Johnston quoted
on, 439; (See also under charac-
ters, e.g. Baduns, Cruelia deVil,
Devil, Medusa, Stepmother,
Stromboli, Witch)

Visual presentation, possibilities for,
219

Visual tricks, early animated, 23, 90

Vitality, role in animation of. (See
under Life)

Vixie (The Fox and the Hound), 206

Vocalist, role in animation of, 297

Voice, dialogue and, 77, 79, 80, 203,
206, 387, 467

Volume, guide to animation by, 49,
67

Walker, E. Cardon, President of
Walt Disney Productions, 531
Walks: advent of sound and, 347-

49: animals and, 352-57; animat-
ed, 346-57; four-footed animals
and, 353-57; difficult type of,
347; early cartoons and, 347
rhythm walk, 346-47 (see also
under Rhythm walk); importance
of weight in, 347-49, 350-51
Wallace, Ollie, 286-87, 488

Walt Disney Productions:
Films of. (See under Film)

History of: early days of, 23, 25-27,
29-30, 71-90; golden age of, 87,
95, 113, 127, 135-36, 139, 155-57,
381; Hyperion Avenue days and
explosion of, 141-57; middle years
at Burbank, 159-65, 178-83, 210,
211, 329-30, 352; later work at,
511, 527, 509-35

Innovations and procedures at: 25,
27,47, 50-51, 71-73,185-241,19,
274, 281-82, 285-301, 313, 315,
319-65, 393-439, 504-07, 527-
28; (see also under specific pro-



cedures, e.g. Animation; Check-
ing; Color; Layout; Live action;
Sound; Special effects; Staging;
Story)

Staff, development and members
of: 23, 25, 30, 80, 82, 90, 142,
145-46, 150-55, 159-67, 161, 185-
86, 188-89, 191-95, 200-01, 207,
208-11, 221, 224, 261-67, 280-83,
286, 295, 306, 315, 376-85, 511;
(see also under Animators; staff
names, e.g. Cottrell, Bill; Da-
Gradi, Don; Macdonald, Jim;
Tebb, Mary)

Warner Brothers Studios, 310

Washington,, Ned, 296-91

Washoff relief cels, 261

Water, effects animation of, 242,
252, 254-J5, 257-58, 262-63

Watercolor techniques, 247-48

WED, 167, 272

Weight, effect in animation of, 62,
346, 350-51 (see also under
Walks)

Weiser, Mary, 189

Wendy (Peter Pan), 198

West, Mae, 110-11

“When You Wish Upon a Star”
(Pinocchio), 286, 296-97

“Who’s Afraid of the Big, Bad
Wolf?” (Three Little Pigs), 286

Wickes, Mary, 320

“Will-o’-the-wisp feeling,” Walt
Disney quoted on animation of,
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William Tell Overture, 104, 289

Williams, Roy, 188

Willy Brown (Santas Workshop),
455

Wind, effects animation of, 254

Wind in the Willows, 210

Winnie the Pooh, (The Many Ad-
ventures of) (1977), 448

Witch (Snow White), 106-07, 368,
378, 467

Wong, Tyrus, 192, 521

Wood, Cornett, 515

Woollcott, Alexander, 531

Work reel, 231-32

WPA, 25

Wright, Frank Lloyd, 188

Wright, Ralph, 376-77, 380, 423

Writers. (See under Story Depart-
ment; Storymen)

Wyeth, Andrew, 147

Wynn, Ed, 407

Xerox, animation and, 281-82, 330,
381

Xerox Corporation, 281

Xerox Department. (See under
Xerox)

Young, Cy, 253-54

Young animators. (See under Ani-
mators)

Youngquist, Bob, 339
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