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Caricature by animator Eddie Friedman, 1980s

Opposite:
(1to r) The three associates of Filmation: Norm Prescott,
Hal Sutherland, and Lou Scheimer in the 1960s and 1980s
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Of all the stories in Filmation history, there’s one story that defined
what we would do to survive and how we would build Filmation
Associates, the home of animation for over 25 years. ...

1t was 1965, and after only a few years in business it looked
like Filmation Associates was going to have to close its doors. The
studio was now down to two employees—myself and Hal Suther-
land—and a shut-down was
imminent. Norm Prescoll was
doing his best to try (o raise
money from someone, some-
where, somehow. We did have |
one other “person” in the | =
office, but we never paid her | 5
and she didn’t say much. A

At the fiont of our office was |
a desk, and behind it we had a

a hand-me-down dress from
my wife, Jay, and sometimes T "
when we would have visitors
they would talk to her for a |
moment or two before they
realized that she was a
mannequin!

We had 24 emply desks and
some equipment gathering
dust. We didn’t bave a Moviola
lo sell, or it would have proba-
bly been gone already. One day
the phone rang, and Hal
answered it. A moment or so
later his eyes got wide, and he
said, “Louie, maybe you'd
better talk to them!” Knowing
we didn’t have any money to
pay bill collectors, 1 said, “Well, \,
what is it? Did you tell....” :

He had a peculiar look on
his face; “He says his name is
Superman Weisinger calling
from DC. He's looking for
Prescott!” [ said, “Let me lalk
to him. Is it long distance?” He |
said, “Yeah.” 1 said, “Is it paid
Jfor?” He said, “Yeah.” So I got
on the phone and said, “Hello, Myr. Superman, are you calling from
a phone booth?” I figured it was a prank call.

The voice on the other end said, “Mort Weisinger here. I'm the
story editor on Superman, and I'd like to talk to Norm Prescoll.”
1 explained to him thal Prescoll was in a hotel on Sunsel Boule-
vard and was going to leave for New York the next day, and told
him to call him shortly.

Eyr

.

I hung up and quickly called Norm and said, “There’s some
guy going to call you, and his name is Mort Weisinger; bhe’s got
something to do with Superman, but I don’t know what in the
hell is going on. It may be some kind of work for us. I won’t close
up the company uniil I hear from you.”

Days later Norm called and said they were asking us to do a
new Superman series. Then he dropped the bomb. He said Na-
tional wanied to send a guy named Whitney Ellsworth to come
see the studio. 1 said, “What studio? There’s me, there’s Hal, there’s
24 desks!” So, I thought fast
and came up with a story....

{3
| a\ ©e0000OCGOCOCGOOS
7 You'll learn how that particu-
: __ = % lar story turned out in a future
s chapter, but before I get to Filma-

tion I want to tell you a bit about
how 1 got there.

I'd also like to warn you that
every now and then I may use
some language that might be a bit
saltier than you'd ever hear on a
Filmation show, or even tell a
story that would never make it
past the Standards & Practices
division of any network at the
time. But I'll try to keep such
= momenis (0 4 minimum. After
all, one of the things I hear most
from the people that have been
dubbed “the Filmation Genera-
tion” is how much they learned
in their “growing up years” from
| our music, our heroes, our
N stories, and, most importantly,
our morals.

Along the way I'll also try to
tell you something about the art
and culture of animation for
television and the ways in which
animation changed from its early
days up to the dawn of the multi-
verse of channels available today.
And TI'll try to make it as factual
and fun as possible, with names
and dates and particulars, aided
ably by my mustachioed co-
writer on this project, Andy Mangels. You see, I'm 80-something as
you read this, and while I can still do the voice of Bat-Mite or Orko
or spin a great yarn about the incredible people that worked at
Filmation, sometimes the details are elusive.

So, whether you’re a fan from the old days or became an enthu-
siast with the DVD releases of our library, I welcome all of you who
are part of the Filmation Generation. These are my stories, and 1
suspect they’ll lead into your stories as well.

PREFACE ﬁ
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CcCHa P T R O N &

wHeReIN MdYd ~FaTtTHeR PUNCHeEeD
OUT ADOLF~ HITLEeR vYyearRs
BerFORe CaPTalN AMeRiCa DID

s many have said before me, it’s best to begin at the beginning.

[ was born in Pittsburgh, Pennsylvania, on October 19, 1928, at the Passavant
Hospital. I don’t remember much about it other than I was coming through a tunnel.
[ was 13-and-a-half pounds, and my mother was very short. I was her first child. After
that birth, needless
to say, I was also her
last child. I mean,
there was nothing
left of my mother’s

uterus!

My Hebrew name is Yisroel
Lieb after my uncle on my
mother’s side. What you take
out of that is the ‘L’ sound in
Lieb. The closest in English is
something like Lou or Lonnie.
My birth name, however, was
Louis Scheimer, though it is
amusing to note that on the
birth certificate for me filed
on October 24, 1928, I'm just
listed as “

Scheimer” as my parents had
apparently not settled on the
name vet. Given that they mis-
spelled my mother’s maiden
name on the same form,
though, maybe they were just
having a bad day.

My mother, Lena Kessler, was originally from Russia, where she was born sometime in July 1895 in Annapol, Russia, in an area which was
sort of an amorphous section somewhere betwixt Poland and Russia. Her father
left Russia and came to the United States before the beginning of World War I be- Opposite:
cause he didn’t want to get stuck in the Russian army. By the time he got out of Lou in 1931
there, though, the war had started. My mother, her sister, brother Lieb, and her
mother were still in Russia. They didn't have a grosh to their name (that’s about a
penny in Russian form).

In Russia my mother’s family somehow got a letter from the United States,

Above:
Lou as a baby, 1928

CHAPTER 1: WHEREIN MY FATHER PUNCHED OUT ADOLF HITLER YEARS BEFORE CAPTAIN AMERICA DID ﬁ



where her father had arranged for them to get a boat in Poland
someplace. My mother had to go to Warsaw (o communicate with
her father through a society called the Hebrew Immigrant Aid Society
(HIAS) that had headquarters or an office in Warsaw. It was the only
way you could communicate to your Jewish relatives outside of East-
ern Europe. She was 14 years old and she walked from her little, tiny
village of Annapol—which was a mostly Jewish town or shtetl that
was later destroyed in World War II—to Warsaw, which was hun-
dreds of miles away. She was a tiny little thing, and she was the old-
est daughter there, as her older sister, Eva, was already in the United
States with my grandfather.

Outside of Kiev many of the settlements were Jewish. The Jews
then were wanderers. Half of the Jews that you think are from Russia
are probably from southern Poland, and half of the Jews from north-
ern Poland. They all sound alike with Yiddish as a common lan-
guage. Yiddish is really medieval German, and as they moved from
country to country they'd add new words to it that they brought in
from that country. And these were Ashkenazi Jews from the Ger-
manic areas, not the Sephardic Jews who
came from the eastern part of the Mediter-
ranean.

By the time my mother returned with the
tickets from Warsaw, her brother, Lieb, had
fallen out of a tree and died, so it was just my
mother, Lena; her sister, Sora; and their
mother, Ester, that had to escape. The family
had friends who were not Jewish, and these
friends put them in a hay cart and piled hay
all over them. As they were travelling, they
were stopped by Russian soldiers, who
forced bayonets into the hay to see if anyone
was hiding there. Luckily, they escaped being
bayoneted. They were driven in this wagon
part of the way, and then they walked across
Europe, through Poland and then to Bremen,
a seaport in Germany. From there they sailed
to Antwerp, a seaport in Belgium, and then to
the United States. The rest of my mother’s family never got out of
Russia. The little town of Annapol was soon after decimated.

The official records when my mother immigrated listed her
hometown as Bratzlaw, also known as Bratzlav, and noted that she
was 20, but they also spelled her name as Lea and Lena and put her
height as 5" 5" and 5" 7" when she probably wasn't even five feet tall,
so I suspect record-keeping might have been a bit spotty. The family
departed from Antwerp Belgium on the ship Lapland, on March 23,
1922, and arrived at Ellis Island on April 2, 1922. They initially
stayed in New York, but I'm getting ahead of the story.

My father, Salomon Gedeljech Gundersheimer, was German and
born on October 3, 1894, in Mittlesinn, Lower Franconia, at the
northern tip of the state of Bavaria in Germany. Unlike my mother’s
family, his family was fairly well-to-do. They had vineyards, and they
made wine in Wiirzburg, another city in Lower Franconia. 1 never
saw my paternal grandfather, Moses Abraham, as most of their family
didn’t get out of Germany. Salamon had one brother, Manasse, and
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three sisters, Hedwig (Helene), Mina, and Rosa. His mother, Regina,
died in 1904 shortly after his tenth birthday.

The Gundersheimers were Social Democrats, which is sort of a
liberal party. My father joined the German army when he was a
teenager and served in munitions, cavalry, and artillery. He was 18
years old during World War I when he was shot seven or eight times
and gassed once. One of the times he was shot, the bullet passed
through his leg just behind the knee, through the horse, out through
the other knee, and then the horse fell on him. He also lost one of
his kidneys to war wounds. He was eventually awarded the Iron
Cross First Class, their version of a Medal of Honor, I believe, be-
cause he saved his battalion one night. 1 still have that medal in my
home.

After the war my father went back to Wiirzburg, and he became
sort of active politically. The rise of anti-semitism started in Germany,
and my father became active in this whole argument. In the early
1920s, there was a young Austrian man named Adolf Hitler, who was
running around Germany raising all sorts of hell about the Jews.
He'd give speeches about how the Jews were
taking the country over, and the Jews had all
the money, and the Jewish women had all
these furs. This was well before the Beer Hall
Putsch in late 1923, so I would guess it was
around 1921 or 1922.

Hitler came to speak at a big meeting hall
in Wiirzburg, He was haranguing the populace
about the evils that the Jews were perpetrating
on Germany and yelling and screaming about
how Jewish people had all the money and the
poor real Germans had nothing. My father and
another group of young men had stationed
themselves around the hall and started creat-
ing a ruckus. My father jumped up on the
stage and just smacked him one, knocking
him out.

My dad was a big guy, almost six feet tall,
with very broad shoulders, and he probably
weighed about 220 Ibs. He had huge hands. You didn't screw around
with him. The average German'’s height was around 5' 7" to 5" 8" at
the time, and Dad was 5' 11" and change. After he died I once tried
on one of his specially-made shirts; T was taller than him, but the
seams for his shoulders came down to my elbows. That’s how big he
Was.

After the incident with Hitler, Salomon was coming home and a
bunch of young Nazi bastards attacked him. He fought them off, but
they were all arrested. The judge questioned them all and found out
that most of the guys who had jumped my dad were malingerers who
had not really served in the Army. He checked my father’s Army
record and saw that he was an Order of the Iron Cross First Class,
and he just threw the whole thing out and released him because he
was a war hero.

The funny thing in relating this story is that my dad never really
talked to me much about that. It wasn’t something he wanted to brag
about: punching out Adolf Hitler. The reason I even knew much




about it was that years later, when my
family owned a small store in Pittsburgh,
a man named Mr. Siegler, who had gotien
out of the concentration camps, used to
come down to the store with his wife to
talk about the old days with my dad in
German. I heard them talking about the
Hitler thing, and, although it seemed
unbelievable, I knew it was true. My dad
was just so matter-of-fact about it.

After that my father had to leave Germany
because the Gestapo—or what was the begin-
ning of the Gestapo—were looking for him.
And up until World War 11, his family told him
they were still looking for him. He's lucky he got
out. His younger brother, Manasse, had already come to the United
States in 1914, where he now lived as “Max (Maximilian) Scheimer”
in Dormont, Pennsylvania. Max had actually fought in World War I in
the American Army, but neither brother knew they were both in their
respective armies at that time!

Anyhow, Salomon left Germany from Hamburg on November 17,
1923, on the ship Resolute. He arrived in New York on November
27, 1923, where he listed his occupation as “shoemaker” on the
ship’s manifest and had $25 to his name.

As for the rest of the Gundersheimer family, he also had a nephew
named Maxi Stern, the son of one of my father’s sisters, who came to
America about the same time as him. Some of the rest of the family
got out of Germany in 1938 just before they would not have been
able to make it out at all. Around then I suddenly had a lot of new
relatives that I never knew I had. There was Uncle Seeshman, Uncle
Salmial, Uncle Tevyish, and they all had kids. All of a sudden there
were like twelve of them or something around. The rest of my aunts
and uncles and cousins I assumed never got out of Germany alive
because I never heard of them after that time.

My father, now having taken the name “Sam Scheimer,” came to
Pittsburgh to live near his brother, even though they had never really
gotten along too well. Things were tough for Sam because he did not
have a vocation, and I don’t think he was
trained to be anything specific. Max had a
large grocery store in Dormont, a borough of
Pittsburgh. My father got a job in a slaughter-
house called the Oswald Hess Company, and
for quite a while he worked there. While there
he lost the use of his thumbs due to cuts; he
got blood poisoning, and they had to remove
bones from his thumbs, but due to his heart
they had to do it without anesthetic while he
was awake!

My mother’s father, Jankel Schweitzer,
which means “Jacob the Black Man,” had
also ended up in Pittsburgh and had brought
his family there. He was an interesting guy. He
was (all, bony, tough, muscular, like every-
thing inside him was made of strings and

=<4 things, and he had a very dark complexion,

| curly dark hair, and a handlebar moustache.
He hated his wife. Years later he used to spit
- on the ground every time he walked by her.

- To make a living, he had a little cart and a
horse—he called it a ferd, which was Yid-
dish for horse—and he sold vegetables
off of it as he went around from neigh-

| borhood to neighborhood. Even when
he couldn’t really work anymore, he

1 kept the horse in a little garage and fed
St for vears, He said, “As long as I've
got that horse, I can make a living,”

My father (Sam) met my mother (Lena) at the Irene Kaufmann
Settlement House, which today would be kind of like a community
center. These settlement houses were in various cities, and they
helped with everything from child-care to schooling to employment.
Young people would gather to meet other young people, and that’s
how they met. I don’t think my mother even went to school in Rus-
sia, and she was basically considered illiterate, since she spoke no
English. My father spoke a little English probably. She spoke Yiddish,
so they could communicate with one another, and obviously it
worked out. They must have been an odd couple, though, because
my father was huge and my mother was tiny.

They got married on June 20, 1926, in Pittsburgh, but they didn’t
talk about it much. A lot of what I know about their past came from
stories their relatives would tell when I was growing up. My mother
and father did have another child who would have been my older
sister, but she died shortly after birth. And about the time I came
along in October, 1928, my father lost his job. It was just before the
Great Depression. For a2 while my family lived in a2 house owned by
Mr. and Mrs. Vinshinsky, who had a great little white dog with black
spots. Then, we moved into a room upstairs at my maternal Aunt
Sarah’s house, where we lived until I was about four. Sarah’s hus-
band, my Uncle Lou, used to call me “Bum,” but I called him “Uncle
Bum” because that's what my father called him.

The area we lived was known as the Hill District, which was kind
of a sociological study. It became predomi-
nantly Irish in the 1800s, and then the Irish
sold to the Jews and moved further out. So,
the Jews moved down to the Hill, and they all
had little stores down there. Everybody on the
Hill at that time spoke Yiddish. So, I grew up
to the age of four speaking Yiddish. I didn’t
know there was another language.

Opposite:
Lou’s Father, Sam

Above:
Captain America Comics #1,
art by Jack Kirby, 1941

Left:
Young Lou, 1933
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For a short while, we lived in a part of Pittsburgh called Oakland,
which was within smelling distance of the mills. Every time those
blast furnaces went off, it scared the hell out of you. And smelling
that odor from the mills—after a while you didn't notice it, but,
when we moved, we realized there was something else in the air! 1
think it was in 1932 that my father borrowed $200 from his brother,
Max, who was doing fairly well, even though it was the Depression,
and bought a tiny, little grocery store at 7113 Kelly Street in the
Homewood section of Pittsburgh, which then, basically, had no Jews.

And when [ say “little,” I mean it. It would have fit in most living
rooms. We lived in two rooms behind the store. There was light and
there was water, but it was sort of under the ground floor in the
basement of a tenement building. It was four or five stories tall, and
our store was on the right-hand side of the building. An old lady
named Mrs. Coates sold it to him with what little bit of stuff that was
in there: a little cash register and an old icebox. And I mean icebox,
not refrigerator.

So, my parents now had this little grocery store. I remember my
first impressions of going to that store. 1t was late in the afternoon
and sort of dark. I think Uncle Lou drove us over because he had a
car. It was sort of a dingy, ugly cellar, and the walls were like rock!
There was a tiny bathroom with no light, and there were two small
rooms and a tiny kitchen. It was like being in a cave. It sort of fright-
ened me!

I remember my parents talking about the fact that they'd never
run a grocery store and didn’t know how it was going to work out
because the big stores were up the street, about a block and a half
away, and people would go to the big stores because the A&P would
sell stuff cheaper. But, we moved into there, they moved my crib in,
and T slept in that crib for the next 13 years! When I grew too big for
the crib, they cut holes in the bottom of it and put a chair with a pil-
low there, so there was a place for my feet to stick out! Eventually, 1
moved into the living room and slept on the couch.

I should point out here that even though both my parents were
from a Jewish background, my father was essentially, 1 think, areli-
gious and probably an agnostic. He was a Jew, and he felt he was a
Jew, but he was not kosher, and my mother was! Every once in a
while, she used to hear the slicing machine going out in the store be-
cause the food we sold was all non-kosher. He'd be sneaking slices
of ham, and my mother knew because the little rooms we lived in
were right behind the store; there was a little bell on the door of the
store, and, if she ever heard the slicing machine going and she
hadn't heard the bell, she knew he was out there sneaking some
ham or something! He never went to synagogue and basically never
left the store. It was open seven days a week, 12—13 hours a day, just
so we could eke out a living.

Eventually, I started school in Homewood. The only problem I
had was that I didn’t speak English! I was born here, 1 was raised
here, but my first tongue was Yiddish. I started kindergarten, and 1
didn’t know what the hell was going on. I went back to my dad and
said, “They're talking some strange language. I don’t understand any
of it.” So he said, “Well, you have to learn it.” T was terrified when
I'd go to school. I couldn’t read either. I think the only reason I actu-
ally got out of kindergarten was because I could draw a little bit. One
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of the first things I can remember doing is drawing.

When 1 got to first grade, every time it was my turn to read, I hid
under the desk. And Mrs. Price, an old lady with a white hair bun—
she looked like a comic strip or a cartoon teacher—would always
threaten to take me to the cloak room and strike me with a stick. I
thought, “Oh geez, I gotta learn to read this stuff because this may be
dangerous.” I literally don’t know how I learned to read. 1 guess 1
just listened carefully from then on because it was a very, very bad
idea not to read. One day it was my turn to read, and I looked at
those symbols on the page; it was a story about Peter Rabbit and the
Cabbage Patch, and I could read it! And it was like a revelation. 1
think Mrs. Price was as astounded as 1 was. My whole life changed; a
whole new life opened up for me. .. the wonder of reading!

Mrs. Albright was the art teacher, and I was always the art
teacher’s pet. I was the only one who wanted to be there. And, it was
a way of entertaining yourself. After a while I used to draw my own
comic books. When I would get sick and have to stay home, I'd draw
a comic book. I also modeled with clay, and I really enjoyed that. 1
remember a clay plaque I made, with a little paper clip in it to hang
it up. I painted a little house, a tree, and sunshine on this little clay
plaque. It was my ideal place, a place that would be just perfect. My
mother put it on the wall. I once made a whole little city out of clay
and asked my father to come see it at school. That was a big day for
me.

Lused to draw at the store too. At our store we’d sell the newspa-
pers, and I would get the comic sirips before anybody bought any,
I'd read them, and then I would draw from them. Prince Valiani—
man, that was the best! Prince Valiant was magnificent. Hal Foster
was a wonderful draftsman, and his ability to draw the human figure
and evoke the time and space and atmosphere of early medieval
days.... I remember one story about a giant that Prince Valiant had
to fight; it was a large illustration, and I remember drawing it on a
oreat big piece of paper. I would copy that stuff. Art gave me an out-
let, 1 guess.

I think that reading the comics helped me learn to read as well
because I really wanted to know what they said. But I'd have to be
very careful because I'd have to fold them back up to look like they
hadn’t been used, so my parents could sell the papers! I couldn't
even keep any of the comics because the newspaper people would
pick up the ones that didn't sell. If T wanted to keep a comic strip, I
would have to draw it.

In light of my later work with Filmation, you can really see where
[ was influenced by the comic strips. Some of my favorites were
Flash Gordon and Prince Valiant. 1 liked the adventure comic
strips. Buck Rogers was great stuff. Flash Gordon and the one above
Flash Gordon, Jungle Jim, were drawn by Alex Raymond. 1 also
liked Tim Tyler’s Zuck. Alley Oop was great stuff.

Popeye was around, but, you know, Popeye didn’t really make an
awful lot of sense to little kids. Adults read the newspaper comics in
those days. The cartoons, I didn’t understand the humor; I didn’t
know what the hell they were laughing at.

Comic books as we know them now weren’t really around yet.
There were Big Little Books though! The thing I didn’t like about the
Big Little Books was that they redrew the stuff from the comics. Their
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drawings weren't as good, and they were all black-and-white, but

other form of entertainment I'd enjoy, when 1
could afford it, was movie serials. The main
memory I have of going to serials is: one, you
got a dime; two, you got a little brown bag with a
sandwich in it; and three, you could stay and see
the serials a second time around.

Well, you had to cheat a bit to get that second
viewing. You'd get the serial, and then there was
a short, which was usually a cartoon, then two
features. And then you'd have to duck under the
seat, so the ushers didn’t see you before the serial
would play over again.

I remember one time... it was the 1930 serial
Undersea Kingdom, with Crash Corrigan. It was
summertime, and I stayed there for three show-
ings of the last episode, Episode 12. My father
and mother thought I'd been kidnapped. I went
at eleven o’clock in the morning, and I came
back at nine o’clock at night. I had never stayed
at a movie that long, and it was the last time 1
did that. T remember the whacking I got.

1 think the serials cost a dime back then,
which was a lot of money, but they were made in
chapters, so you had to go back for 13 weeks in
a row! That was the equivalent of $1.30, but I
didn’t buy any candy. I took my own candy, but
I'd have to duck down and not crinkle the paper
because they didn't like it when you brought
stuff in. But if you missed a week of the serials,
Wwow, you were in trouble!

I went to the Highland Theater, and next door
was the Bellmar Theater. I think it was 15 cents
at the Bellmar, so I never went there. 1 think they
showed cartoons there more often, but I'm not
sure I enjoyed animation just vet. I don’t re-
member whether 1 saw Snow White and the
Seven Dwarfs when it was first released or not.

The other place I liked to spend time was the
library. Homewood grade school was right
across the street from the library, and our store

was about a
Above:

there was weight to them. You could pick them up, and they felt
heavy. Most of the Big Little Books I read were thrown away by other
people.

We didn't sell the Post-Gazette, which had Dick Tracy, so 1 had
to find it in rubbish barrels. T used to go behind the building we
lived in and take papers and magazines out of the rubbish barrels so
I could take them and read them. I couldn’t afford any of this stuff
myself because we were really... I hate that “poor Jew” crap, but we
really were poor Jews. In later years my wife, Jay, would often say, “1
don’t want to hear any more of that ‘poor Jew’ crap that you got me
with.” But you'll have to suffer through a bit more of it while I tell my
story.

So, besides reading newspaper comics and Big Little Books, the
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block-and-a-half from the school. 1
lived at that library. I started with all
those great books, the Brownie
books, fairy tales—just another
world! I would sneak into the adult
section too when they weren't
waiching. I went and read dictionar-
ies; 1 read encyclopedias. .. 1 was
fluent in Encyclopedia Britannica.
What's really funny is that,
though I read the science parts of it,
I didn’t understand most of it. For
instance, when I was about nine or

Undersea Kingdom
serial poster, 1950

Opposite:
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Big Little Books

Tarzan, 1935 &

Flash Gordon, 1935,

two projects Lou would
later license for Filmation

Lou in the knickers
he hated



ten, I read about how the earth was con-
ceived. On weekends I was going to a
Hebrew Sunday school up on top of a
magazine store on Homewood Avenue,
and Eddie Claytman was the Sunday
school teacher. The first week I went
there, Eddie Claytman said, “Now we're
going to talk about the creation of the
earth. Does anybody in this class under-
stand how it happened?” I said 1 under-
stood, so he asked me to explain it. So I
said, “There are two heavenly bodies that
theoretically crashed, and out of it came
a huge chunk, and it created the earth.”
And he said, “I don’t want that version.”
I said, “You mean there’s another ver-
sion? What happened to the Encyclope-
dia Britannica?” 1 was all confused
then! They didn’t ask me any questions
after that.

There were other terrible problems to
solve for young Louie Scheimer though. 1
was the only kid in that damn school that
wore knickers! Do you know what knick-
ers are? Go look it up on Google if you
don’t. They were made to make me feel
inept. At school all the other guys had
long pants, and Louie had knickers. 1
hate knickers! And I remember my
grandfather brought me a little fake fur
coat, a teddy bear coat.

The other kids left me alone during
the daytime, coming home from school,
but they would become werewolves at
night. My job in the grocery store when
my dad was still alive was to take the rub-
bish out at night. 1t was like walking
through death row because the other boys
would hide and wait for me to beat the crap
out of me. These were the same guys I would
be playing with earlier in the day! I went
home every night, and they beat the crap out
me. I dreaded taking the rubbish out.

The toughest kid was Nonie Getz. For
years I didn’t know that his real name was
Homer. I thought the name “Nonie” was the
worst name in world, but Homer is pretty
bad. He had a brother named Howard, and
they lived nearby. 1 had inherited a two-
wheeled bicycle from my cousin, as well as a
green beanie, which had a propeller, but I
could never get it to propel. But that beanie
was important to me because I had inherited
it. If T lost it T would just die. It didn’t matter

that in my knickers and beanie I was the

closest thing to a nerd that you could find

in the 1930s.

Nonie had a better bike than mine, and
one time he came riding by and grabbed
that damned green beanie off my head and
went riding off! I thought I was going to
die, I would never see the green beanie
again, and I may as well go and get last
rites from the church. I went after him,
but, the next time I saw him, it was like it
had never happened. 1 was still worrying
about dying because of that green beanie.
Damned Nonie Getz!

I enjoyed the radio shows, but we didn’t
have a radio. 1'd go to the apartments at
the front of our building—we called them
the welfare apartments because every
Tuesday everyone got their check—and go
to Barbie Gallow’s. He repaired things, and
he had two boys who had a radio, so I was
really nice to them. I'd go over every after-
noon and listen to whatever they wanted to
listen to. Thankfully it was the good stuff. It
was Tom Mix, it was Buck Rogers, it was
Jack Armstrong, the All-American Boy. 1
thought for years, they were calling them
the All-American Goy.

We listened to KDKA radio—also called
WJAS—owned by Westinghouse and
reputed to be the first commercial radio
station in the country. When 1 was ten, just
a short while after my birthday, I was sit-
ting out in front of the welfare apartments
listening to the radio with some of the
guys. They had turned on Mercury Radio
Theatre. They started the show, and there

were these news reports about aliens invading
New Jersey. That was right across from us!
There were people velling and screaming,
Everyone believed that it was really happen-
ing. This was on October 30, 1938, and it
turned out to be that infamous War of the
Worlds radio play—Dbut we didn’t know that
at first!

Speaking of war, World War 11 was right
around the corner. By the time it started, 1 was
going to George Westinghouse Junior High
School. My uncle would come and pick us up
on the weekends and take us to my aunt’s
house. 1 remember being there in the house
all by myself on Sunday morning; 1 had no
idea where everybody else went. There was no
one to talk to, so I listened to the radio. I
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couldn’t believe what 1 was hearing. It had to be real; it wasn’t Orson
Welles or any actor. It was the attack on Pearl Harbor, December 7,
1941. I wanted to talk to somebody, but there was nobody around. I
was all by myself and didn’t know what to do.

We went back to the house, our little grocery store, that night.
The next day, Monday, we were in school, sitting in Ms. Murphy’s
classroom for geography, and they put the radio on. President
Franklin D. Roosevelt talked, and we were all glued to that little
radio. I remember listening to him saying all the terrible things that
the Japanese had done. He had a dynamic voice, which usually gave
you 2 feeling that everything was going to be okay, but this was fright-
ening,

On April 24, 1942, my father signed up for the draft. He was 47
years old then, and had lost some of his height, and his hair was
grey, but he was going to fight if they wanted him. I was far too
young, of course, but I did my part.
They had fake air raids, and I volun-
teered to be a bicycle courier and
deliver messages. I'd run around on
a bicycle going from air raid warden
to air raid warden and tell them
nothing happened. That was my way
to help the cause.

In October of that year when I
turned 13, I had my Bar Mitzvah. In
order to have a Bar Mitzvah, you had
to be able to read your portion of
the Torah in Hebrew! All Jewish kids
used to go to Hebrew school or have
someone visit them to tutor them in
Hebrew. My parents found some old
oeezer, Mr. Weinstein, who made a
living tutoring at home, so Mr. Wein-
stein used to come to our little place
twice a week to teach me Hebrew.
He taught it phonetically, but I was
not taught the meaning of words! 1
must've been the worst pupil Mr.
Weinstein ever had, and I used to
drive him crazy. I would be at the little
kitchen table in our little cellar, which was below the level of the
sidewalks. All the kids would come by and listen to Louie reading the
“funny stuff” through the windows by the sidewalk. I made it in time
for my Bar Mitzvah though. T had a blue suit, which was my very first
suit. 1 said my little speech; I was so happy. I got my quota of fountain
pens, but one of the presents I got was a $100 war bond. They really
cost only $50, which was still a lot of money in those days, but you
had to keep it for about 30 years before it was worth the whole
$100. Even better, though, 1 no longer had to see Mr. Weinstein!

[ 'was getting very large by then. T was six feet tall and over-
weight—I was 170 pounds or so. They took me to see Dr. Frederick
Roth, and he found that 1 had a glandular problem—a pituitary or
endocrine imbalance. That was a young science, and nobody knew
what the hell was going on in those days. I got shots twice a week
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and was put on a diet.

I had terrible nightmares, and the family thought I was crazy. 1
used to have a recurring nightmare about logs rolling down my
throat, and these logs were all chained together and made huge,
rumbling sounds. I'd wake up in a terror, all sweaty. I used to sleep
right behind the store, and 1 got involved with compulsive neuroses;
I'd count the Oxidol boxes and the Gold Dust boxes—soap chip
boxes—and try to fall asleep, and I knew that, if I did not do all my
little counting exercises, I would fall asleep and die. Well, one day it
got so bad, I figured I was better off dead, and I fell asleep without
counting, and I've never done it again!

Meanwhile, at Westinghouse I had a lovely art teacher named
Miss Viola Broskey. She was very young and had probably just gradu-
ated from our training school a year or two before she started there
al Westinghouse. She bought me a bunch of pens and oil paints, and
I became a hero of sorts. 1 could
draw fairly well for having no train-
ing. Once, she brought me this great
big piece of paper and stuck it up on
an easel and told me to paint what-
ever I wanted. 1 painted a guy stand-
ing under a streetlight, a sad, little
ouy in a sad, little place, smoking a
cigarette in the dark night. I thought
it was very important stuff. I even
started taking some Saturday morning
classes at the Carnegie Museum, but
[ wasn’t as talented as some of the
others there.

My father was very proud of my
drawings though. I remember distinc-
tively one evening, early in the war
during the blackouts, a guy named
Victor Saudek, who was the assistant
conductor of the Pittsburgh Sym-
phony, stopped by the store to make a
phone call. Some of my drawings
were laying around, and my dad
came up to get me to introduce me to
Mr. Saudek and showed him all the
drawings.

1 also used to draw all these lovely, naked women, except for this
blank area down between the legs because I had no idea what was
there. I used to roll them up and stick them in a little space between
the wall and the rocks behind it. I also had found a little dirty book,
a ten-page Tijuana Bible or something, with Tilly the Toiler and Mac
doing terrible things to one another, and I'd brought that home. One
day I reached down there to get these

drawings, and they were gone. 1 was Above:
terrified. I think my parents threw Lou & his mother
them away, but nobody ever said any- LatE
thing,
Westinghouse was a giant school Opposite:
with like 2,000 kids in it. T used to get Lou’s high school
photo




A’s all the time because 1 didn’t take any tough courses. The only
teacher in school who really couldn’t stand me was a guy named O.
H. “Pro” Burton. He was the football coach, and he was the toughest
ouy. By then 1 was the tallest guy in the class, and he would line
everyone up in PE. class from tallest to the shortest. There was an-
other guy named Bobo, who was a big African-American guy, but he,
unfortunately, was an inch shorter than I was. He was always right
behind me saying, “T'm going to get your ass, you white boy. Get you
out on the field, and I'm going to kick your ass and kill you!”

At that time in our neighborhoods, the racial lines were pretty
severe. The school was 60% Italian and 40% black—and three Jews,
including me. 1 told everyone else I was Italian. The day the black
kids found out that T wasn’t an Italian, it was the end of the world. The
bell would ring for you to go from one classroom to another, and they
would kick the sh¥t out of me. I tried to talk to them, especially this
terribly crippled black kid who hated
me. Once they knew I was Jewish, 1
said, “Black kids get the sh*t kicked
out of them by the Italians all the
time. What do you hate me for?” I
hated prejudice and discrimination,
and it was completely disorienting
for me. I could not understand why
people would hate or even dislike
each other for having a different religion
or skin color.

But that didn’t matter because I
was getting killed at school. I came
home, and my dad asked what hap-
pened to me. I said, “Well, the black
kids are beating up on me.” His re-
sponse was, “The black kids are
beating up on you, not the Italians?” 1
said no. He went to school and cor-
nered the Vice Principal, Mr. H. L.
Pedicord. In his thick German ac-
cent, with all the menace that was in
his big body, he said, “I would like to
see this black boy that has been beat-
ing up on my kid.” Pedicord re-
sponded, “We can't do that.” My father repeated himself more
forcefully, and they finally brought one of the boys in. My father
reached over, picked him up with one arm, and said, “If you ever
touch my boy again, I will destroy you.” He put him down... and
that was the end of the black kids beating me up.

My dad did have a quick temper, and I would fight with him more
as 1 got older. It wasn’t always that way—I remember him once whit-
tling me a wooden sword, so I could play “King of the Hill” using a
garbage can lid as a shield—but, by my early teens, we did fight
more. In the spring of 1943, he had had a violent seizure, and I had
to help him to bed. I tried to get doctors to come out to the house,
but it was difficult. T thought he was getting better. When you're
young, you keep thinking of your parents as immortal, but I wasn’t
terribly right about immortality at that time.

On May 19, 1943, one of the local priests came to the school and
called me home. They told me my father was very sick, but I knew it
was worse that that because they were calling me home. I ran all the
way and got to our tiny, little store, and there was a little crowd of
people. Father Solomon was there, a priest from the Holy Rosary
Church. T walked back into the rooms where we lived, and there
were my two uncles. My father was sitting on the toilet. He was feel-
ing bad and had gone to lie down and just made it to the toilet,
where he sat down and died.

He had a heart attack at 48. His family had a history of heart dis-
ease; his brother died of a heart attack at 50 and his sisters had died
in their early 50s. On top of his bad heart condition, he had his war
wounds, which meant only one kidney, plus there was the blood poi-
soning from his work at the slaughterhouse, the missing bones in his
hands, his weight nearing 300 pounds, along with other problems.
But I didn’t understand all that. T felt
like it was something I had done. I'd
had an argument with him the day
before. I had gotten him all upset,
and he was velling at me. To this day
I still feel semi-responsible for it,
even though he would have died
sooner or later. In those days there
was really nothing that you could do
with that kind of heart condition. But
it was one of those things as a kid. ..
whew!

My mother began taking care of
the store full-time, but she couldn’t
read or write. When people would
buy things or run out of money be-
cause welfare hadn’t come yet, she
would take the same item and make
a pile on the floor. I would come
home from school and there would
be piles of beans or soup or ciga-
rettes or other things all over, and
she would remember who had taken
what. Then she would have me write
up an order and count things up,
and, when everyone’s money came in on Tuesdays, they would come
pay her back. It was a different time.

In June, 1940, at age 17, 1 graduated as class valedictorian—an
honor shared with Dolores Jefferson—from Westinghouse High
School. T could have gotten a scholarship to go to the University of
Pittsburgh to become an attorney, but I knew that wasn’t for me. But
my mother had been fairly ill by then. The doctor said, because of
her heart, she would not be able to continue running the store, and
we didn’t have money to send me to school. So, I decided to go into
the Army to try to earn enough money. With the G.I. Bill, if T joined
for 18 months, I would get three years of school out of it. But I
couldn’t join at 17 without my mother’s permission.

I pleaded with her, and she signed the papers. 1 was joining
the Army.
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was in the Army now, post-war, at 17. My official entry date was September 25, 1946.

They sent me to the closest camp for training, in Maryland. That’s the first time that I
ever left Pittsburgh really. The war was over, so they didn’t even need to train people
very well. At the camp was a corps that took care of machines, which was not really the
place for me. But, they were sending people to the camp closest to where they had enlisted. They
gave you eight weeks of training to go overseas. They just needed bodies at that time to replace the
guys who really fought the war.

It was a miserable eight weeks in basic training. The beds were assigned up and down. I tried
desperately to get a top bunk; I didn’t want any little squirts up above me irritating me at night.
But I didn’t get what I wanted. Instead, I got
“Tiny.” Let me tell you, Tiny was the biggest per-
son I had seen in my life outside of Bobo in high
school. Tiny must have weighed at least 800
pounds. He was a nice guy, but I was sleeping in
the bunk underneath him. When he would climb
in, his bunk would sink down and land on me; I
couldn’t turn at night. I think sleeping underneath
him frightened me more than anything else in the
Army. The closest I came to death was sleeping

under Tiny,

The second closest I came to death was from the Southern guys who
were saying, “We are going to kill that Jew.” 1 was the only Jew there.
There were songs made up every night of them killing me; anti-Semitism
was everywhere,

The eight weeks went by amazingly fast, and then because I was going
overseas I got to go back to Pittsburgh for a few days. My mother had
gone to live with my Aunt Sarah. I spent a couple days with my mother,
my Aunt Sarah, and my Uncle Lou. They had their two boys by then, and I
plaved around with them for a while. From there I went to Fort Lawton in
Seattle, which is where they shipped personnel to Japan. That was the
end of 1946. Some of the streets at the Fort were made of dirt, and be-
cause it rained all the time the dirt would turn to mud, and 1 got to
spend my time mopping it up. I never saw Seattle as anything but a city Opposite:
of mud.

I ended up with a miserable cold when I departed on December 10,
1946, aboard the U.S8.S. General LeRoy Eltinge. 1t was a transport ship
that had been used by the Navy and recently transferred to the Army, I
arrived in Japan on the 27th of December. The rumors were that half of

Lou in Japan, 1947

Above:
Lou’s Army photo, 1946
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us were going to go to Korea, where the Ninth Corps was, and the
other half of us were going to be sent up to Sendai. 1 knew neither
was a good place to go, but that’s all T knew. 1 hated it.

So there 1 was in Japan in the middle of night; the only guy that I
knew there was a guy named Setcher who had joined up with me.
Setcher and 1 were wandering down this road, and I was really not in
good shape. Setcher was an interesting guy, but he was nuts. He goes
up to a poor Japanese farmer who was riding a horse and says, “Get
off that horse. I'm going to ride that horse. We've won the war.” 1
said, “You can’t take the guy’s horse. He’s a farmer and you're
crazy.” The poor Japanese guy got off his horse, stumbled around
and bowed, and handed
Setcher the horse. I said,
“Have you ever ridden a
horse?” And he said,
“No.” 1 said, “What are
you going to do with the
ouy’s horse? Someone is
going to kill you for this.”
Setcher couldn’t ride a
horse; he just wanted to
take it with him. I finally
talked him out of it. That
was the quality of our
armed corps. Later on
Setcher ended up going
up to Sendai. .. without a
horse.

I finally made it to
camp. It was cold; it was
awful. They gave us a lit-
tle blanket, and we were
basically sleeping out-
side. It was the middle of
the night, and I had just
fallen asleep when the
loudspeaker came on,
and this voice said, “Pri-
vate Scheimer report to
headquarters.” It was
three o'clock in the
morning, and they had
announced my name.
The worst thing in the world is for somebody to know your name in
the Army. They had my name. 1 was afraid they were going to shoot
me about that damned horse. I had been with Setcher, and I figured
they probably got him already. I was afraid they were going to think I
was a horse thief too!

So I went up to headquarters and banged on the door, and a
voice said, “Come on in,” Herbie Stein was sitting alone looking at
papers. Herbie and 1 had been very close friends from the time we
were five years old. He said, “What in heaven’s name are you doing
here?” I said, “What do you mean?” He didn’t know that I had en-
listed. T said, “T joined after you did, Herbie.” I suddenly realized
that Herbie was drunk. I never knew Herbie to drink. I said, “What
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are you doing?” He said, “I'm drinking booze, and you're a lucky
son of a bitch. I'm in charge of telling you where you're going to go
to serve out your term here.” I said, “You?” He said, “Yeah, that's my
job.” 1 said, “Herbie, what am I going to do?” He says, “You're going
to go to Tokyo. You might even get into the Honor Guard for the gen-
eral.” He was talking about MacArthur. He told me that was the only
place he could send me, but first I would have to go help at the
Japanese finance department. Well, I didn’t want to be in the Honor
Guard and wear those shiny helmets and look like a statue, so I
knew I had to do something.

We spent a couple of days at the station before being shipped out
again, and in that time |
found a newspaper called
the Pacific Stars and
Stripes. 1 thought maybe 1
could work there; maybe
they needed an artist. the
Stars and Stripes had a
headquarters on the sec-
ond floor of a building
near the Imperial Palace,
which was where
MacArthur’s headquarters
was. The first floor was a
Japanese newspaper
called the Tokyo Times.
It was published in Eng-
lish and actually had been
published all through the
war in English. It was also
near a railway station,
and there was always a
train passing or noise
from drunken Japanese
wandering about because
there were also a couple
of booze places right next
door.

So, I got there and
walked up to the Stars
and Stripes offices. 1
knocked on a door and
this guy answered. I said,
“Who do I talk to about getting a job?” He said, “Are you crazy?” |
said, “I don’t think so.” He said, “You don’t walk in here and get a
job; this is the Army. You apply, and you go to see the head of your
unit.” And I said, rather cockily, “That’s too bad. I'm really preity
good.” And he said, “What do you do?” And I said, “Well, I'm an
artist.” I was not an artist. But 1 was as good as anyone that they had
there. What I didn’t know is that they had lost their artist!

The guy in charge of the art department was named Blackie—a
really nice guy. He previously had a guy there doing all the art mate-
rial for him that had to be done, including a daily cartoon. I said,
“I'm the pertect guy for that!” And I got the job!

Stars and Stripes was a daily newspaper, plus a Sunday edition,



probably ten to twelve pages a day, tabloid size. The Sunday was a lit-
tle heavier. Most of the paper was run by guys who were leaving be-
cause they had already served four or five years in the Army and had
gone all over the Pacific. The new guys coming into the shop were
about my age. One guy that had been there a while had been with the
Office of Strategic Services (0SS)—which preceded the CIA—dur-
ing the war. He had made some big mistake on an assignment in Eu-
rope at Arnhem Bridge, had gotten kicked out of the OSS, and ended
up at the paper. One of the kids there with me was Pete Hynes,
whose father, John B.
Hynes, was the mayor of
Boston.

Anyhow, Blackie gave
me the job as the replace-
ment for Bill Mauldin. 1
said, “Bill Mauldin? He’s a
genius!” He says, “Well,
you're in charge.” I ended
up doing three or four
cartoons. He immediately
decided that T was not ap-
propriate and that there
was no way that I was
going to take over where
Bill Mauldin had left off.
So, he replaced me with
the syndicated version of
Bill Mauldin. But at least
he kept me onboard.

[ started helping
Blackie with all the mechanical stuff that he was doing at the news-
papers. They had these big manual typesetters banging and crashing
all day long because it was early typesetting. They would put asbestos
panels in the shape of a press drum, and then they would put lead
into that and produce these big plates to print from. Those would
need to go down to another Japanese newspaper because the Tokyo
Times didn’t have the number of presses that would allow them to
print the Stars and Stripes and their own newspaper. So one of my
jobs was to take the big metal newspaper plates down to the Japan-
ese paper where we were printed.

I didn’t tell them this, but that was a problem too. You couldn’t
carry them down by hand; they had to go down in a Jeep. Well, I
couldn’t drive! I didn't know what to do. The Ginza was very busy
with all these people and cars. They gave me the keys to the Jeep,
and I said, “Is anybody else going with me?” “Oh no, no.” Well, 1
knew how to get the Jeep started, and I knew how to go forward, but
[ forgot about the brakes. So, 1 was going down this alley, and 1 knew
a couple words of Japanese. 1 knew the words for “Danger, danger,

danger, jump out, jump out, jump out!” I'm yelling this because I
didn’t even know how to honk the horn! It was like the sea parting,
There were Japanese jumping all over the place. After a couple days,
I could get from our offices to the Nippon Times safely. I never hit
anybody, thankfully, but I'm sure they thought I was a maniac.

On the bottom floor of the paper there were plate glass windows,
and that was the front of the Tokyo Times. They had guys sitting at
desks writing, and there were some presses in the back. In my sec-
ond week, 1 forgot about the brakes again. I drove up, forgot to put
the brake on, and drove
through the f¥cking win-
dow! There was glass fly-
ing everywhere and
people hiding under
desks. And the Jeep was a
wreck.

The guy in charge of
the newspaper was
Macabee, and he was one
tough guy. I was very
lucky. Macabee just
looked at me and said,
“I'm going to teach you,
young man.” There was a
quiet, frightening aspect
to Macabee, like he was
going to do something ter-
rible to you. Every time
that I screwed up,
Macabee would just look
at me. We had someone commit suicide in our building once; he
jumped to his death. I was afraid Macabee was going to blame me.
He had me totally, constantly in fear of him. I was next to his office,
and he looked in every once in a while. I think he was just making
sure 1 wasn’t destroying the place.

I had a friend there named Matteo Lacroce. Mateo was one step
down the ladder from me. If I did something badly, he did it worse.
Between the two of us, it was a disaster for the Army. One day Mateo
and I and two other guys were sitting in a Jeep outside of the paper.
These other guys started talking about Macabee. I said, “He is evil.
He is the worst thing that you can possibly be. He was sent by the

Opposite:
Lou with Herbie Stein

Above:
Lou working at the Stars and Stripes
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devil to kill us.” 1
looked up, and there’s
Macabee looking at
me. I tell you, I fainted.
[ didn’t know what he
was going to do. He
said, “Scheimer.” 1
said, “Yeah?” “Just
checking.” T've never
been so terrified in my
life. Macabee never did
anything wrong to me,
but he had me terrified
for a year.

[ found out that
Herbie was in Yoko-
hama, so after I finally
learned how to drive, 1
would take the Jeep
down to see him, with
Mateo. We would go
out and drive around. I
remember driving
once, and it was not a
good road. Herbie velled, “Oh my God!” There was a big semi-cov-
ered ditch in front of us. I panicked. Instead of hitting the brakes,
hit the gas, and we flew over the huge hole. They never let me drive
again.

One night we were all going out to eat at a Japanese restaurant in
a semi-hotel. Everybody was there, and the guys were all having beer.
I had never had beer; I didn’t drink anything. I'd gorge on ice
cream. I was the only guy who went to the ice cream parlor every
day. So, everybody was getting drunk, and I was all by myself. I de-
cided to go to the men’s room, only there was no men’s room. 1 said
something in Japanese, and a guy pointed to a door. I went in, and
there was a little, old lady sitting naked in a tub. She must have been
90 vears old. I mean, 2 majorly old lady. I tried to back out, and she
stood up and started bowing, naked. So I started bowing. I bowed
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my way out the door and didn’t pee for a day because of the sight.
That was the first naked woman I had ever seen in my life. .. a 90-
year-old Japanese lady.

Another time Herbie, Matteo, and 1 went to a Japanese golf club. 1
said, “1 can’t play golf. I can barely walk; I can’t do anything like
that.” But they insisted. So, I was out there trying to hit that ball. We
had a Japanese caddie with us, and he’s rolling his eyes. I hit the
ball, like, 72 times. I didn't realize you had to get the ball into a
hole; I was just hitting it around. Finally, the Japanese caddie picked
up the borrowed golf clubs, lifted them over his head, and smashed
them on the ground while screaming at me! Well, that was the last
time I played golt.

Herbie and Mateo and 1 went to Mount Fuji once, and decided
that we were going to show them how to climb this mountain. We got
to the base of the mountain, and started trudging along. At 200 feet
we started puffing. We got to 300 feet, and we felt like we were
dying. And then this Japanese woman of about 120 years old — with
this big, big thing on
her back that she’s car-
rying — walks right
on by us going three
times as fast. We never
got to the top.

Before this devolves
into the “Misadven-
tures of Lou
Scheimer”, let’s return
to the newspaper. My
cartoons were terrible.
I didn’t know how to
make them funny. 1 do
remember one of
them. I hated going
through the fish mar-
ket because of the
smell. I did a cartoon
with a Japanese guy
bowing to a Japanese
lady. The guy’s carrying
a stick and has black
olasses on and can't
see because he is blind. And he is talking to this barrel of fish and
saying, “Hello, Mrs. Yahama.” Old lady smells like a fish equals not
very funny. I did do another one that I thought hit it out of the park,
but what they needed was somebody who could draw cartoons for
the paper, not somebody who smashed up the Jeep all the time.

1 did do one other artistic job on the paper, though, and it scared
me even more than the others. I was told that when pictures of Gen-
eral MacArthur were to be published, I was to make sure that there
were no wrinkles in his chin, on his nose, under his throat, or on his
forehead. They told me how to use an airbrush, which I had never
used before. This was about 60 years before Photoshop, you know! I
was told I would probably be executed if any of the wrinkles got
printed in the paper. But MacArthur really looked awful. He had
wrinkles all over the place. 1 think I missed a wrinkle once, and his



aide-de-camp, Faubion Bowers, called the paper, but I wasn't exe-
cuted.

I had another job that wasn’t very artistic, which revolved
amongst those of us there. Once a month or so, it was my turn to be
the guy that stayed at the paper at night to make sure that it wasn’t
destroyed by drunken Japanese, because we were so near the bars.
Basically, I was a security guard for the night. They wouldn’t let us
have a gun, and I didn't like to shoot guns anyhow. Somehow, how-
ever, I had found an old Japanese sword.

One Saturday night, I realized that the place was surrounded by
drunken Japanese soldiers. So I moved the cot close to the second
floor near the door, and I got out my sword. I said “I'm going to kill
any son of a bitch who comes up here.” Well, the first thing that
came up the stairs were two hookers, and they saw my sword, and
ran the hell out of there! Then a bunch of drunks came up, and they
saw me and 1 scared the sh*t out of them. 1 said “I'm doing preity
well here.” I went back to bed, and took my sword with me from
then on if necessary.

We practically adopted a Japanese kid at our building, When we
first got there, we saw a little guy in a perfect American G.1. uniform,
but he was miniature. I thought at first he must have been a dwarf
that was drafted. But he was a war orphan, and he told us his name
was Jimmy. The guys who had been there before had kind of adopted
him and had a seamstress make him his own uniform. Matty and 1
took care of him for a2 month or so, giving him food and hiding him
around where he could sleep. He ate a lot of ice cream. And then
one day Jimmy disappeared. We went looking for him, but we could
never find him, I'd like to know what happened to that kid.

As my vear in Japan began to draw to a close, I was still at the
Stars and Stripes. 1 wanted to go home, but I really loved Japan. 1

met some of the most interesting people in the world, and I started
to develop a point of view that was not the point of view I had living
in Pittsburgh. I found this exotic, wonderful world, and it was great
to learn the Japanese could be beautiful people after spending ten
years of my life with the wartime media drumming it into me that
they were hateful, horrible beasts. I really started to appreciate the
beautiful form and texture that you could only find in Japan. The art,
the calligraphy. .. it was so graphically interesting, mysterious, ro-
mantic. | knew that the things I was doing there would be things I
would never forget. The people, the way of life, the literature, the
look, the feel, the architecture... it was an incredible experience.

It was also the first time I'd ever been on my own. I found out
that not only could I survive, I could do very well. Because I had
been thrown in with a lot of older guys from the military, I knew that
I didn’t want that as a career. I wanted to go to school and be some-
thing more. My time in the Army was benefitting my future, and I was
enjoying the moment, but at the same time I couldn’t wait to get the
hell out.

[ left Japan on December 17, 1947, on a ship. As we were in
Yokohama Bay at five o'clock, six o’clock in the morning, we could
see Mount Fuji rising up into the sky in the sunrise. It was magnifi-
cent.

I arrived back at Fort Lawton in Seattle on December 29, 1947,
and was discharged from the Army—THonorable Discharge—on
January 5, 1948. They gave me a train ticket to get home o Pitts-
burgh. I only had about 50 bucks in my wallet; the rest I had sent
home to my mother to save for me. The G.1. Bill would pay for three
years of college, and I had saved enough for my fourth year.

I was going back to live with my mother and aunt and uncle for a
while because I couldn’t get into a school during midterm, so I had
until September before I could start. But, somewhere between my
copying of Prince Valiant as a child and my horrible cartoons for
the Pacific Stars and Stripes as an adult, 1 had decided what I
wanted to do.

[ was going to be an artist.

Opposite:
Lou in Japan, with a Jeep he
hadn’t wrecked

Above:
A later Army photo of Lou
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0, I had my calling I thought: I knew I wanted to be an artist, and I knew that schooling
would help shape me into one. I applied to the Pratt Institute, a very good commercial
art school in New York. My mother didn’t want me to move there. At the same time, I
took the technical test to get into Carnegie Technical Schools, more commonly known
as Carnegie Tech. It was a very difficult school to get into, and I really did not think I was going to
be able to make it. Of the freshman art class each year, only about 20 would end up graduating—

not very strong odds.

I had taken SATs before, but at Carnegie they didn’t look at anything you had done in the past. You had to go to school there for a couple of
days and they would spring tests on you to determine whether or not they felt you had the ability to go there for four years.

I'll tell you about one of those tests, but first you have to understand how the school was laid out. As I recall, the first floor was for drama,
and they were one of the best drama
schools in the nation. The music school
was on the second floor, the school of
architecture was on the third floor, and
the fourth floor was the painting and de-
sign school. All the arts were there in
that one complex. One of the days I was
trying out there, one of the drama guys
ran into our classroom, and he stood
there for five or ten minutes, talking and
wigglng, velling and screaming, and
going through all sorts of nutty stuf.
Then he left, and the teacher said, “Do a
portrait of him.” And we had to try to get
the feel of what he was like and what he
was doing. All I remember was that he
didn’t have a shirt on, and he was wear-
ing what 1 thought was a top of a potato
sack, but it was all wrinkled and you
could see through it. I watched what
everybody else was doing before I
started mine.

Surprisingly, I was accepted to
Carnegie Tech, and 1 started on Septem-
ber 17, 1948. Going there was a pivotal
point in my life, in my development, 1
think, as a2 human being because it
wasn't just an art school. Every year, be-

sides the art courses, you took an academic course. And Carnegie Opposite:

Tech’s philosophical approach to teaching was not to teach you facts, Lou, the Artist

but to teach you concepts. Every part of the school had a point of

view where the instructor’s object was to teach you to solve prob- Above:

lems—all sorts of problems. Early art by Lou
Learning art at Tech was an interesting experience. I really loved
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it, and it probably meant more to me than any single thing that I have
done in my life because 1 concentrated on the art and worked hard,
and they had difficult, difficult problems to be solved. And, there
were some interesting people in the school at the time.

I went to school with Andy Warhol. His name was Warhola then.
He was a year ahead of me because he had
not been in the army. Everybody thought he
was of Polish descent, but he had a Czecho-
slovakian background. He was really a nice
guy, but the oddest guy I'd ever met in my
life. You'd be talking about the sun, and
he’d be talking about the moon, but you
wouldn't know. I mean, it was always some-
thing sort of like what you were talking
about, but off someplace different. He used
to walk to school, and I walked with him
sometimes. He'd come up those terrible
hills from where he lived down in the steel
mill sections of Pittsburgh.

Andy was always on the list of people
who were being warned that they were on
the verge of being thrown out of school,
and yet he ended up probably being the
most successful man to ever graduate from
that school. He spent four years being told
constantly that he was not doing the prob-
lems sufficiently correctly in the eyes of the
teachers. He could draw, but, if they wanted
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you to draw a stick, he would draw a river! He could draw like a son
of a bitch, but he flunked every test because he never, never solved a
problem the way they thought it should be solved.

[ was friends with a guy named Bill Shaffer, and he was a friend of
Andy’s. They had graduated from the same high school. Bill probably
was the most talented guy in the class. I don’t know what he’s doing
now. He was working for the Z.4. Times for a while doing illustra-
tions and comic stuff. Another guy in the classes was Philip Pearl-
stein, who is today one of the foremost neo-realists in the country.
There was another guy named Arthur Reisz, and he was a bit like
Andy, but he seemed smarter than Andy. When Arthur didn’t do a
problem, he knew he wasn’t doing the problem. I don’t know
whether Andy knew that he wasn’t doing the problem; he was just
solving it his way. Reisz was a genius, and I had a funny situation
happen once where 1 asked him to do something off-campus with
me only to have someone else warn me that he was gay. But he was
fun and brilliant.

Here I was in the class with guys who could really, really draw
and had total control of what they wanted to put on the paper... and
I'd sweat it out just trying to get along. I mean, I knew art was the
only thing I wanted to go to school to do, but going there and seeing
what could be done and how people with a lot of talent can do mag-
nificent stuff where you know exactly what they're trying to say and
exacily how they're doing it and they totally control the medium. ..
it’s humiliating because, when you're not quite that good, you're
fighting all the time. And the teachers start to know which students
were really shining,

Shaffer and I decided to do some projects together. One of them
involved painting and color relationships from the cold colors to the
warm colors. You'd cut them up, and you'd put them on pieces of
paper and cardboard to see how the gradations worked. Shaffer and
I decided we were going to save some time, so I did half of the col-
ors and he did the other half, and our pa-
pers were exactly the same. He got an A,
and I got a D. The funny thing was because
our names were so close our stuff was al-
ways hung next to one another, so the guy
who looked at those color chatts saw the
two of them at the same time and said one
was wrong and the other was right! But 1
kept forging ahead.

One thing they didn't care about in col-
- | lege was that I was left-handed. It was never
- 3 “ brought up. It might surprise people to

sanizl know about it nowadays, but back then it

== was a big deal in school. In high school
4 they would tie your left hand behind you, so

& vou couldn’t use it and were forced to use
| vour right hand. T was lucky because that
e o2 { could really have screwed me up, but it
didn’t affect art at all. Brushes and bottle
tops work just as well for a left-handed
artist!

I'm going to break time frame here and
tell a story about another alumni of



Carnegie Tech, so if you're skipping ahead you're gonna miss this lit-
tle gem. Two decades or so later, I was wearing my Carnegie Tech
ring at the Filmation offices, and one of our most popular voice ac-
tors came in. He saw my ring and asked me when I went to school
there. Turned out we had both been in the class of 1952, but I was in
art and he was in drama. I used to pass him all the time, but he had
hair back then. That guy was Alan Oppenheimer. .. the future voice
of Skeletor on He-Man!

Anyhow, during the summers and times when I wasn’t in school, 1
worked a variety of jobs. When you got out of the Army, you got $20
a week for 52 weeks, which you could live on, but I needed more
than that. One of my close friends’ fa-
ther worked for this group of stores,
and they had a place where they put all
their spoiled goods to be returned or
to find out why they had gone bad. I
worked that job in this hole with bugs
rolling around and guck coming out of
broken cans; 1 lasted in that job for
about two weeks. I went back to my
aunt’s house that first day, and she
squirted me with the hose before she
let me in the house. There was a milk
strike, and all the milk companies
were trying to get back into the good
graces of the people they had offended
by not delivering milk. So, I took a job
running around trying to sell milk to
people. That didn’t last very long
though. Then I got a job in a shoe
store on Squirrel Hill. That lasted for
quite a while, even when I was at
school. I would go to Tech during the
week and sell shoes on the weekend at
my uncle’s shoe store. 1 probably did
better selling shoes than I did in
schooling. I think I was making about
§200 a month.

My mother and I were still living
with my Aunt Sarah and Uncle Lou and
her family at 3316 Parkview Avenue.

My mother didn’t really need much money, and my aunt never
charged us for anything although they fed and housed us. Sarah
treated my mom more like her own mom than as a sister; they used
to do everything together. My mom was fed and she had clothes, and,
although I had sent her money from the Army, she never touched it.
She had $4,000 when my father died, and she never touched that ei-
ther. We had just given the store away; it really wasn’t worth much by
then. At my aunt’s house, my mother slept in the same bed as one of
their sons, and 1 slept in the nursery. My cousin Irving, who was gay,
lived there as well.

I didn’t really know whether my cousin was gay or not at that
time; he was just such an unusual guy,
and there was 2 meanness about him
that T did not like, especially toward
his younger brother. There had been
| one gay kid in the neighborhood
where I grew up. He was a really hand-
some young man, an Adonis, but he
was very fluffy. He was always the sub-
ject of people making fun of him. His
name was Georgie something, and they
| would call him “Georgie Porgie.” 1

| liked Georgie, but he was in a world
M\ | all of his own. I did not know what
| “gay” meant and probably didn’t find
out until T was in the Army, I think I
first heard the word “queer” in col-
| lege, and there were a number of gay
| people there. But T had no problem

Opposite Above:
A self portrait

Opposite Below:
An illustration of men

Above:

A colorful illustration of gears
and pinwheels

Left:

An expressionistic illustration of
a queen
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with them because I understood that they faced the same kind of dis-
crimination I had faced as a Jew and that the black kids had faced all
through school. Anyone who has gone through bigotry like that
should have learned that you would never want it to happen to your
children or your friends or anybody.

Between the Army and college, 1 had really been broadening my
mind. When I had any free time, I was back to one of my favorite
hobbies: reading. 1 read a lot of science fiction. One book that really
stuck with me was The Story of Philosophy by Will Durant. It got me
thinking about modes of life, reasons for living, the philosophy of
life, people’s points of view, and how people have artistic and philo-
sophical points of view graphically too. The broader you are, the
more you try to expand your own horizons, the more that shows up
in your work.

On a personal level, my dating life was not nearly so expansive as
my academic life. I had dated a girl briefly before the Army, but had
gotten a “Dear John” letter while I was in Japan. And I didn’t indulge
in shenanigans in the Army. So, with the exception of some kissing
and a little bit of feeling around, I was pretty inexperienced when it
came to women.

And then Jay Wucher happened.

[ was between my sophomore and junior year at college. It was
June 29, 1950, and I
was 22 years old. One of
my extended relatives, a
distant cousin named
Margot Sellig, or “Mag-
gie” as we called her,
was having a party. She
was going to Penn State.
I went to the party with
some friends, Lynn
Helferd and Howard,
and we were very adult
because we had a bottle
of booze with us. We de-
cided we weren’t going
to give our bottle to any-
body else if that was the
only bottle of booze. We
peeked into the windows and saw they didn’t have any booze in
there, so we were going (o leave. As we were leaving, a second
cousin walked by named Norbert Weikers, and he recognized me, so
1 was stuck. 1 had to go to the party.

Maggie had invited one of her college friends to the party with
her, a girl named Jay Wucher. I walked in the door of the party, and 1
saw this buxom blonde broad with a low-cut purple peasant blouse
and a tan skirt, and I said, “Wow!” So I decided to stay at that party.
She walked up to me and said, “You got a ciggie-boo?”” meaning a
cigarette. She was 18 and gorgeous. She had long blond hair at that
point and one white eyebrow and one dark eyebrow. I later found
out the white eyebrow came from her being hit by a car when she
was a child. 1 didn’t have any ciggie-boos, but I did smoke in those
days. Eventually we found some and went outside to smoke.

And then she had to say goodnight to her date! She had come
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with this guy named Marvin Reidbord, who was her next-door neigh-
bor, and he had a headache and had laid down for a while then de-
cided to leave. So, she walked him back out to his yellow Pontiac
convertible, and he asked her, “You're going back to that guy, aren’t
you?” She said, “What guy?” He pointed to me, the guy who was
walking across the lawn and looking at the car every 30 seconds.
She told him that she was just going to stay over with Margot, then,
sure enough, she came back in. We went to talk in the kitchen, and 1
started to flip coins. I have no idea why I started to flip coins. I didn’t
know what to say, but I desperately wanted to talk to her. It was a
game called “pitch penny” or something,

I couldn’t win, but she pretended that she was losing because she
didn’t want the game to end. I was losing and didn’t know what the
hell I was doing. I was looking down her dress, then I was looking at
her face. I fell in love. I had never really done anything sponta-
neously, but I was drinking too, and I got a bit beschnockered. Fi-
nally, I said, “Do vou want to take a walk?” We went outside and
walked down the street. We stopped under a tree—it was like 10:00
at night—and I got down on my knees and asked her, “Will you
marry me?” She looked at me like I was crazy and said, “Yeah, I'll
marry you.” She thought she had 2 maniac on her hands. She did ac-
cept, but she didn’t really mean it I found out later. I did not know
that she wasn't Jewish, something that would later cause a lot of
trouble in my life.

She did stay the night at Margot’s that night, but so did 1. We
didn’t fool around or anything, although Lynn and Margot did! Jay
spent the night fighting off my advances, but it was a very easy tight-
off. She was wearing a damn blue rubber girdle that I still curse to
this day. She spent the night on the couch, and I think 1 got the floor.
I remember waking up and feeling not too well. Lynn came up, brag-
ging that he had screwed my cousin, which I did not want to hear.
The four of us ended up going to a park that day and spending the
night again. The next day we went out together again and came back
to find Maggie’s parents had come home and found a subway token
in her room that was clearly not hers. Her mother came out with 2



carpet beater and went after me, thinking I was the one who went
alter her daughter. She even got me in the head with the beater,
which may explain some of my craziness all these vears!

We took a streetcar out to where Jay lived, and 1 waited on the
corner of Liberty Avenue for her to get her car. It was a black Lin-
coln! I never knew anybody who had a black Lincoln. It was almost
the last time I saw her though; she was going up to a lake with a
bunch of old friends, and I went to work the next day. Some time
went by, and 1 was telling one of my co-workers at the shoe store, a
black kid named Irving, about her. He said, “Man, you better call
that girl because, if you like that girl and you don't call her, then
you're a jerk.” So, I went down the street to a restaurant. It was
rowdy in there, and, as I called her, I saw these two guys carrying
this knocked-out guy outside after a brawl. I told her about that and
then said I'd like to see her again. And then we started seeing each
other practically every weekend!

Between the job, my girlfriend, and school, I was happier than I
had ever been in my life and vet crazier than I had ever been. Things
started to fray, but I didn’t know it at first. Jay and I started seeing
each other fairly fre-

know what to do. But, when I was made aware of what the hell was
happening, I somehow straightened out what I was doing. If it had
not been for that half year, I probably would've graduated with al-
most a 4.0 average, but there was no way after that year!

In my third year, I had to choose what kind of an artist I wanted
to be: I could pursue teaching, industrial design, or painting and de-
sign. The option I decided on was painting and design because I was
not interested in industrial design, and I was definitely not interested
in teaching art. Strangely enough, given where my life went, the ap-
peal of teaching art in a grade school or high school was lost on me;
while I could see a bit more appeal to teaching art in college, with
more stimulation and thought and pushing, I still didn’t think teach-
ing was for me. I'm not criticizing teachers, who 1 think are wonder-
ful, I just mean that it was not something I saw for mysell.

But my choice came with its own problems. If I was going to be a
painter, how was I going to make a living? Jay told me to take paint-
ing and design, and we'd go to Paris and paint and live there when
we got married. I thought she was nuts. I just wanted to make sure I
could get a job, and she wanted me to go to Paris. But I chose paint-
~ ing and design. By the

quently; she would come
down from Penn State—I
later found out that she
was hitchhiking! I thought
[ was doing great in school
until I was put on proba-
tion at the end of the first
quarter and told I was
flunking practically all my
courses. Well, I had no
idea! It was very difficult in
art school because every-
thing is subjective....

Four times a year,
they'd have judgments.
That means all the work of
all the people in your class

third year, you were sort of
off on your own. You made
your own decisions—this
is what I want to do, this is
what I want it to look
like—but the style they
had taught us the first two
vears really lived with me
and has throughout my
life. If you thought about
the problem and you
looked at the problem and
you decided to do some-
thing with it, then you
could proceed. Never start
something without having
some knowledge of what it

was displayed. There were specific objects and specific problems
vou had to solve. And the faculty would be pushed, like on a trolley,
past each one of these groups of works, and your grades depended
upon how that faculty reacted to your ability to solve those graphic
and aesthetic problems. The people judging our works were young
guys, old guys, and a couple of women. Some wanted stuff in a very
contemporary fashion, others did not, and somehow it boiled down
to whether it was acceptable or not acceptable. Well, T obviously
wasn't on the right wavelength that year because I almost got my ass
thrown out of school. And I tell you, when you start getting incom-
pletes or fails in art, you don’t know what to do because what you
think is the proper solution to a problem is not the proper solution;
there is no formula that allows you to say, “2 + 2 =" because it
doesn’t work that way. Somehow, 1 was perceiving the problems in a
way that no one else was. Something had happened to me. I guess it
was love.

I got called up to the dean’s office and put on probation. I was so
confused when they told me I was doing everything wrong. 1 didn't

is you're doing, where you're going, why you're doing it.

In design there’s size, shape, position, direction—those are
things you play with, and you rearrange them, and you come up to
something, and you say, “Hey! That’s about as good as I'm going to
be able to do with this specific problem.” Well, you can translate that
to anything. And being able to solve things graphically really is won-
derful because it’s a point of view that allows you to think about
many problems. It’s not just your head; it’s all those emotions that
come out at the same time—position, shape, direction, texture,

Opposite Below:
A college photo of Jay Wucher

Opposite Above:
Lou, Jay, and a friend, in their college years

Above:
A symbolic painting of skulls
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color—I mean, there’s life in there! There were times when we
would limit ourselves, working in black-and-white for months, no
color at all, and get as much as we possibly could out of that. Or
work with nothing but line and the quality of the line and the texture
of the line and what a line can do to define a form. It becomes part
of you, and after a while it becomes second nature and is not a con-
SCious process.

And, although I finally started to really enjoy what I did—with the
hundreds and hundreds of drawings, paintings, design problems—I
could never get to where I really felt I had mastered anything. T al-
ways felt uncomfortable with the drawing. 1 never got the feeling that
I had really been able to get exactly what I wanted on that paper or
on the plywood or on the masonite I was painting on. In my class
there was no one other than Bill Shaffer that I would have traded my
talents for, but I just didn’t feel that 1 was as good as 1 wanted to be.

But, I got through Carnegie Tech, and, by the end of the fourth
vear, I thought I did have a back-
ground in how you'd prepare art for
reproduction. It seemed like that
could be a career path. T was really
much more interested in illustration,
perhaps even easel painting. But it
wasn't likely one could make a living
as a painter. Most of the guys who
ended up making their living as
painters were also teaching,

During this period of the early
1950s is when 1 really started seeing
animation blossom. There were some
animated films that were so unique,
so daring, and so unlike anything any-
one had ever done that I became in-
trigued with animation. I did not
really think about getting involved in
animation, but I at least saw it as a
new way of communicating. 1 espe-
cially liked the work of the studio
called UPA, or United Productions of
America. Their Gerald McBoing-
Boing things were coming out along
with the early Mr. Magoo stuff. They did Thurber films such as 7he
Unicorn in the Garden, and each one of those was like a little, mov-
ing painting. They were just marvelous. 1 said, “Look at what people
are doing out there! They're making art move!”

I'd seen all the Warner Brothers shorts, but I'd never thought
about those as art. T thought about those as storytelling. But, when
UPA started, I thought about that work as art in motion, in time. They
did wonderful graphic work. And, maybe in the back of my mind,
there were the seeds of an idea being planted. But it wasn’t some-
thing that was ready to grow vet.

I graduated on June 7, 1952, with a Bachelor of Fine Arts in Pic-
torial Design degree. While I was looking for a good job, 1 had
started working on a project with some other guys to publish a mag-
azine called the Pittsburgh Spectator. 1 had devoted months to it as
the art director for free because the guys had no money. We got
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some issues out and sold some advertising, I was doing it while I was
still going to school, and we continued to do it after I graduated hop-
ing the thing would succeed and 1 would become an art director on
a real magazine. It seemed to me that if you had to make a living that
would not be a bad way to do it.

At the same time, we found out that my mother was suffering
from cancer of the cervix. She had one operation to remove her
cervix, and, after that first operation, I thought she was going to be
okay. She looked good and started gaining some weight. This was
just before I graduated. And then she went back into the hospital in
September, and it was a ghastly time. She suffered greatly. It was a
long and painful for her in that hospital. We never told her that she
had cancer, but I think she probably realized it.

In the two-plus years 1 had been dating Jay, my side of the family
hadn’t accepted her much because she was a shiksa, which was a
condescending word for a non-Jewish woman. And Jay’s family
wasn't very accepting of me either. But,
during my mother’s sickness, she fi-
nally came to accept Jay. Jay would
come down to the hospital to help, and
she would cry because my mother was
looking skeletal. Then my mother’s
legs became gangrenous—that’s one
of the things that happens with cancer.
They were going to amputate one of
her legs, and, by the time she had died,
she was subjected to morphine be-
cause she was in constant pain. I was
there every day and every night, and
Jay was often with me.

Mrs. Goldfarb was one of my
mother’s friends who lived on the hill,
and she would come to visit. She was a
wild woman, and I really liked her. She
used to speak Yiddish to me and my
mother. She was in the hospital room
with me, and we both thought my
mother was asleep. Mrs. Goldfarb was
saying to me, “Liebel, I have such a girl
for you. You should meet this girl,”
and this little voice came from the bed. Mother said, “Mrs. Goldfarb,
do no good. He’s going with a nice girl. She’s a shiksa, but she’s a
really good girl.” It made me feel so good. 1t was really terrific. One
time, near the end, it was Jay’s birthday, and my mother remem-
bered, and she said, “Did you get something for Jay?” She gave me
some money, even though I had money, and made me go downtown
and get her a gift for Jay.

I really think that she knew she was going to die soon, and she
was happy that I had a woman 1 loved. The night before she died,
she woke up and spoke to me in Yiddish. She said, “Liebel, where
are we? We're in a strange place. What world is this?” And it was so
frightening to me because she did not know where she was. 1t
must've been a vision of death. I have no idea what it was. 1 left the
room for a couple seconds to go and find my aunt, and when I re-
turned she was dead. Long after her body had given out, her heart



had stopped beating,

1t was November 24, 1952. She was buried next to my father at
Beth Abraham Cemetery in Pittsburgh. Jay came down for the fu-
neral. I was a wreck. All the months of seeing my mother in so much
pain and knowing that there was nothing good that was going to hap-
pen out of that. . . it took its toll.

Unfortunately, the Spectator magazine folded around that time as
well. It never made enough money. I had a big fight with the guys
who had started it. I was involved with it from the very beginning, but
some of them turned out to be crooks. Many of the ads were fake
ads that were never paid for. Not only could they not pay us, they
couldn’t pay the printing presses either. So, it was over.

My mother had left me $4500, which was the money my father
had left her, plus interest. I kept looking for a job, and 1 finally found
one at a little advertising agency called Rothman and Gibbons. 1
started there at the end of 1952, 1 think, or the beginning of 1953. 1
was making $150 a month or something. It was a crumb-bum job,
and 1 was the only artist and the art director; I was directing myself. I
did sh*tty little jobs retouching photos of storm windows and putting
highlights on photos of aluminum windows. I
did drawings of houses for some outfit they had
called Swift Homes and pasted up type. It was
an awful job, but it was a job! I tried to get into
an advertising agency, but nobody needed any-
body. My portfolio did not intrigue them.

In 1953 Jay and I got officially engaged. Even
though we had been dating all that time, she
was still away at school most of the time and felt
strange about it. We went down and got the ring
from a wholesale diamond merchant that 1
knew; they lived across the street from my Aunt
Sarah’s. T was never satisfied that the ring was
big enough. We got a tiny little diamond. We
took it home together, and Jay said, “Aunt
Sarah, look how beautiful this is!"” And Sarah
said, like a true Jewish woman, “Hmm, it’s
pretty small.” But it was a good diamond, and it had no flaws in it.

Jay’s father was a doctor, and we were sure they weren't going (o
be very accepting of me as their son-in-law, so Jay didn’t tell her par-
ents for a very long time. But she graduated from college herself,
and my Aunt Sarah and Uncle Lou had really grown to love her.
When Dr. Frederick Vaux Wucher and Jay’s mother, Isabelle, finally
found out that we were engaged, they talked with Aunt Sarah and
told her that their daughter would never be able to live under such
“deprivation,” and that she was spoiled, and they didn’t think this
whole thing was going to work.

We decided we were going to get married over the Christmas hol-
idays on the 29th because we had met June 29th. That would be
three and a half years after we met. But, we were unable (o find a
rabbi to marry us, and we were afraid that without a rabbi my family
wouldn't come. So, we decided to get married out of town.

We were married on Tuesday, December 29, 1953, at a Presbyte-
rian church in Crewe, Virginia by minister Robert C. Vaughan Jr. The
wedding notice showed our full names: Jo-Anne Louise Wucher and
Louis Erik Scheimer. Yes, by then I had gained a middle name be-

cause Jay wanted me to have one! We got a little apartment together
on the east end of Pittsburgh, and our long life together began.

Jay became a school librarian and an English teacher in a really
tough part of Pittsburgh. They seemed to grow the guys in the school
just to play football. They were big and scary. She had the two worst
ouys in the class sitting on either side of her desk. And they would lift
the desk up slowly, slowly, but she didn't give them the satisfaction of
knowing she was terrified. She was barely a few years older than they
were, but she was tough. She used to frisk some of the guys in the li-
brary to make sure they weren't stealing books. One big guy she hit
right in the balls.

She was on Pittsburgh Public Television, WQED, once on a live
educational show. She took her class with her in the audience. 1
went down to a local department store to watch her and turned all
the televisions on. Jay removed her jacket, and it caught on a big
bracelet she was wearing and threw her completely off-guard. She
started velling for Mary, 2 woman who was there, for help. “Mary!
Mary! Mary!” It was the worst. So, when she went back to school, all
the kids in the hall would throw up their arms and scream “Mary!
Mary!”

That next summer, 1954, we went to New
York for our vacation for two weeks. It was re-
ally our honeymoon because we didn’t have a
honeymoon until then. We spent five days of the
time out at a little place called Sea Bright, New
Jersey, which was just terrific! But, while we
were in New York, I tried to get a job. 1 ran all
over New York with my portfolio, and T bought a
funny little straw hat and a suit. I was trying to
be the advertising agency guy. I went through all
the agencies I could find. Nobody was inter-
ested. I finally went to Esquire magazine, and
they told me that they could probably hire me.
Coronet was another magazine that they owned,
and they wanted an art director for Coronet. 1
was very excited.

The guy I was to replace was going into the military, so they told
me, “We'll hire you in about a month; he’s going to be leaving then.
You go back and keep in touch with us.” I went back and then found
out that the guy had come up 4F and wouldn’t be leaving! So, I didn't
get the job at Esquire or Coronet.

I kept working at the horrible agency, and Jay kept working at the
tough school, but we knew we had to get out of there. So, in July
1955, we decided to go to California for a few weeks on our vacation.
We decided to look around to see if I could find a place to work in a
field that I thought was starting to show a lot of interesting promise.

If I could take my portiolio around to the studios, maybe I could
get a job in animation.

Opposite:
Lou at college graduation with his mother, June 7, 1952

Above:
Lou and Jay's wedding photo, December 29, 1953
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'm not sure when the light bulb above my head went on, but it occurred to me that, al-

though I had no experience specifically in the animation field, the experience in painting

and illustrating that I did have would allow me to paint backgrounds, which are creatively

very interesting and also take the least amount of technical knowledge. I didn’t have to
know how the animation cameras worked.

So, in the late summer of 1955, Jay and I went out to California on vacation and stayed at a
motel on Sunset Boulevard that was near a couple of animation studios. I took my portfolio to all
the animation studios I could find. I went to Ray Patton’s, UPA, and some art service places too. I
found one studio called Kling Studios, which was a commercial studio located on the corner of
Highland and Sunset Boulevard. It had previously been the Charlie Chaplin Studio. The guys at
Kling saw my stuff and said, “Gee, that’s nice stuff. We'll hire you to paint backgrounds if you
come out, but we don’t want you to move out here just because of us.” I said, “Hey, that’s enough

for me. If I have a job here, I'll move out here.”

Jay and I drove back to Pitts-
burgh. I gave the advertising
agency that I was working at their
two weeks notice. Jay went into
the school where she was working
at the time and told them that she
would not be able to return in
September. We packed all of our
stuff and drove back to California.
Again. This was our third trip
driving cross country in a very
short period of time, but we were
excited at the prospect of some-
thing new! We arrived here on
September 9, 1955.

[ went to Kling to report for
duty. I was all ready to go to work,
and they said, “Oh, I'm sorry, but
we don’t really need anybody now.
We hired somebody else.” That
was really frightening. 1 thought I
was going to die. What could I do
now? I had no job, and we had very little money. We had a couple

thousand dollars, which would not last very long. And the movers Opposite:
were bringing our stuff across the country already. Lou illustrating a background
[ started running around to some other studios, and nobody
needed anybody. I didn’t realize how bad the animation business was ‘;]i’ ok
ng Studios
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here. All the majors were actually
closing their studios. Those were
the days of the beginning of televi-
sion, and all the theaters didn’t
want to pay the extra cost for hav-
ing a cartoon because they weren’t
doing that well. A lot of the studios
had moved to producing animated
commercials. After a couple of
weeks, I got a callback from the
Kling people, and they said, “We
need another guy. We'll hire you.”
Well that was terrific!

I went to work at Kling, and my
desk was actually in what had
been Charlie Chaplin’s bedroom! It
had been converted for us to work
in, but I still had to get my water to
paint backgrounds with from this strange little sink that was near the
toilet. It turned out to be a bidet, which was something I had never
seen before. I ended up with a wet face!

I was doing backgrounds for Kling, and 1 was working so long
and so fast that I was putting out a lot of backgrounds. I was doing
so many damn backgrounds that T was putting some of the other
ouys out of work. 1 got a call from the business agent of the union,
and he said, “T've got to talk to you.” I thought it was because I hadn’t
joined the union, which I had no problem doing. This was the first
time that 1 really had to think about what unions were and how they
worked. But that wasn’t what he wanted. He said, “You're putting
guys out of work. You're doing about three times the amount of
work that’s necessary.” And I said, “T don’t want any trouble from the
boss.” And he said, “Yeah, but your friends are having trouble.
You're going to put them out of a job if you're not careful.” So, 1
slowed down.

Chaplin’s house was very quiet. There was another guy working
near me named Roy, who I later hired at Filmation. He was doing as-
sistant animation work, which means cleaning up the animators’
rough drawings and putting them on a character. One day 1 was cut-
ling 2 matte to paint a straight line, using an X-Acto knife. It went
slicing through a finger on my right hand, and I screamed as loud as
I could. Blood was spurting out of my hand. Roy fell over and
fainted. He scared me more than the damned finger. They took me (o
a hospital, and they had it fixed up. But, ever since then, I've missed
that fingertip! Thankfully, I'm not right-handed, so it didn’t do much
damage.

But the story isn’t quite over. Jay had to take me to the doctor the
next day. We were driving down the street, and we stopped at a red
light. T looked over and saw a guy in a yellow Buick convertible. And
I said, “My God, it’s Clark Gable!” That was the first movie star we
had ever seen. I started to point and said, “Jay, Jay look at this!” I
didn’t realize the window on the car was closed, and I hit it with my
raw finger. I screamed in pain. Clark Gable saw me, hit the gas, and
flew across the street. He must have thought he was being attacked.
He was nearly a block away by the time Jay said, “It is Clark Gable!”
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Despite all these problems, I still
felt like animation might have some
promise for me. Shortly after I got
hired at Kling, Jay and I decided
that it was silly for us to be paying
rent on a place and began looking
for a house. We went out and
bought a house at 7430 Louise in
Van Nuys for $17,500, which was
pretty extravagant as I was making
only $70-106 a week. When we
called back to Pittsburgh and told
our families that we bought a
house, they thought we were crazy.
It was a lovely little house though,
with a back yard. There were two
tiny bedrooms and a third larger
bedroom. It was about 1,200
square feet, had lots of windows—and it was ours.

No sooner had we bought the house then there was a strike at
Kling. I was forced to be out carrying placards, and I didn’t even
know what the hell was going on! I didn’t dare tell Jay I was out of
work again, but I had to. And she didn’t dare tell her family because,
as far as they were concerned, it was bad enough that she married a
Jew. But now she had married a Democratic Jew!

When I wasn't striking, I worked my butt off to get freelance jobs,
and that’s how I kept going. I met up with 2 guy named Robert
Givens, though we called him Bob. Givens was the guy who did the
first model sheets for Bugs Bunny, and he was just one of the legends
I got to work with over the years. With him, I got a freelance job at
Walter Lantz Productions doing one of the cartoons they did for Uni-
versal Studios. I showed Lantz my portfolio, and he said, “1 do have a
job for you guys.” They did three short cartoons a month. So we got
to work on one called “The Talking Dog” a Maggie and Sam theatri-
cal cartoon. What we didn't realize was that it was awfully similar to
the now-famous Chuck Jones “One Froggy Evening” cartoon, which
had been released in December 1955. That’s the one with the talking
frog. Well, we had a talking dog.

Anyhow, 1 worked with Bob, and we did a magnificent job paint-
ing the backgrounds for that. We did all sorts of wild stuff that Lantz
had never seen the like of: collages, pasting up photographs, paint-
ing into the thing, It was really fun. Lantz looked at our stuft and
said, “That’s really not the kind of stuff we normally do. It looks like
the sort of thing that UPA does.” I said, “Did vou like my portfolio?”
He said, “I didn’t need vour portfolio.” I said, “My portfolio that 1
showed you, so you could hire me,” to which he responded, “1 hired
you because you look like my brother Michael!” So, apparently, I
went to school for four years and got the job because I looked like
his brother. Damn, that was really annoying!

But, he ended up using these crazy backgrounds we did, and it
was released theatrically on August 27, 1956. I wasn't credited
because they only listed a few people back then, but it was thrilling,
I never saw the damn thing on film though, so I didn’t know what
it looked like. And then the strike was over, and I went back to work



at Kling,

I worked for Kling a few more times, and then they ran out of
work. So, I went over to see Ray Paiton at Ray Patton Productions.
Ray Patton was the old man who talked to the people who were buy-
ing animation for their commercials. But he didn’t really get involved
with the day-to-day stuff. So, I showed Gus, the office manager, my
portfolio and got hired. There was
something strange about Gus
though. He'd come in wearing the
same sort of clothes that I'd wear
in the morning: overalls, blue
jeans—normal stuff. He would
come by and say, “Hi, Lou, good
morning.” And then in the after-
noon he would come by again in a
suit and tie, and I'd say, “Hello.”
He would look at me like he didn’t
know me. It went on like that for a
while before I finally found out that
he had a twin brother!

Three years after we got mar-
ried, Jay and I had our first child.
Lane Vaux Scheimer was born on
Tuesday, December 25, 1956, in
Van Nuys. Right after that, Patton
ran out of work again, and I was
off to find employment once more,
but this time with three of us to
take care of!

For a short time, T worked at
Song Ads, where I was hired by
Lee Mishkin, who was more of a
classical animator. He was a very,
very nice and very, very talented
ouy. I remember we came in one
morning, and he was really dis-
traught, so I asked him what was
wrong. He said, “It’s my birthday.”
And I said, “What's wrong with
your birthday? You should be
happy.” He said, “Nah, you can't
be a boy wonder after 30.” 1 liked
working for him because he was
s0 nice, but I was a wreck all the
lime because work was so incon-
sistent. Somehow Jay would make
it all work and stretch out the
bread and butter; she never
wanted to ask her family for
money. We made it through all
these ups and downs, but she had
to drive me to work most days be-
cause we only had one car. And,
because we were living out in the

Valley and all the work was in Hollywood, it took longer because
there were no freeways back then.

I was beginning to understand the business I was in and was be-
coming technically pretty proficient. I could do layout for animation,
and 1 knew how to make the thing work, how to make it tick, how to
design a picture that could be made, and how to storyboard a pic-
ture. I never became an animator,
but I could do any other function.
[ understood the process of the
medium. I understood the camera.
[ knew what the camera could and
couldn’t do. There were times 1
still wanted to be a better artist; I
didn’t feel that I could really quite
capture what I wanted to do. It al-
ways eluded me.

Of course, I was working with
storyboards when I was doing the
backgrounds. And, although I did
enjoy painting backgrounds, they
weren't really mine; I mean, some-
body else designed them. The guy
who would be doing the layouts
was designing and laying out the
backgrounds, especially with com-
mercials. All a background artist
had to really do was clean up their
pencil drawing of the background
on a piece of art board and color
it. There were some guys who were
magnificent background painters
though.

I have to tell you one sad thing
about that time. Most of that art
didn’t survive because they would
throw it away. Especially the cels. It
would cost them, like, three cents
a cel, so they would wash the cels
off and paint over the top of them
again. Nobody had any idea that
the stutf would ever be worth any-
thing,

Anyhow, my rising proficiency

Opposite:
Image from “The Talking Dog”
with backgrounds by Lou

Above: (top to bottom)

Bell System screen credit

Title screen from Gateways
To The Mind

Backgrounds by Lou for
Gateways To The Mind
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helped me when 1 finally got a job
at Warner Bros. They were doing a
Bell Laboratory Science Series.
They needed somebody to do lay-
outs and storyboards. 1t was a long
project and would probably last
close to a year. So, 1 went out and
saw a guy named Johnny Burton,
who was the production manager
at the Warner Bros. animation stu-
dio. He was sort of a grumpy fel-
low. He said, “You wait here; I've
got to go talk to boss.” I was just
standing there, looking straight on,
and 1 heard somebody say, “Those
ooddamn guys from outside always
want more money! That’s all T ever
hear from you guys!” I looked
down, and there was this tiny, little man, who apparently ran the stu-
dio. I asked him what he meant, and he said, “You want $100 a
week.” I said, “Well, yeah, but that's scale. I don’t want anything
more than anybody else.” He said, “Well, it doesn’t make any differ-
ence if that’s scale. It's too much for you.” I said, “Okay, but you
can't pay me less if you hire me.” He said, “Yeah, that’s the prob-
lem.” 1 said, “Well, what are you going to do?” He hired me, and 1
went to work for Chuck Jones’s unit.

The Bell Series was sponsored by the Bell Telephone Laborato-
ries. It was a series of educational films about an hour long each that
were made for schools. They mixed live-action footage with anima-
tion and were hosted at the time by Frank C. Baxter, who played “Dr.
Research.” Frank Capra actually produced the first four of them.
There were two of them being worked on in 1957 for 1958, but 1
worked on Gateways to the Mind, which was about how your five
senses worked.

This was a really classy outfit. They had guys coming in from uni-
versities working as advisors. Owen Crump was the director and
producer of the film, and he worked with Chuck Jones to do the ani-
mated portion. That’s how I met Chuck. Of all the guys that T worked
with in the animation world, Chuck was probably the only genius
that I ever met. He was really incredibly gifted guy. Very, very tal-
ented, and he could talk for an hour on just about anything and
know all about it. T had lunch with Chuck every now and then over in
the commissary. We worked right across the street from the main
Warner studio. Any of us could walk in the studio and wander
around and do whatever we wanted. Chuck would wander around
and come over and see us at least once or twice a day,.

I worked with a guy named Willie Ito. Right across from us was
the studio, and there was a casting office there. As soon as Chuck
was gone, Willie was over looking through the window blinds to see
what was going on at casting and what pretty girls were coming in. 1
said, “Willie, you're going to get killed!” He didn’t have any prob-
lems because he was working full-time at Warner Bros, but I wasn’t
a regular employee, and I didn’t need any trouble. Willie had this
snubby, little nose, and he stuck it right in the middle of the blinds.
Well, Chuck came in one day, and he pulled the blinds shut with a
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snap and almost cut Willie’s nose
off. Willie almost fainted, and
Chuck giggled away. Chuck was
quite the ladies’ man himself. He
screwed anything that moved. If a
rock was in motion, he’d be all
over it.

Chuck didn't really say anything
nice to me about my art, except
once when I was working on a
drawing of a hand he told me that
it was “really pretty good.” But 1
think him commenting on that one
drawing convinced the others that 1
was okay. I would sit at their table
at lunch. Some of the guys were
legendary to me: Mike Maltese,
who wrote most of Chuck’s stuf;
Maurice Noble, who was head of backgrounds for Chuck; Abe Levi-
tow was a brilliant animator, and he later directed some Pepé Le Pew
cartoons and others.

I met Friz Freleng, but if you were in Chuck’s unit you didn’t get
too close to Friz, and you didn’t laugh at Friz’s stuff when they were
showing it. Nor did Friz's guys laugh at Chuck’s stuff when it was
shown. It was weird like that. Chuck and Friz were both on the bot-
tom floor, and Robert McKimson was upstairs. There was a pretty
oirl who was a receptionist, and she was actually Friz's daughter.

That year Chuck invited me to the Christmas party for his gang,.
thought, “Boy, this is it. I'm being invited to an animation icon’s
party.” Jay and I got there, and he had a lovely house. Chuck was act-
ing like he always acted, aloof but friendly. And then I heard some
terrible gageing. I went outside, and Jay was vomiting over his porch,
all over his damned back yard! I just knew I was going to get fired.
Chuck came up and said, “What's the matter with her?” I said, “Oh
no, this happens to her every once a while. Maybe she’s pregnant or
something.” I didn’t know what the hell to say. She was drunk, not
pregnant.

Anyway, Warner ran out of work because they finished the science
series for that vear. They stuck me on to do some of the normal stuft
at Warners, but I knew that wouldn't last long. I knew this was going
to be trouble. T was working for Maurice Noble then. Maurice was
the head storyboarder and also a background artist. He was another
icon, and he was very fussy. I hated working for fussy people; they
find something wrong even if they have to look at the back side of
background sheets. But there was a lot to learn from him too. He
worked meticulously.

Since I was the new guy there, I knew that they weren't really
going (o put me in the real animation unit. But I painted the back-
grounds for one of the shorts they did called “The Mouse That Jack
Built.” It was essentially Jack Benny as a mouse, so we were using
Jack’s place, and I painted backgrounds of Jack Benny’s home, I
worked with Bob Singer on that, who later went over to Hanna-Bar-
bera and had a long career. He's the one that got the credit though!

Speaking of Hanna-Barbera, I had talked to them to see if they
needed anybody in layout. Backgrounds are fun to do, but they’re




not as important because you really don’t have to know what’s going
on technically. In layout you do. As a background artist, I was very
careful to find out what 1 was doing and why I was doing it. The rea-
son why a background has to be done lightly or darkly or in specific
colors is generally because the characters will be working against it.
But with layout you're working for the size of the field. You have to
do the character in a pose that is appropriate for what the actions
can be for what the animators are going to work at. You really have
to know what you're doing. You have to know how the camera works
and what you can do with the camera. And how the hell I found out
this information along the way, I don’t know!

[ put in about eight months at Warner, and then I went to work at
Hanna-Barbera. At this point they were a relatively new studio. To-
gether, William Hanna and Joseph Barbera had been directors, writers,
and creators for MGM since 1939, including creating Tom and Jerry.
When MGM closed in 1957, they set up their own shop, and Hanna-
Barbera Enterprises

be able to use the drawings, and the animation was so limited that
stuff hardly moved. Every time I sent drawings of the damned bad
guy through, they would return them to me and say, “Not on charac-
ter, please do over.” But it was it was as close as I could get to on-
character. Every morning that f*cking thing would come back. So, 1
went in to see Joe, and I said, “Joe, you know how to draw this char-
acter; show me what I'm doing wrong.” And he picked it up and
looked at it, and he drew it. And I said, “Is that correct? If I turn that
in, I won't have any problems?” It was Joe who was sending the stuff
back to me every day. And he said, “No, that’s perfect.” So, I took it
back to my desk and put all the scene numbers on it. I sent his
drawing in, and the son-of-a-bitch sent it back the next day. 1t said,
“Do over, not on character.” He rejected his own drawing! So 1 said,
“Screw this, 1 gotta get out of here.” There was clearly no way I was
going to win.

[ went down to Larry Harmon'’s place, which was in the old studio

then called Producer’s Stu-

was born in July of that
vear. They rented of-
fices on the lot of Kling
Studios and brought a
lot of their own guys
over with them.

Their first big job,
other than commer-
cials, was an original
property for television.
TV was a new field, and |
the networks were
already doing kids’
shows on Saturday
mornings, but there
really wasn’t any new animation being done for them. CBS was show-
ing old Terrytoons and doing well though. NBC had bought a group
of Columbia Pictures’ old film cartoons, but there wasn’t really any-
thing big in the package. So, with prompting from Screen Gems,
which was the TV side of Columbia, they decided to hire Hanna-Bar-
bera to do a new series of shorts which could be paired with the old
Columbia cartoons. Those, in turn, would all be hosted by a live-ac-
tion host, who would introduce the cartoons.

Hanna-Barbera developed a show called Ruff and Reddy, which
was about a dog in a collar and a cat in a bowtie and their various
adventures. It was serialized, so it had some story continuity, but it
was aimed at a very young audience. They also had a very low budget
for the new shorts, so they developed a quick and dirty style of lim-
ited animation. The collar and bow tie meant that, if the characters’
heads were animated, the bodies could remain the same cels, and
only the heads from the neck up would have to be animated.

So, 1 got hired at Hanna-Barbera to work on Ru/ff and Reddy,
and 1 was back at Kling Studios! 1t was the toughest job I ever had. 1
worked day and night and did around 125 of the shorts. Although
the shows were aired in black-and-white, the animation was done in
color, so we had to take all of that into consideration in production.

I had the worst trouble drawing one of the damned bad guys. 1
don’t remember which one it was, but the background guys had to

dio at 649 North Bronson
Avenue, near Melrose Av-
enue; these days it’s called
Raleigh Studios. I heard
he was opening up a place
and was going to do a new
series. He had bought the
rights to this character
called Bozo the Clown in
1956, and he wanted to do
a series of cartoons with
them, which he would put
with a show that aired
around the country,
hosted by a live Bozo the
Clown. T went in to see him, and he hired me right away.

I was with Larry for about four years, from 1957 to 1961, I think,
so the things I'm going to relate about my time there may be a bit out
of order. It’s easier to remember stories by studio than it is by years.
This is over 50 years ago, you know! I was in charge of layout and
did a lot of jobs for Larry. We produced 165 Bozo the Glown car-
toons during that time, and I laid out a lot of them! Outside of Filma-
tion, I worked there longer than any other place. I was one of his
first employees and his last employee.

Harmon was really a very nice man, but he was also a strange
man. Larry wanted to do Bozo basically so that he could do the
voice. Actually, what he really wanted to do was be half the team of
Laurel and Hardy. He got his money from outside sources, including
some money from France. But Larry couldn’t speak any French. One

Opposite:
Lou’s backgrounds for “The Mouse That Jack Built”

Above:

Warner’s Commercial and Industrial Film animation
crew in 1958 (1 to r) Chuck Jones, Leo Salkin, Lou
Scheimer, Maurice Noble, Owen Crump, Carol
Chaka, and Richard Hobson
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day he brought a French guy to the offices to try to show him what
we did because he was trying to raise money off of him. The French
ouy was 4 little guy who looked like 2 mummy corpse. All you'd have
to do was wrap bandages around him, and he’d be Imhotep the
Fourth.

So, Larry was screaming in his office, and we could barely under-
stand him. And I suddenly realized that Larry was speaking with 2
French accent. He said, “In zis corner ve have ze lab department.”
And this French guy was going nuts, not understanding what Larry
was saying. Larry figured that if he spoke English with a French ac-
cent, this guy would understand him!

Larry may have been nutty, but he was not stupid. He’d go from
city to city and sell the Bozo TV show. And he would talk them into
hiring a local Bozo so they could have their own children’s hour
hosted by the clown. There ended up being one in just about every
major city, Willard Scott, who did the weather for umpty-dozen years

amount as the other guy, starting the following week. She said, “Let
me talk to Larry.” Well, he knew her, and he didn’t want to talk to
her, but he finally did. He kept saying, “Yeah, veah, yeah, okay.” He
got off the phone and told me, “The $350 starts this week.” That was
how I got to be the highest-paid layout man in the city!

I hired all the guys who came in on background and layout. I met
a lot of the guys that ended up working for Filmation later on. One of
the guys I hired on at Larry’s was Ervin Kaplan. He had been working
at UPA, but was out of work. Larry always knew when somebody was
coming in to look for a job because they would be in a shirt and tie.

Irv and I would work on ideas for shows we wanted to sell. One
time Irv and I had to go someplace, and the guy who was
bankrolling Harmon offered us a ride. He had a chauffer and every-
thing. He and Larry never got along too well though. So, we got into
his car, and he said, “You know, there’s one thing that I really can’t
stand. I can’t stand people who are not loyal to people who they are

on The Today Show, was one
of the Bozos. In Los Angeles,
the son of the guy who cre-
ated the Bozo character
played Bozo, though Larry
wanted to do it himself. Else-
where, Larry would audition g
ouys to play Bozo. It was re-
ally a good idea, and it be-
came very, very successtul.
He ended up with a lot of
half-hours.

At Harmon'’s, I first met
one of the most important
people in my life and the his-
tory of Filmation: Hal Suther-
land. Hal had been an
assistant animator at Disney. I
remember the cake that his
wife baked him when he _
made full animator on Bozo & ~
the Clown! Hal and 1 basi-
cally ran Harmon'’s place cre-
atively. Not in the writing area, but everything from layout and
storyboards to the animation. We ended up being very close.

At one point one of the directors at Warner was starting his own
studio. He called me in and offered me $350 a week, which was an
enormous amount—I was making a couple hundred dollars a week,
I guess, with Larry. The guys I was working with told me to use that
offer to get more money from Larry, but I didn’t want to, so 1 decided
to leave. I went in to see Harmon, and he said, “You can’t leave.” I
said, “But, Larry, I promised the guy that I wasn’t going to negotiate
with you. 1 feel very bad about this. I guaranteed him that I was ab-
solutely not going to use the number he offered me.” And he said,
“Why, what's that number?” He finally got me to tell him my offer for
350 bucks a week.

Larry said, “Well, I'll give you that starting next week. Next week,
not this week.” I felt guilty, and I said, “Wait 2 minute. Let me call my
wife.” So, I called Jay, and I told her he was offering the same
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b e —— =T N I'll say that it was so original

working with.” I thought, “Oh
no, he’s going to get me
fired.” T was afraid he was
going to tell Larry that T was
trying to raise money from
him—which T was—but it
turned out that he was talk-
ing about Larry, not me! He
said, “Someday, Larry will
understand that.” And I said,
“Oh yeah, he’ll understand
someday.” T understood im-
mediately.

Irv and I had worked up
a proposal for a show we
were going to try to sell
called The Adventures of
Stanley Stoutheart. 1t was a
big dog and a little kid who
rode on top of him, 1t was
original to us. Sarcastically,

that nobody wanted to buy it.

Working on that, we got a call from Ted Knight, who wanted to be
involved in it. We had met once years before. He looked like a de-
frocked priest back then. He was wearing a black jacket and a white
shirt, with his big white hair. He started out as the host of a chil-
dren’s show in Providence, Rhode Island. He had a gay ventriloquist
dummy named Duncan. The thing was scary! Ted couldn’t talk
straight at all until he got that damned dummy. It was something
called a Davenport doll, not like a Charlie McCarthy dummy. It
looked like a real face because there were no mouth lines. 1t had
some sort of rubbery face. 1t was sort of a handsome looking puppet
with eyebrows and purple eves and eyelashes. And that dummy
would wink at you; it used to make me nuts. It was scary!

Many years later, when Ted died in August, 19806, Jay and I went
to his house after the funeral. Comedian Charles Grodin was there.
He and Jay’s brother went to high school together, so we had known
Chuck a long time. Everybody was drinking, and we decided we were



going to resurrect Duncan, but nobody could find the damned pup-
pet. So Ted Jr. went up and got Duncan out, and I damn near fainted.
Duncan started winking at me again, and I thought Ted was coming
back from the grave to make me nuts!

When work finally started winding down on Bozo, we started let-
ting people go. Larry wasn't able to
raise any more money for more
new shows because we had so

The series was a syndicated show with 05 five-minute stories, so
that, when you put five of them together, you got a halt-hour show. It
was a space adventure series about bespectacled voungster Rod
Rocket, his little blond friend Joey, the wise scientist Professor
Argus, and Cassie, who was the Professor’s granddaughter. They

would go out on missions in a space-
~ ship called the Zittle Argo, and
there were some educational things

many. I was basically the last guy
left in the animation department,
and Larry didn’t want to let me go.
[ finally had to lay myself off. I said,
“Larry, this is crazy. I'm sitting in a
room all by myself with nothing to
do.” But that put me in the position
of having to look for work again,
And my lovely daughter, Erika Car-
roll Scheimer, was born on March
28, 1960. So, it was really impor-
tant that I had steady work now
with a family of four. That's how I
ended up at a studio called True Line.
Here’s where a lot of the history gets a
bit jumbled because it's really where bits
and pieces of Filmation started coming to-
gether. Hal Sutherland had gone to work
for True Line, which was a small company
run by a guy named Lou Livingston that
was doing commercials and other small
stuff. One of the other guys behind True
Line was Marcus Lipsky, who owned
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put into each episode, though the
science was predicated on what was
known at the time and mixed with
science fiction as well. The kids

PRODUCVION DESIONID AY

often were menaced by Russian
cosmonauts, which was indicative
of the time, but they had been given
the unfortunate name of “Space
Sniggers” due to their laughter. This
had entirely unfortunate connota-
tions when said in the reedy voice
of Sam Edwards as Joey. Hal Smith
played Professor Argus, and Pat
Blake was Cassie.

Within a week we had 100 people
working for us. We took over the top floor
of the Director’s Building at Paramount. It
was just loaded with people. We had a big
job to do on this damned Rod Rocket se-
ries. And we did it—we completed it, we
did it on budget, and we put the whole
thing into shape. Hal and 1 were directors
for the episodes, which were written by
Dick Robbins.

Reddi-wip, the whipped cream company.

One day, Hal and I were working, and this dis-
reputable accountant named Steve Gold came in
and told us we were going to start working on a
communist show called Red Racket. 1 said,
“What's Red Racket? Are you sure it’s not Rod
Rocket?”’—which is actually what it was. 1t was
also, therefore, despite his malapropism, not a
communist show.

Lipsky had connections in Chicago, and they
were financing Rod Rocket, but as Gold ex-
plained it, “These guys in Chicago have been put-
ting up the money, but the studio is a farce, and
they can’t get it done. They don’t know how to do
it, and the money’s getting lost, and we figured
you guys could do it.” They were calling them-
selves SIB Productions in their logo, but in the trade papers like Va-
riety, they were Space Age Productions.

True Line was disorganized, and we knew it was going to fall
apart if we didn’t do something. I turned around to Hal, and Hal
turned around to me, and we decided we were going to do Rod
Rocket. We were afraid the other animators would think we screwed
them, but, the next day, Hal and I put on our shirts and went up to
True Line and told them we were taking over Rod Rockel.

It turned out, though, that the “Chicago
guys” were some kind of Japanese gangsters. On
the days we got paid, we had to go down and get
our checks cashed at the Sumitomo Bank in
downtown Los Angeles because, if you didn’t go
down the same day you got the check, it was
going to bounce the next day. I told Hal, “We've
got to get out of here. We're going to go nuts!”
The business was awful! We really needed some-
thing else.

I had been freelancing for Walter Bien on
these commercial jobs—I had known him from
when he produced the Bell Science Series—
doing storyboards for Paramount Television
Commercials, which he was in charge of. I did
some Gillette commercials that Opposite:
had an animated bird mixed in Lou & Bozo the Clown
with some live action, and a Above: (top to bottom)
commercial for Marathon Oil .

. . . Scene from Rod Rocket
with some kind of machines
stomping the ground. And I The first credit for
recall some commercials we Filmation Associates
did that were kind of done like Lane with baby
Erika Scheimer
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detective stories.

Those commercials really began
what Filmation was to become.
There was one that Walter Bien
hired me to do, which was going to
be very difficult. It was a combina-
tion of live action and animation.
There were supposed to be color
searchlights introducing the 1962
Fords. They could not photograph
color searchlights against a dark
sky. So they called me in and
wanted to know if we could ani-
mate them. Hal Sutherland and 1
did the commercial together, and
we got a lot of dough for that.
There were traveling mattes, com-
binations of live action and anima-
tion, automobiles speeding, and
animated searchlights against the sky. Hal had done some special
effects animation, and I knew how to rotoscope, so we did the
rotoscoping on a car and searchlights. We would take the car
footage and shoot it back in an animation camera, frame by frame,
so we knew where the car was so we could do the animated search-
lights and make sure that they didn't touch any portion of the car.

It was really a tough job, but it turned out to be a great looking
commercial.

So, 1 said to Hal, “I think I could round us up enough work to go
on our own. Would you be interested working with me? I think I
could get us some money.” Hal said, “Let’s not worry about the
money, Lou. We have friendship. That’s all we need.” Well, we
needed more than that because our “office” was the back of Hal’s
station wagon while I tried to find us more work outside of True
Line, but, thankfully, that didn’t last long,.

[ found an outfit called Family Films run by a Jewish guy named
Stan Hersh. They had done a live-action TV series called This Is the
Life sponsored by the Lutheran Church, Missouri Synod, but Hersh
wanted to do a series of ten very limited animated films about the life
of Jesus Christ. So I went to Walter Bien and made a deal with him. If
he gave us the commercial work, and we did the Christian stuff for
Family Films, we could make a go of it. He agreed, and we began set-
ting up the shop at Paramount. That got us out of True Line, and we
didn’t have to worry about running down to cash our checks or
being afraid of mobsters getting mad at us.

We set up a studio in a big room on the fourth floor of the Direc-
tor’s Building at Paramount; I did the layouts and designed all the
backgrounds, Hal did the animation, and Erv Kaplan did the back-
orounds. Kaplan was working at Ed Graham Studio, and at first we
farmed out the backgrounds to him, which he’d paint when he
wasn't at work. The scripts for the shows were written by somebody
at Family Films because I'm Jewish, Hal is Catholic, and this was for
the Lutheran Church. We also got some religious advisors who were
doctors of divinity, so we were theoretically correct on our theology.
I had to find out what the Holy Land looked like back in the time of
Christ!
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I had met a guy named Ira
Epstein through Jay. She played
cards with a woman named Nottie,
whose husband, Ira, was a lawyer
who worked for Harmon. We be-
came friends, and I guess I was his
first real client. When we decided
to incorporate our new animation
company, Ira put the corporation
together. Ira’s boss got mad at him
because their firm was represent-
ing Harmon, but Harmon and 1
weren't in competition with each
other. Ira had been looking for a
reason (o go out on his own, so he
left the firm and represented us. I
gave 10% to Ira and 10% to Hal,
and I kept 80% of the company be-
cause I had gotten all the work to-
gether and made all the deals.

When we decided to incorporate, we had to name our studio
something. We talked about it a lot and finally came up with our so-
lution. We were working on film, but doing animation, so if we put
them together it became “Filmation Associates.” There were times 1
thought Filmation was an ugly name, but it seems like it kept us all
happy for a lot of years.

We were officially Filmation Associates as of September 1962. But
we were still involved with True Line and Paramount. It was kind of a
messy situation. We were credited as Filmation on Rod Rockel and
the ten Life of Christ films though, and Hal and 1 got larger screen
credits than we had received up to that point. I directed Rod Rocket
up through Fall 1963.

One day in 1962, 1 think, T walked into the commissary at Para-
mount, and there was a guy named Norm Prescott having lunch with
Walter Sharp, who was a music director. Norm had somehow gotten
some financing together and started to do an animated sequel to The
Wizard of Oz over in Europe. But, he wanted to move things here to
the U.S. and asked me if I wanted to produce the Oz picture. So, I
went to Bien, and I said, “Hey, we've got a chance to produce an ani-
mated feature.” I told him the cast: Liza Minnelli, Paul Iynde, Ethel
Merman, Milton Berle, Mickey Rooney, Danny Thomas, Margaret
Hamilton, and Paul Ford. The score was by Conrad Van Heusen, with
a script by Fred Ladd. It was an interesting project, and Norm had
ootten all the voice cast to record their parts very cheaply. It was one
of the first animated projects, if not the first one, which had an all-
star voice cast. These days they're very common, but, back then, that
wasn't the case.

The problem for us was there was very little dough to do the Oz
picture; Norm had a very limited amount of money. We negotiated
and negotiated, and finally Norm became a client.

We started to do the Oz picture while we were still at Paramount,
but then I had a terrible problem with Bien. I found out he was try-
ing to screw me out of the studio. He was making a deal with Chuck
Jones. Chuck had some sort of relationship with MGM, and MGM
was going to do more Tom and Jerry cartoons, but they were doing



them on the basis that Bien had an animation studio working with
him. That studio was really me, but he was trying to screw me out of
the whole thing. So, 1 decided, “That’s it, I'm leaving.” Bien owed me
a lot of money, and I never got my profit money on Rod Rocket that
was owed us—like, $70,000, which was more money than I knew

existed in the whole world. Rod
Kocket had been syndicated all
over the world by Desilu and
was quite successful. Mean-
while, those Tom and Jerry car-
toons that Chuck Jones did
were produced under the pro-
duction name “Sib-Tower 12 /A8
Productions,” which was Chuck  Jia
and Les Goldman. That com- 5 S P8
pany later got bought and be-  Flgs
came MGM Animation/Visual == .
Arts.

But, before we left, we were
doing a very complex commer-
cial—another combination of
live action and animation. It
was a black-and-white com-
mercial for Marathon Qil that
had animated and live-action
shapes, and I knew that there
was enough money coming in
from that commercial that we
could afford to leave.

I called Norm and said, “I'm
leaving Paramount. I'm no
longer involved in guaranteeing
anything, This guy over here is
trying to screw me, and it's not
going to work. If you want, I'll
continue to do the Oz picture,
but I don’t know whether I can
finish it because the amount of
money you have to finish the
picture—$33 a foot to com-
plete the picture—TI don’t know
how that’s going to happen.”

So Norm said, “Lou, it’s
okay with me. You take off. You
still have the picture to do.” So,
we had $23,000 coming in on
the finished commercial. In
January 1964, Hal and 1 left
Paramount and carried our 24
animation desks right across
the sireet. We rented the build-
ing at the corner there that
used to be Larry Harmon’s ink
and paint department. It was in
the old bank building called

Producer’s Studio on North Bronson Avenue. Small world, huh? We
had a few animators and kept some guys busy, but we had no money
really. The $23,000 came in from that commercial, and that had to
g0 into the Oz picture because we had a small percentage of it at that
point.

I called Norm one day and
said, “Norm, this isn’t going to
work. We can't do this picture.”
He said, “Well, let's do it some
other way. Instead of me being a
client, why don’t I get in and be
a partner somehow? We’ll all
own whatever it is on the picture
if we can get it done.” I said,
“Yeah, okay!” We were going to
g0 down the tube anyway. 1 said,
“From now on we’re partners.”

I tried to figure out what to
do. I couldn't take any percent-
age from Ira or Hal, since they
only had 10% of the company. I
had 80%, so I gave Norm half of
what I owned in the company.
So, he and I both ended up with
40% of the company, and Hal
and Ira retained 10% each. We
started to do the Oz picture, and
we were going deeper and
deeper into the hole. It was dis-
astrous.

Every once in a while, we
would also pick up little com-
mercial jobs to do, and that’s
how we kept going. We did a
short film in 1963 for the Ameri-
can Pavilion at the World’s Fair
of 1964. It was a fascinating lit-
tle film on water conservation.
Hal and I did the damn picture
all by ourselves. 1 did all the sto-

ryboards, all the layouts, painted
the backgrounds, and designed

Opposite:
Scene from Life of Christ

Above: (top to bottom)
The first Filmation offices

The four shareholders of
Filmation: Norm Prescott,
Lou Scheimer, Hal Suther-
land, and Ira Epstein

Lou with Lane and Erika
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the characters, and Hal animated the whole picture. We also did a

spot for Bank of America up in San Francisco in which we had to an-

imate a picture of a bull or a buffalo rising up from a coin, showing
that they could make your money work for you. We won the sec-
ond place award for Animated 20-Second Commercial
in the July 1964 Advertising Association of the
West Awards for that one. We also did a
Reddi-wip commercial for Marc Lipsky,
and my kids, Lane and Erika, played the
kids in the commercial!

I'd pick up a job every now and
then from Joe Westheimer, who later
was a special effects artist on the orig-
inal Star Trek. He ran The West-
heimer Company on Seward Street in
Hollywood. They did visual effects, op-
tical titles with lettering over the live
backgrounds, matte shots, and more. We
did the animated optical title sequences for
imported Italian giallo horror films like Mario
Bava’s Blood and Black Lace, and action films
such as Reg Parks’ Hercules and the Captive Women,
as well as some other films.

We kept trying to sell Stanley Stoutheart, and Ted Knight had
done the voices for a demo reel. By now we had changed the name
from Stanley Stoutheart (o The Adventures of Yankee Doodle
Dandy. The boy was Dandy, and the dog was Yankee Doodle. This
show, by the way, would have been the first one in which we had
morals at the end that kids could understand and live by. We tried to
sell it to some crazy guy who was running Dr. Ross Dog & Cat Food
Co. because he was afraid the Communists were 90 miles from
American shores and coming to take over. But we couldn’t sell it.
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Norm had done another film with a Belgian animation company
called Belvision Studios. That was Pinocchio in Outer Space, and it
had no connection to us other than Norm. It was released by Univer-

sal Studios in December 1965 and was one of only two new ani-
mated feature films released that year, I believe.
Since Norm had a relationship with Universal,
we showed them the finished footage on Oz,
(rying to drum up some more money. We
showed it to other studios too, but we
just couldn’t get anybody interested.
And finances were getling worse and
worse. Norm had financed the pic-
ture very strangely. His brother was
running an airline, flying supplies to
Patrice Lumumba in the Congo,
which was being financed by the

United Nations. It was a private air-
line, and Norm somehow talked them
into putting whatever profit they made
into financing this animated film. When the
Congo crisis was over, the airline went out of
business, and they no longer had any money! So,

0z lost its funding.

Norm called me up and said, “It’s all over, Louie. We don't have
any more money.” We had this half-finished 0z film, and we had to
lay all the guys off. The fact is, even while the guys were there, Hal
and I were on unemployment—I would go in on Mondays and Hal
would go in on Thursdays for our unemployment interviews—nbe-
cause we weren't drawing a salary. But we were paying these other
ouys! I had already borrowed $5,000 from my mother-in-law just to
pay the rent on the studio. We'd gone for two or three years without
any real income (o speak of.




HERCULES

AND
THE

We were getting pretty discouraged! I knew I could have other
jobs—we all could—but, if we did not make it work then, I would
never try it again. I felt like this was the last chance I would ever have
to really go out on my own, and I just didn’t want to end it. Being my
own boss was worth so much to me that I would do anything in order
to make that company work. 1 knew that we could do it! I proved it
with Rod Rocket. 1 took an enormously complicated job and turned it
around and did it right and got it done. We took the Oz picture, and,
even though we couldn’t finish it because we didn’t have enough
money, we were doing it for less money than anybody else could do it
for, and we were pretty good at it!

Norm was in debt, too—he owed $50,000—and he came out one
day to meet with us. We decided

that was it, we couldn’t continue, Opposite above:
we were going to have to close Freddi-Reddi commercial
the studio and dissolve it. AR LRI

It was 1965, and, after only a Opposite below & above:
few years in business, it looked Stanley Stouthear! art
likg Filmation Associatf:es was Left:
going to have to close its doors. Movie title by Filmation
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AND WHO, DISGUISE2D AS a Real ANIM&aTION STUDIO...

he studio was now down to two employees—myself and Hal—and a shutdown was
imminent. Norm was doing his best to try to raise money from someone, somewhere,
somehow. We did have one other “person” in the office, but we never paid her, and she
didn’t say much.,

At the front of our office was a desk, and behind it we had a secretary. She wore glasses and a
hand-me-down dress from Jay, and sometimes when we would have visitors they would talk to her
for a moment or two before they realized that she was a mannequin!

We had 24 empty desks and some equipment gathering dust. We didn’t have a Moviola to sell,
or it would have probably been gone al-
ready. One day the phone rang, and Hal
answered it. A moment or so later his
eyes got wide, and he said, “Louie, maybe
you'd better talk to them!” Knowing we
didn’t have any money to pay bill collec-
tors, I said, “Well, what is it? Did you
tell....”

He had a peculiar look on his face, “He says his name is
Superman Weisinger calling from DC. He’s looking for
Prescott!” I said, “Let me talk to him. Is it long distance?” He
said, “Yeah.” 1 said, “Is it paid for?” He said, “Yeah.” So, 1
oot on the phone and said, “Hello, Mr. Superman, are you
calling from a phone booth?” 1 figured it was a prank call.

The voice on the other end said, “Mort Weisinger here.
I'm the story editor on Superman, and I'd like to talk to
Norm Prescott.” 1 said, “Well, Norm’s not here right now. Is
there anything I can do to help?” He said, “No, I've got to talk
to Prescott!” I explained to him that Prescott was in a hotel
on Sunset Boulevard and was going to leave for New York the
next day and told him to call him shortly.

[ hung up and quickly called Norm and said, “There’s
some guy going to call you, and his name is Mort Weisinger.
He’s got something to do with Superman, but I don’t know
what in the hell is going on. It may be some kind of work for
us. I won't close up the company until 1 hear from you.”

He said, “Well, I know who the guy is! He’s the story editor

at DC Comics. The reason I know him is that I went up to see him Above: 1 | )
when I was doing Pinocchio and talked to him about the story to get Norm Prescolt, Hal Sutherland, and Lou in 1965
some suggestions!” So, Weisinger called Norm, and it turned out that Opposite:

Fred Silverman, who had just started at CBS, had decided that he The super-hero who saved Filmation

CHAPTER : AND WHO, DISGUISED AS A REAL ANIMATION STUDID.. é



Opposite:
Whitney Ellsworth




could turn around the Saturday morning schedule at CBS and do
something that nobody had ever done, which was buy stulf specifi-
cally for Saturday morning. Up until that time, advertisers would sup-
ply shows, or the network would buy up used stuff. Nobody really
programmed for Saturday morning, and Silverman had gotten in
touch with National Periodical Publications—which is what DC
Comics was called at that time—and told them he wanted to buy
Superman as an animated show. The live-action show with George
Reeves, The Adventures of Superman, had ended in 1958, but it
had been put in syndication again and was 2 hit.

Weisinger had called Norm because he understood that Norm
knew something about getting stuff animated overseas, and they were
thinking about doing it overseas. He asked Norm to see him in New
York, and Norm told them, “You'll never get it done overseas. You'll
get over there, and they’ll tell you it'll get done, but it won’t.” He
wasn't lying; this was before the production companies overseas
could really do anything regularly. It would take forever to get a
project done, and there was no way of doing it on a weekly basis.

[ got a phone call from Norm, and he said,
“Lou, do you think we could do this series our-
selves?” 1 said, “How much are they offering?” He
said, “$36,000 a half hour.” Well, I knew then that
Hanna-Barbera was getting about $45,000 a half-
hour for animation. 1 said, “Sure, we can do it.
What the hell? We're out of work anyway. What's
the worst that can happen? We can’t do it?” T had
no idea what we could do it for, but I knew that
was better than we were getling.

Then he dropped the bomb. He said National
wanted to send a guy named Whitney Ellsworth to
come see the studio. I said, “What studio? There’s
me, there’s Hal, there’s 24 desks!” So I thought
fast and came up with a story. I called Ellsworth
and said, “T'm sorry, Mr. Ellsworth, but we really
don’t have visitors here during the working day.

It’s just too difficult, and people can’t concentrate.
We only allow visitors in the studio on Wednesdays 2\
between twelve and one. If you can come next
Wednesday at lunch, I'll take you through the studio and show you
what we're doing.” Ellsworth had been the guy who was in charge of
the live-action Superman show, too.

A short time before this, T had tried to get The Lone Ranger to do
as a show, but it went to Herb Klynn at Format Films, also, coinci-
dentally, for CBS. At that time we had a similar tour request happen,
and T had “padded” out my staff to make us look bigger and more
successful than we were. But that’s when we actually had a staff! This
was far more dire.

As soon as 1 was off the phone, I started contacting every anima-
tor 1 could think of. 1f we couldn’t make this look like a working an-
imation studio by Wednesday, we were going (o lose the one job that
could save us. I called one wonderful Korean assistant animator, Kim
Wong, who had written me a letter saying, “I are starving, please
hire.” Another guy, Jack Mach, ran a fan mail service for celebrities.
Some of the guys were already animators, like George Reilly, Eddie
Friedman, Lou Kachivas, Rudy Larriva, and Eddie Green. There was

one guy who I called, Harold Alpert, who was a CPA, but thankfully
he couldn’t make it. I found out later that Harold was a friend of
Whitney Ellsworth, and, if Whitney had walked in and seen his CPA
friend sitting behind a desk pretending to draw, it would've blown
the whole scene.

[ also brought in Ted Knight, my actor friend. He knew nothing
about animation except having done the voice work for us, and he
wasn't famous yet, though he had been working in Hollywood since
the late "50s. We borrowed a Moviola to make it look like we really
had an editorial department, and I told Ted, “If the guy asks you any
questions, just tell him there’s trouble at the lab, and you can’t talk
to him right now because you don’t know what you're talking
about!” Ted always had a tendency to overact. He said, “Yeah, don't
worry, Lou.”

So, Ellsworth walked in, and I had the place packed. There was
only one empty desk, and it was the guy who thankfully didn’t show
up, Harold Alpert. We’'d passed out scenes on Oz to all the people
there. Don Peters, who did gorgeous backgrounds, was in there pre-

tending to paint backgrounds. Jack Mock didn't
d know what the hell he was doing. He just held a
pencil and looked peculiar. The studio was hum-
ming. I think we even had the mannequin out
there, but the mannequin looked okay. We may
have passed that off as a joke. We had, like, 20
people in there, everybody furiously at work, but it
was twelve o’clock, and half of these guys had to
take off and get back to work! So, we showed
Ellsworth some of the stuff from Oz that was sitting
there in our little office that Hal and I had. It was
really a pretty big office.

There was a knock on the door. It was George
Reilly, and T knew George had to get back to
Hanna-Barbera. George opened the door and said,
“Can I come in?” I said, “Sure.” He said, “Lou, I've
got this toothache. Do you mind if I take off and go
2] (o the dentist?” I said, “Okay, George, you can go
to the dentist.” He shut the door, and I turned
around to Hal and said, “Make sure we dock that

son of a bitch!”

Everything was going fine, and Ellsworth seemed impressed,
when all of 2 sudden we heard, “There’s trouble at the lab! Trouble
at the lab!"—in 20 different voices. Ted Knight was out there run-
ning around, pretending he was a lot of different guys, yelling that
there was trouble at the lab. He had apparently gotten bored or
wanted some attention or thought he was helping. Ellsworth said,
“What the hell’s going on? You guys must have an awful lot of work.
There can’t be that many guys involved with trouble at the lab!”

Whitney finally left. He called back to New York, to a guy named
Jack Liebowitz at National Comics, and told him, “They have a little
studio, but they run a tight ship.” Liebowitz trusted us, without a
completion bond or anything, and gave us the job. It was our first
network show, with a budget of $36,000 per episode; although we
didn’t lose any money, I have no idea how we budgeted that show.
And, it was all done in the United States.

Several of the guys who were part of our fake animation team to

CHAPTER a: AND WHO, DISGUISED AS A REAL ANIMATION STUDIA... é



impress Ellsworth did end up getting hired by me at Filmation, by the
way, and some of them worked with me for a long time.

Norm went back to New York and met with Jack Liebowitz. Norm
told me that Liebowitz pulled a gun out of his desk drawer. Norm
thought he was threatening to kill him if we did anything wrong! But
Liebowitz said, “You know Norm, if anything happens and you guys
don’t deliver on this thing right. .. I'm going to have to shoot my-
self.” Well, nothing went wrong, and we ended up with a relationship
that lasted for years.

The Superman deal was about November 1965. With the Super-
man job coming up, we needed to get a bigger building. We found a
former animation studio that was for rent right across the street
from Hanna-Barbera. It had been, interestingly enough, the place
where Ray Patton had a studio. He was going out of business, so we
rented his studio.

There was a lovely man named Allen Ducovny who had been the
developer on the radio version of Superman back in 1940, since he
was working for National as their press agent. They hired
Ducovny—or “Duke” as people called him—as contact with us. For
the first year, I think he used a lot of the people who had done the
radio shows as writers. Actually, it was
an odd situation because they con-
trolled the writing, and they decided
not to do half-hour shows but to do
three seven-minute stories per show,
plus some extra stuff. It was two Su-
perman adventures, plus Superboy
and his dog Krypto in a2 middle story.

National really wanted to provide
the writers because they felt that gave
them more control over the stories.
That was fine with us as long as the
stories worked for animation. We
could do things that they couldn’t do
in live action, which is why we had so
many more super-villains and aliens and
super-powers, but there were still limitations because of the time we
had and the budget. The two writers they used most were Oscar
Bensol and George Kashdan, but there were others besides them.
Kashdan was actually a writer and editor up at DC. But Duke worked
with us on a daily basis. We were either on the phone, or he was out
here. It worked out fairly well because it gave us time to do what we
could do well here.

They actually recorded the Superman voices in New York, at the
same radio studio in which they had recorded the Superman radio
show. Clayton “Bud” Collyer was the voice of Clark Kent and Super-
man. He had played those roles back in the 1940s radio shows and
also for those marvelous Fleischer Superman theatrical cartoons.
He really pioneered that deep voice for Superman and the mild-man-
nered persona of Clark Kent. He was terrific. He fell right into it
again, and he was a very talented guy. Joan Alexander was Lois Lane
as she had been also on the radio show and Fleischer cartoons.
Jackson Beck was the Superman announcer and the voice of Perry
White, a job he had also done on the radio shows. He was also the
voice for Bluto on Popeye by the way. Jack Grimes, who was one of

% LOU SCHEIMER: CREATING THE FILMATION GENERATION

the radio Jimmy Olsen voices, reprised that role for us as well.

We recorded Bob Hastings, who was Superboy, here in Burbank.
And Ted Knight was obviously done here. Ted was the announcer for
“Superboy.” Janet Waldo, who was our Lana Lang, had been Judy Jet-
son and later became Josie James in josie and the Pussycats. She
had done previous work for Hanna-Barbera and radio shows before
that. Recording the voices in New York really wasn't the best way to
do a show, so, for the second batch of Supermans, we moved some
of the voice work to California. And, once we started on Aguaman,
we did everything here. Norm directed the voice actors here, but I
didn’t really take part in it then. We worked together on selecting the
voices, but I was really busy.

I was reading every script. 1 went over every storyboard. 1 went
over every layout. I don’t know how the hell T did it, but, you know,
when you're young, it's easier to do that. I worked with the writers,
and to me the most important thing you could do is get a good
script, because without it, I don’t care how well the animation
works, nobody’s going to like it.

One of the things we developed on Superman became kind of
identified with Filmation, and that was the stock animation system. I
started to think about how it was

tough to get stories to be seven min-
utes exactly, so we would add extra
scenes of Superman flying if we
needed to fill a few seconds, or trim
a few seconds. Nobody got upset if
they got to see more Superman fly-
ing! And then we realized that it was
crazy to do new animation for the
same flying sequences. So we started
to use and reuse the flying sequences.
We also began to document and
chart the scenes and do storyboards
that utilized the previous material.
The storyboard artists would literally
break a script down and create a comic
book sort of version of the script, with scene numbers and back-
oround numbers, and they would ask for various previously viewed
scenes. That all started with Superman, and, when we started doing
a lot of other stuff, it became a very organized system. It really saved
us all kinds of time and money, and we had vexy little of either.

Nobody in the business could really afford to put full animation
into characters for television because of the budgets and the delivery
speed, but I think we really solved the problem first. After a while,
over the years, we got to the place where we did stock material for
almost everything we did. Eventually, we even began to create the
stock material before we even wrote the stories: close-ups, long
shots, running, walking, talking, flying, swimming.... Aguaman had
a lot of stock material added too. No one had ever done that before,
but it was a matter of necessity, and, actually, we ended up with a
better show because we could afford to do that stuff extraordinarily
well. I've read people who critique our shows and complain about
the stock material, but the audience really grew to enjoy it because
they knew what the characters acted like and moved like. And our
stock stuff looked great! We didn't hide it from anybody. It worked.



There was one major problem with doing stock, though, when we
did Superman: the damned “S” on his chest! We couldn’t flop the
scene; we couldn’t do the right scene and the left scene. .. the damn
“S” had to change all the time. Consequently, all our stock scenes for
Superman had (o be done twice!

Alot of fans are pretty happy with how close the Superman
animation was to the comic books at the time. We took our models
directly from the comics. I think eventually that we may have even
gotten some Curt Swan model sheets to work from. Superman’s
co-creator, Jerry Siegel, came out to the studio once to meet every-
one. It was sort of a sad thing. Those guys were so young when they
created Superman and signed over the rights to the comic people.
And these poor guys only ended up with an honorarium for this
famous character.

[ want to mention Freddie Silverman again, and I'll be doing a lot
of that from here on out. There was a lady who represented DC
Comics, and she peddled Superman to Silverman. She worked for
herself, and she did very well. DC had not had much history of ped-
dling properties to television at that point; they wouldn't even know
who to go to. Anyhow, Freddie was a very young guy; he was like 23
or 24 years old then. Shortly before
that time, I had shown him a seven-
minute pilot that Hal Sutherland and
I had worked up for Buck Rogers,
and he liked it. He didn’t care about
the Buck Rogers property, but he
liked what he saw on film.

At that point, he was working for
CBS out of New York. So, he came
out, and we went to lunch. Freddie
and Hal and I went to the Smoke-
house, which was right across the
street from Warner Brothers. He had
never really seen much of Hollywood
or met very many people who had
worked out here. We ordered our food,
and Fred got a splinter from the chair in his hand. 1 thought he was
ooing to have a fit, and nobody paid any attention to him. He got mad
because all the waitresses were running around serving people food,
and he was there bleeding! 1 didn’t know what to do; 1 wanted (o
stick a sliver in my own hand to make him feel better. I was afraid
we were going to lose the job because of the sliver. All day long, all
he could talk about was the sliver. But we had a long working rela-
tionship after that, and he also ended up hiring Allen Ducovny to
work for CBS as well, in children’s programming,

Freddie was in charge of all daytime programming, but he couldn’t
do very much with it because the soap operas had been done years
before he started. There was very little he could change or do except
on Saturday morning, and he found this area that allowed him (o
do something that had not been done before: He created a whole
batch of new shows for Saturday morning. Prior to that the network
would get a show usually from an advertiser or sponsor. Kellogg’s or
General Mills would come in with a show, produce it, give it to the
networks, take two commercials out of it, and the networks had no
control over the body of the show. But Freddie saw what could

happen with Saturday mornings, and he created the Saturday morning
phenomenon. As a result of his decisions, all three networks ended
up doing children’s programming,

Not all of it, but most of the new animation that was being done
for TV was being done for primetime. Stuff like 7he Flintstones, The

Jetsons, and Jonny Quest were nighttime shows. Nighttime shows
were family shows, and what was developed for Saturday mornings
were children’s shows. Fred Silverman programmed Saturday morn-
ing, and he was a success. He spent $8 million in revamping that
schedule, and it paid off. He eventually ended up as president of
CBS, then later ABC and NBC. Freddie was brilliant.

Back to Superman. .. the network liked the seven-minute format
for the show because the stories weren't interrupted by the commer-
cial breaks. Also, National Periodicals didn’t have the writers who
really were used to working for half-hours. I mean the comic book
stories did not just automatically turn into an animation story!

We did 18 half-hours of the first Superman season, so 36 “Su-
permans” and 18 “Superboys.” Seasons became 17 episodes shortly
after that, but this meant that if a network reran the series, they had
three to four reruns a year. If they bought an additional eight for the

second season, they would use them
to introduce the season and then mix
in reruns for 2 minimal cost.

I'll talk a little bit about some of
the people who worked on the
shows. Hal was the main director
and executive vice president of the
company and in charge of all the
directing and the animators; I took
care of everything else. I handled
scripts, background, storyboards,
and layout. And, of course, I had
hired Erv Kaplan to be in charge of
backgrounds, which made things
easier. But it was challenging be-

cause, running the studio, you had to
have your hand on every phase of production. Luckily, we hired
some exceptional people.

Layout artist Wes Herschensohn was working for us for a while,
and, one year on vacation, he went to France. As he was walking
along the beach, he saw a guy making sand drawings, and the waves
would come in and the drawings would disappear. He got closer and
almost fainted when he realized that the guy was Pablo Picasso. He
walked up, and he didn’t know what to do because he wanted to
save the art from the water, but he couldn’t. So, he introduced him-
self to Picasso, and Picasso was really interested in the fact that he
was an animator! Wes wrote a book about Picasso called Resurrec-
tion in Cannes: The Making of the Picasso Summer, and that be-
came 2 film in 1969 called The Picasso Summer!

Bill Hajee was another animator and a funny guy. He had a funky
British accent. Xenia DeMattia was one of the few women animators

in the business. Her ex-husband was also

an animator, and he worked for us on Opposite & Below:
some shows. You'll notice she only used Images from

her first name in the credits; it’s because Superman
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that’s what everybody called her, and she didn’t like her last name
alter the divorce. Len Rogers was a soldier who had been a prisoner
of war in the Bataan Death March. Jack Ozark looked exactly like the
Mad Hatter. He was slightly nuts. We later had a guy work for us for
years named Joe Mazzuca, who was a writer and production manager.
As a child he had been the double for some actor in a jungle movie
called Bengal Brigade, and he got to film in Africa and ride elephants
and stuff. One day, Ozark walked into his office and looked at him
and said, “You don’t look so tough,” and walked out.

Ted Littlefield, who did back-
grounds for us, was the guy who
designed the first Filmation logo
with the smiling face. It's not
supposed to be a TV set, though
some people think it is, with
antennas on it. I think I saw the
happy face for the first time on a
Gillette billboard, as I remember,
and I thought, “There’s something nice about that.” It looked like to
me it should’ve been a billboard for kids.

Takashi Masunaga was another background animator. He was
probably the first Japanese animator who came to work in the U.S.,
and we trained him over here. Paul Xander was a really brilliant
background painter. He could imitate any style. Norm had him doing
stuff for his house. He drank a lot, but, unlike some people, the
drunker he got, the better he got.

Film editor Joe Simon just died recently. He came over to the U.S.
when the Hungarians revolted against Russia in 1956. He got here at
15 or 16 and went to school alone; his father had to go back to
Hungary to try to get their mother out. We first hired him to assist in
the editing, but he was fantastic. I could trust him with anything. He
ended up being a coordinator for all our stuff. I'll note that this Joe
Simon is not the comic book gent of the same name who co-created
Captain America.

We hired Gene Gropper on camera because he had his own cam-
era. We didn’t have a camera, so he moved his in. But, it would fall
apart all the time, and we didn’t have enough money to get a really
o00d camera. His father was William Gropper, a very famous painter
during the Roosevelt administration when they had hired people to
work for the WPA.

A S S OCIATES
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Most of the music for the series was by Gordon Zahler. He had a
little company that created music and sound effects, and we used
Gordon for the first vear or two. He was in a wheelchair, and he had
a guy (o push him around all the time. As a kid he had jumped into a
swimming pool, and there was no water in it. Physically, all he could
do was move his hands and talk, but he was an amazing guy. The
first year he also provided the sound effects, and that's where I met
George Mahana, who later came to work for us. Everybody remem-
bers the Filmation music because it was very important to us to do
as well as we possibly

could; some companies
didn’t really realize how
important sound is, but
we were going (o prove
music was important
soon enough. . .
Some of the music
was done in New York as
well. Over time we built libraries of music with composers. We
would tell them we needed running music, we needed shocking
music, we need ten batches of something, and they would do various
short and long pieces of music. We would get about two hours of
that, and, within the context of those two hours, we could do damn
near anything if the composer really knew what they were doing,

We didn’t own the Superman music though. Later on, when we
did music, we owned the publishing rights, but this was being done
by National Periodicals. We did the musical supervision, which was
basically taking the music that we got from them and re-cutting that
music so it fit the shows. At the beginning, Norm handled all the
music issues.

If you watch the end credits on Superman, Norm Prescott’s name
and my name are on the same line, but his is technically first when
reading left to right. We had argued over whose name would be
listed first. He said that if it hadn’t been for him we wouldn't have
gotten the job. That was a good excuse! But I said that if it weren't
for me, we wouldn’t have been able to do the show.

Before we finish up this section on Superman, I'll tell you a
funny story about “Superboy.” We were doing these shows so
quickly, and time was so tight, that we just barely made the air dates.
I don’t think we ever missed an air date, but things were always

A




close. One day, we were working on
mixing the sound into the finished
footage on “Superboy,” and there was
a scene where Krypto flew over a forest
fire or something like that, and all of
the sudden I saw him lift his leg and
he peed on the fire to put it out. It
hissed and everything! I said, “Whoa,
whoa, whoa! Wait 2 minute!” Thank-
fully, I caught that. There was one time
on Batman that I didn’t catch some-
thing, but I'll tell you about that later.

As for the impact the show had on
us, simply put, it made us. And it made
CBS a big winner! The New Adven-
lures of Superman premiered on Sep-
tember 10, 1960, at 11:00 a.m. We
were up against 7he New Casper Car-
toon Show on ABC and Cool McCool
on NBC. We slaughtered them. There
was nobody even close to our ratings
for Superman. And once the other
networks saw the ratings, it started a
rash of imitations. Superheroes were
all over the networks within two or
three vears. But Superman was

part of it, besides being able to think
about a paycheck every week. We
worked long and hard hours.

In 1966 we were right in the mid-
dle of Superman, 1 guess, or the next
batch of Supermans, when we moved
to another studio at 10635 Riverside
Drive in Toluca Lake—where anima-
tion company Film Roman would get
their own start in 1984—which was
much larger and more efficient for us.
Dick Clark from American Band-
stand came over and was wandering

through the studio. As we wandered

through, I knew everybody’s first
name. .. I mean, everybody in the
whole studio. And one of the things he
said was, “Hey, you may be able to do
that now, but some day you're going
to turn around, and there are going to
be so many people that you can’t pos-
sibly remember every first name.”

But for the next three years, Filma-
tion did very well. We kept selling
mote and more shows. Coming up for
us were more superheroes, some

unique and so potent that some of the crossovers with Hollywood, and the
imitators really screwed it up. Some of them led to the problem of surprise debut of a red-headed teenager from the comics who was
violence on Saturday morning television. Whereas Superman was going to change the rules of Saturday morning animation yet again.

done, 1 think, with some degree of sensitivity toward the audience,

other programs that were sold later just increased the tempo.
Filmation was suddenly successful, but due to our financial prob- 3:\
lems when we started out, even with the Superman show, we had %
(A

)

o
absolutely no money. Money was going out as quickly as it came in. \ B
We had nothing to spare, and it was a very difficult way to do busi- \ &\ S \
as some of the guys who were working for us.

ness. Often, Norm and Hal and myself didn’t take home as much pay \ .
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But those were good times because for years we had been waiting | -

for an opportunity like this, and, all of a sudden, it was presented (o [/ T

us. We proved that we could do it, which was the most rewarding / / 7 it
L , .:‘
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Opposite top:
Original Filmation logo design by Ted Littlefield

Opposite bottom:
Images from Superboy

Credits from Superman

Model sheets tor Krypto

Image of Krypto the superdog
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THE SUPEeR SUPRPeRrRHeRrRoes

0 animation studio worth its cels is going to stay content doing one project, and,
even as we were working on Superman, we were working on other projects. The
money from Superman allowed us to actually complete a few of them while others
never got beyond the development stage. Since the seven-minute segments worked
so well for Superman, all of the pilots we did produce were that length.

Our next deal was announced in the trade papers in February 1966. It was set to be The Marx
Bros., a new comedy series. It was supposed to have 156 seven-minute shorts, and Groucho Marx
had signed on as the technical advisor. Miles Films was going to distribute us, repped by Jerry
Liddiard as sales director. Jay Burton, Mort Goode, and Mike Maltese were the writers, and Hal
Sutherland directed the pilot short, “A Day at the Horse Opera.” I believe that I designed the

characters, and I did all the layout.

We had two guys do voices for this pilot: Pat Harrington and Ted Knight. Pat was Groucho, and Ted did the other voices, except Harpo for
obvious reasons. Well, there was an old vaudeville guy who played the Indian.

Groucho was a lovely man, a really sweet, gentle man, but he couldn’t do the voice. One day Groucho called. He said, “Lou? I've got a per-
fect voice for you, to play me.” And I said, “Well, who is it, Groucho?” He said, “You're talking to him.” It was Pat Harrington, Groucho’s
friend. He was the perfect Groucho. He was also the nuttiest guy in the world. He seemed like he was straight and forward, but boy could he
get strange. I'll tell you some stories about him in a bit, but you’ll have to send the kids out of the room.

We also announced an animated musical special called
Three Billion Millionaires, which was based on an album
that had been released in 1963 that benefitted the United
Nations. Norm had made a deal for us to adapt it as a pub-
lic service kind of show. People who had contributed to the
album—and were thus going to be on the show—included
Bing Crosby, Jack Benny, Danny Kaye, Judy Garland, Sammy
Davis, Terry Thomas, Carol Burneit, George Maharis, and
Wally Cox. Judy sang a song in it called “One More Lamb,”
and others sang as well. Bob Allen was the songwriter and
album producer, with book and lyrics by Peter Farrow and
Diane Lampert, and the story was about a six-year-old from
the land of Goo who comes to the United Nations as a dele-
gate in about 2015. Ray Ellis conducted the music, and he
would later come on to do most of Filmation's stock music
library. I don’t know why this never happened, but it was
one of the many deals that Norm came up with. There are a
lot of them that never got to the drawing boards, but, like
many studios, you make deals and announce things, and
sometimes they fall through.

By August 1966 we were working on four other short pilots: Opposite: |
Bulldog Bonnd, Dick Digit, The Kid from S.PY., and The Green A montage of Filmation’s animated superheroes
Lantern. We were negotiating with National to do other DC charac- Above:
ters, but that was the first one we announced. Image from The Marx Bros. pilot
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Bulldog Bonnd holds a bit of a soft spot in
my heart. 1t was a spy show, and it was the last
picture that I ever laid out. I designed the char
acters as well. I really wasn't happy with it then,
but, in looking at it recently, I like it. Tony
Benedict, Hal's stepbrother, wrote the script for
this. There was a radio show character named
Bulldog Drummond, and then, obviously, James
Bond was popular, so we kind of combined
their names for this spy spoof. I don’t think I
ever showed it to a network. I was sort of em-
barrassed with it when I did it, but looking
back it may have been way ahead of its time. It
was limited animation. It was clean layout with
very clean characters. It’s kind of like some of
the spoof shows that air on Cartoon Network
these days.

Robert Strauss was the voice of Bulldog
Bonnd. He was best known for his role in a war
movie called Stalag 17, about American pris-
oners of war in Nazi Germany. He had this
deep, gravely voice, which was a perfect voice
for animation, but he couldn’t do too many
voices because his voice really was that gravely.
Nice man. I think Ted Knight may have done
some of the voices as well. I may have even
voiced a little Japanese guy in it named Tomo,
but I'm not sure. I'm a bit embarrassed by the
racially caricatured nature of Tomo’s design,
but it was reflective of the times, and no other
character was all that good-looking either.

The third pilot we announced was called
The Kid from S.PY., and it was about a group
of teenagers who fought crime after school. 1
don’t think we ever really did anything on it, at
least in terms of formal animation. We dropped
it from active development before 1966 ended.

Then there was Dick Digit, which we later
called The Adventures of Dick Digit. Anybody
who sees it now—and it’s out there on the In-
ternet—will wonder what we were smoking. 1t
was a weird superhero show with a circus per-
former called the Jester, and he has a puppet
named Dick Digit, except, as the pilot ends,
Dick Digit gets replaced by a real guy—from
outer space—who just happens (o be super-
small. I think Ted did most of the voices, but I
also think that Norm played the announcer. We
did a seven-minute pilot for that one, but it was
just too strange for anyone to want. We kept of-
fering it to people for quite a while though. It
did eventually get released in England by Video
Gems, in 1982 on a Blacksiar videotape!

In late December we made a deal with
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National to develop even more of their heroes
for animation. DC actually asked us to do

Aquaman, but I wasn't convinced the network

would buy it without seeing a pilot. He wasn’t
as famous as Superman or Batman. So we did a
beautiful looking pilot titled “The Great Sea
Robbery,” which 1 think we retitled and used
when the show was played. Nothing like it had
been on the air. The undersea stuff really
looked interesting, and it was visually fascinat-
ing. That got Freddie Silverman’s attention. An-
nounced to the trades in early January were

Aquaman, to begin on CBS in September

1967, and Batman, to begin as soon as the
live-action show went off the air at ABC.

We didn’t reveal anything about which net-
work Batman was going to be on, as we were
talking with ABC about another show, and vet
CBS had our other DC heroes. It was kind of a
touchy situation because ratings were already
going down on the live-action Batman series,
and the network had not yet ordered a third
season for 1967-1968.

In March 1967 The New York Times did a
piece on Saturday morning animation in which
it was Hanna-Barbera, not Filmation, that had
to take a beating over limited animation, and
DePatie-Freleng who were attacked over con-
tent. They blamed the networks, saying, “Right
now they want the blood, guts, and gore that
are inherent in the 'supers.”” Now I'm not sure
that I ever saw any blood, guts, or gore in any
Saturday morning animation, but superheroes
were definitely hot. In that same article, Norm
talked about Filmation developing Green
Lantern and Green Arrow, announced we
would be doing the Superman Hour of Adven-
{ure, and gave them a photo to publish of
Aquaman and Aqualad astride their seahorses.
It was the first public image of the animated
Aquaman.

Daily Variety gave us a huge compliment in
April, saying that Hanna-Barbera and Filmation
produced “the Tiffany stuff” for the networks,
and Broadcasting magazine called us a
“heavyweight contender” the following month.
They also revealed what our fall line-up would
be: an animated version of 20th Century Fox’s

Journey to the Center of the Earth for ABC,

with half-hour complete stories; and Aguaman
for CBS, now paired with DC guest heroes in-
cluding The Flash, Green Lantern, Hawkman,
Doom Patrol, B'wana Beast, and The Atom,
among others as yet unannounced.



We were opening up a new market for Jozr-
ney to the Center of the Earth because it was
one of the first—if not the first—time that an
animated TV show came from a live-action film.
We saw that as a trend for the future; just like
the superheroes were known properties from
the comics, so too were feature films known
properties.

Through Norm we also saw that music had
a potential future in animation. At the end of
June, we made a deal to animate a 2)4-minute
film clip for a new children’s duo named
“Elmo and Almo” for Warner Records. Elmo
and Almo was a boy-girl duo created by
Charlie Koppelman and Don Rubin, also
known as K&R, that they intended to exploit
with music, animation, and more. Our clip was
supposed to be used on a Krafl Music Hall
episode with an Elmo and Almo song. Unfortu-
nately, after only one release—“When the
Good Sun Shines”—the group faded away and
did not become the “teenybopper” hit that the
producers hoped for.

As we were working on the new projects
and the second set of Superman episodes, a bit
of public backlash was coming down against
action shows. We were totally aware of that and
worked hard to make sure our stories were ap-
propriate. The networks considered the base
audience to be six years old and thus more im-
pressionable. We included lines in Superman
that real people couldn’t actually fly, and we
also tried to make sure that children weren't
kidnapped or exposed to great danger in the
stories. We changed one “Superboy” story in
which he was going (o stop a truck with his
bare hands; we didn’t want any kids to do the
same thing. But, as I told Variely, we could
have kids help adults: “Animated adults can be
exposed to danger because somehow kids
think adults can take care of themselves. They
like it when kids help adults out of danger.”

There were other things we had to be care-
ful on with Superman and Superboy especially.
We did not want kids jumping off of roofs (rying
to fly, and there had been stories about that. So,
we basically showed Superman jumping up in
the air. And then, the next thing you knew, they
were up in the air. We didn’t show them jump-
ing off a wall or off a roof. We'd see a guy go
straight up in the air and then cut to him flying,
There’s no way a kid could do that. We tried
not to do things that could be duplicated. The
people working with kids talk about such

THE SUPERMAN/ABUAMAN
HOUR OF ADVENTURE

things as “imitatable behavior.” Kids love to im-
itate things, so we had to make sure they didn’t
imitate anything harmful. We did that same
thing on any of our superhero shows, even live
shows later on like Shazam! and Isis.

Aquaman had a whole different look to it
because the series was mostly set underwater. 1
think it was Erv Kaplan that developed some of
that unique look. We could do some really in-
teresting stuff visually and colorwise, and it
didn't have to be like the world up above with
us trying to reproduce reality. Aguaman was a
much more visual show than Superman as far
as the use of color and the watery effects. We
just wanted to make it look better.

The way we would do the underwater effects
is that we would rub stuff like baby oil on a
clear piece of acetate. And then, when we shot
the animation, we would put the oily acetate
closer to the camera lens and move it at a dif-
ferent speed than the background. We did not
do that all the time as it would make your eyes
g0 crazy! Some scenes would have it, and then
it would fade out, and in other scenes you'd
bring it in. Seven minutes of it would be too
much though.

We added in a few animal characters like
Imp and Storm, the seahorses—who had ap-
peared in the comics—and Tusky, the walrus,
but we didn’t want them to talk or anything,
Aquaman could talk to the fishes, but they
didn't talk back. We changed Aquaman’s
costume a little bit just to make it more visual
for animation, but mostly he looked like the
comic character. The water-throwing powers
he had were for the same reason; it just gave
him something more visual to work with.

As with Superman, DC provided all of the
scripts. Mort Weisinger story-edited the series
again, and a lot of the scripts were written by
Bob Haney, who actually wrote the Aguaman
comics during those days. We also got a small
percentage of the profits for the DC shows that
vear, and they upped our budgets for these and
the second run of Supermans from $36,000
per episode to around $50,000 per show.

In terms of the shows, we started a few new
things for what was now going to be called 7he
Superman/Aquaman Hour of Adventure. 1
believe that Ted Knight rerecorded the opening
narration, and we had all the non-Superman
voices done here. We also added some secret
codes in as bumpers around the commercial
breaks, so that the kids would keep watching
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during the commercials and so that they had an activity to take part
in. All those secret code segments have disappeared because the net-
work and Warner didn’t use them when the shows got split up.

And here’s something most people don't know: the Hour show
didn’t just have the Super-

We finally settled on Marvin Miller, who was really famous for
doing a show called The Millionaire. He had a great baritone voice,
and he did a lot of commercials. Aqualad was Jerry Dexter. He was a
nice looking blond kid as I recall. I say “kid” because he was

younger than Marvin, but

man and Superboy stuff in [ think Jerry was older
the first hour and the r B than 1 was. He was also
Aquaman/Guest Hero stuft | ﬁ[ I e o i » ,ﬂ\ g\ the host of Good Day
in the second hour. We ac- ' Y @ ’ ' L.A., alocal morning talk
tually mixed them up et b}f 5 show on KABC-TV. I don't
more, so there might be a (o _ remember much about
mixture of shows! In later | . Diana Maddox, who
seasons when they split | ‘ feiedr s played Mera, except that
the shows up, they were a s she was British. And Ted
kept in their own seg- ( ' 4,/ Knight did all the other
ments, but they didn't start w voices, including the an-
that way. \ 5, AR AL nouncer and the villains,
We tried out a bunch of S ~" This Page: and even the seahorse
voices for Aquaman. In ‘ Aquaman and whenever it made sounds.
fact, when we were work- “The Atom” With “Aquaman” we
ing on this book, we found model sheets ~ Were doing two segments

some of the reel-to-reel
tapes of the auditions. We
auditioned: Lennie Wein-
rib, who later did a lot of

per show, plus a “Guest
Hero” segment. I can't
remember why we didn’t

stuff for Hanna-Barbera
and Sid & Marty Krofft, not
to mention, us; Rich Little,
who was a popular im-
pressionist at the time; Ed
Prentiss, who had been
radio’s Captain Midnight;
Jack Lester, who had been
radio’s Sky King; Keith
Andes, the voice of
Hanna-Barbera’s Bird-
man; Shep Menkin, the
voice of The Lone
Ranger's Tonto; Rick
Jason, an actor from
Combat!; Tol Avery, an
actor and hypnotist;
Arnold Moss, who was a
radio guy and Shake-
spearean actor; Dane
Clark, who was kind of 2
character actor, but who
hadn’t done any voices,
and Jim Mills, Bruce

Hays, Larry Alexander, and Lin Johnson. Auditioning for Aqualad
were Sam Riddle, Bob Diamond, Patrick Regan, Huckleberry Finn
film star Eddie Hodges, and sportscaster Gil Stratton. And here’s a bit
of a surprise; we also auditioned at least one woman to play Aquagirl
instead of Aqualad'

SLIGHT KneE BEHD AS
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do an “Aqualad” solo
story or a “Mera” solo
story, but I think it was an
easy way for us to test out
some of the other
National superheroes for
their own shows. We
talked about a lot of them
and even had presentation
art created for several of
them we didn't use. We
had the Blackhawks,
which was a squad of
fighter pilots. We also
developed Plastic Man,
Challengers of the
Unknown, Metal Men,
B'wana Beast, Green
Arrow, and Wonder Woman.
We also talked about
Metamorpho, and,
though there are rumors
that we did a pilot for
Metamorpho, I don’t
think we ever did, and
neither do Hal nor my lawyer, Ira, remember it. Pilots were very
expensive, and the chances were that maybe you couldn’t sell it, and
then what were you going to do with the damn thing? I do know we
had art done for most of these though, with some of it by Wes
Herschensohn or Jack Ozark. To make things a bit more confusing
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for die-hard fans, DC Comics even ran an ad in a few comics that
said we were going to do Wonder Woman, The Flash, Plastic Man,
and Metamorpho. They kind of jumped the gun on that one though.

The ones we decided to do were Green Lantern, The Flash, Hawk-
man, The Atom, Teen Titans, and the Justice League. They were all vi-
sually very different from each other. Green Lantern had been the
one we looked at doing early on, but didn't. I don’t remember why
though. In the end we did 16 new “Superman” shorts, eight new
“Superboy” shorts, and
36 “Aquaman” shorts,
plus 18 Guest Hero seg-
ments.

Pat Harrington Jr.

THE ToP TV COMiC STARS
CM: FroM DC'%/M#/M

played The Atom and ON Aﬁdc v..
also Speedy in the a%g : Nw

“Teen Titans.” I told you
[ had some stories
about him, but they're a
bit rough, so send the
kids out for ice cream.
I'll tell you about
recording voices while
you wait. We didn't have
a recording studio in
our building vet, so we
had to record voices in
Hollywood at Ryder
Sound Service. We

IN LIVE ACTION - sy The JOKER,
The PENGUIN gnnd The J“WQL£¥?--
every Wednesday and Thursday?

would record voices on
Fridays, and that went
very quickly. We could
do a half-hour show
within an hour or an
hour-and-a-half. And
nobody was around to
bother us. No network
representative poking
their nose into it, telling
the actors to do it a lit-
tle better, Norm did a
lot of the recording, He
was really very, very

ADVEHTURES
’ SUPERMAN,
p SUPERBOYZKRYPTO!

In Animation-and in Color on CBS TV each

SATURDAY Murnmg Starting in Seplember!

Another Friday night I saw him sitting talking to one of the girls in
the ink and paint department. She was a pretty redhead girl. He was
drunk, and he was holding the script in his hand as he sat there. I
looked over, and he flipped the script up, and he had his dick hang-
ing out. Again! She never saw it, but every time I looked over he’d
flip up the script, and there he'd be exposing himself.

So, those are my memories of Pat Harrington. He later made it
really big on that TV show, One Day at a Time, playing the handy-
man. And we now re-
turn to our regularly
G-rated conversation.

Some random
thoughts on names in
the credits for Agua-
man. ... Lou Zukor
came (o work with us
then, and he had a long
history in the business.
He used to work for the
Fleischer Brothers on
Betty Boop, and he did
that Gulliver’s Travels
movie with them in
1939. He was a director
with us for a long time.
Norm McCabe had also
been working since the
1930s in animation and
had been at Disney and
done a lot of stuff at
Warners.

Don Christensen got
the art director credit
on the show, though I
had first hired him
about the same time
that I hired Kaplan at
True Line. He stayed
with us for a good long
time. We had a falling
out in later years over
Zorro, which I still re-
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good and he enjoyed
that.
But after we would

w1 S AQUAMAN, WONDER WOMAN, The FLASH,
662 ELASTIC MAN, and METAMORPHO FEOLORRUL

gret. We also started
giving credit to all of
the Layout guys, which

record the voices on

Friday nights, some of us would go out and get drunk. I was not a
great drinker, but T used to get drunk, and Jay would be pissed off
when 1 came home. So, when we'd go back to the studio, half the
time I'd just lay on the office floor and pass out. There was one night
I remember I was in the office, on the floor. I knew 1 had to get up
and go home. And all of the sudden there’s water or something com-
ing down on my face. I looked up to see Pat Harrington standing
there and he'd just pissed all over me!

COPYRIGHT © NATIONAL PERIODICAL PUBLICATIONMS, INC.. 1984

is how it should have
been. Layout is important because they put the characters in the area
where they're supposed to be. They design the backgrounds—in
pencil, not ink and paint or color. They could all draw beautifully.

Sherman Labby did storyboards for us, and he actually became a
very successful major motion picture illustrator and storyboard

Above:
Ad from DC Comics that jumped the gun on characters
Filmation was animating

CHAPTER 6: THE SUPER SUPERHERDES é



artist. He left animation when the business got really crappy, but he
did really well for himself.

Mel Keefer was one of our layout guys, and he did a lot of comic
books and comic strips and has had a great career. He did beautiful
art. He was another one I lost touch with when I had to lay him off at
one point early on because we didn’t have any work. What I didn’t
know was that his wife was dying of cancer then. He wouldn't talk to
me for a long time after that. Eventually, he remarried, and they're
doing very well. His wife is a well-known philanthropist. I saw him
recently, and he was very sweet. We shook hands and talked, and he
showed me some of his art. It felt good to reconnect.

Martha Buckley was our Ink and Paint Supervisor. She worked
with us from the beginning, and for a long time. Eventually her assis-
tant, Betty Brooks, took over.
Ink and Paint was almost an
all-women department, which
was a tradition in the industry.
Ink and Paint people got less
money, and 1 suspect that men
wouldn't take those jobs when
they started in the business
because they wouldn’t make
enough money to keep a fam-
ily going. So, it probably went
more (o women as a second
income for the family. I imag-
ine that's how it started. Most
of the men in that department
were doing more of the spe-
cial effects, sometimes with
airbrush.

We hired more women in
other departments than any of
the other studios though, as
you can see even from our
early credits. I mean, if you
were 4 good animator, I didn't
give 2 damn what your gender
was; you were a good anima-
tor. One gal at the company
was Venetia Epler, and she
looked like she came out of a
1915 black-and-white picture. She was a very preity, little woman
and if she heard the word “sh*t,” you knew she was going to fall
apart. So, of course she worked in Erv Kaplan’s background depart-
ment, and his swearing would make her crazy!

Eddie Friedman was an animator who later became a director for
us. He just died a few years ago, at the age of 92. He ran in the 1932
Summer Olympics that were held here in California. He had worked
for almost everybody in the business, and he was with us from the
beginning to the end of Filmation. Lenn Redman was an animator,
but he was also a great caricaturist. He did a caricature of Norm and
Hal and I that we used for years. He was the hairiest looking son of a
bitch, and he'd sit there wearing only shorts on a hot day. I think he

% LOU SCHEIMER: CREATING THE FILMATION GENERATION

was an exhibitionist, but nobody wanted to see it. But, boy, could he
draw caricatures.

Virgil Ross was another animator on the shows. He worked at
Warner for years. He was Friz Freleng’s top animator, and anybody
who knows anything about animation will remember Virgil. Tiny, lit-
tle guy that looked like Tweety Bird. I think they used him as the
model for Tweety Bird. He didn't like working around anybody and
liked to be all by himself, but we knew that he worked really hard.
He went looking for a place when I hired him, and he found a closet
upstairs. He worked in that closet, and he covered it with cardboard
boxes, so vou couldn’t see him work. You'd open the door, and he’d
be behind a cardboard box. But you never had to worry about it; he
did brilliant stuff.

That takes care of the su-
perheroes for now. Now let’s
head underground, and I'll
tell you a bit about Journey to
the Cenler of the Earth. The
live-action feature film from
20th Century Fox had been
released at Christmastime in
1959, and it had been a hit.
Of course it was based on the
Jules Verne book, but we
wanted to tie in to the movie.
We met with some of the peo-
ple on the film to get their
blessing, and they were
mostly just concerned that we
wouldn't harm what they had
done. We made a deal with
Fox, and they retained distri-
bution rights for it, with us as
their partner. And then we
sold it to ABC.

As I mentioned earlier,
this was done with half-hour
stories, which weren't being
done for Saturday morning
animation at that point. This
was a leap of faith for the net-
work to believe that young
audiences would get it. Beyond that it was sort of a serialized show.
It didn’t continue from episode to episode with clifthangers, but the
story continued as the characters were on a quest. We couldn’t do
serialized stories because, if the network moved the episodes around
during repeats, the audience might get lost. So what we did was, dur-
ing the main title we talked about how they got lost when they went
to explore the center of the earth and were now trapped there. We
showed the relationship between the good guys and the bad guys and
told how our heroes were searching for specific clues to help them
get home, which gave them all a reason for their quest. We opened
the show that way each time so that viewers knew that we were con-
tinuing the saga.



Promoting the series at the time, I gave interviews in which I said,
“Working with material from a Jules Verne novel gives us an oppor-
tunity to let our imagination run wild, much in the same manner as
Verne himself. Verne's wonderful ability to write of mad, marvelous
adventures in settings of the future afford us the chance to use his
ideas to thrill 2 new generation of science-fiction lovers. The Satur-
day morning audience is comprised of many children who have not
heard of Verne’s work, vet they watch with interest a show like Jour-
ney to the Center of the Earth, thrilling to many of the same things
which children of past generations read about.”

Journey to the Center of the Earth was the first series that Filma-
tion hired writers for, since National provided all the superhero
scripts. Norm and I went after several live-action television writers,
including Ken Rotcop, who had done some Star Treks; Larty Gold-
man, who had generated adventures for Dakiari, and some others.
We also brought in a guy named Ken Sobol, who I'll tell you more
about in a later chapter.

We barely changed the characters from the movie, although it
had made changes from the novel. The explorers were now Professor
Oliver Lindenbrook; his faithful strongman guide,
Lars (changed from the movie’s Hans); the
student Alec McEwen; and Lindenbrook’s niece,
a young girl named Cindy Lindenbrook, who we
added to replace the movie’s grown woman
named Carla Goetaborg. We wanted kids to iden-
tify with the characters more, so we had those
two younger characters be very integral to the
plot. The villains remained Count Sacknussem
and his henchman Torg, and we resurrected
Gertrude the duck, who had died in the film.

Voicewise, we had a familiar cast. Pat
Harrington voiced Lars, Torg, Alec, and Gertrude.
Ted Knight was Professor Lindenbrook and the
villainous Count Sacknussem, plus other voices
as needed. And Jane Webb, who was new to us,
played Cindy. Jane was with us for a long time
and did quite a2 number of our shows.

There isn’t much more to tell about the series.
We did 18 of them, and had dragons and cave-
men and dinosaurs and lost civilizations and all sorts of stuff. And we
showed that a girl could be just as spunky and tough as the boys.

There was one ironic point that happened with Journey though; it
became our first series to appear in a comic book based on our
stories rather than the other way around. ABC did a one-shot special
with Marvel called America’s Best TV Comics, in which they had
short stories of almost their entire line-up. It included a ten-page
Journey lo the Center of the Earth story in it!

Working on both these shows, the studio expanded further, moving
up from 116 employees to 150. In addition to the shows we were
working on, we still did a few commercials here and there, including
a spot for Pacific Power—Dbooked for us through McCann-Erickson
advertising firm—and six one-minute spots directed by Hal for Copeland
Meats, a company out of Jacksonville, Florida. We also did three 60-
second spots for Chrysler Corporation for their Dodge Division.

Norm and I even got to travel some now that we were gelting
network attention, heading to Paris for industry meetings in July. And
Norm agreed that Filmation would produce an album of songs by
Ted Knight, which at that point was to be titled Close Your Eyes.
More on that later.

All the networks debuted their new Saturday morning line-ups on
September 9, 1967. ABC tried to counter our DC heroes with Marvel
heroes, debuting both The Fantastic Four and Spider-Man. Journey
to the Center of the Earth was on ABC right after those two, at 10:30
a.m. The Superman/Aquaman Hour of Adventure aired on CBS from
11:30— 12:30, up against 2 new show called George of the Jungle
and The New Beatles.

Superman/Aquaman was soon certified by both Arbitron and
Nielsen as being the highest-rated show on Saturdays with an 8.9
rating, and Journey came in as the second highest-rated with a
0.6 rating,

Expansion continued after our fall debuts. We made a deal for a
00-minute Aladdin special for the *68—'09 season with Tony Ford
Management and Henry Jaffe Enterprises. The score was going to be
by Sammy Cahn and Jimmy Van Heusen, who had
won three Academy Awards for Best Song and
were regular writers for Frank Sinatra. That was

another of Norm'’s deals that never happened
though. He knew Cahn and Van Heusen from his
music days.

We also made a deal with Rockney Productions

for a series called Yank and Doodle. This was a
redo of our earlier Yankee Doodle Dandy concept
about the boy and the dog. Rockney was a com-
pany run by Sidney Miller and Austin “Rocky”
Kalish. The idea behind the series was to use two
comedians in the title roles, sometimes filming
them live, and sometimes animating them. Miller
had worked on shows like Get Smart and The
Monkees, and he was going to direct the pilot,
while Kalish, who had written for My Three Sons
and The Flying Nun, was going to write with his
wife, Irma Kalish. We even announced a nationwide
talent search. Nothing really came of this, but Sidney
did invite us up to a party at his house once, and Sean Connery was
there. The only thing I remember about Connery was that he had a
shirt that was open down to the waist, and he had the hairiest body
I'd ever seen!

Behind the scenes, we were also working on another deal that
first got leaked in an animation union newsletter late in 1967. In it
they noted that “an all-new animation series, Archie, is all but in
the bag there.” But what could Filmation, the company built by
superheroes and adventure stories, do with a comical teenage series
like Archie?

Opposite:
Model sheets from journey lo the Center of the Earth

Above:
Images from Journey to the Center of the Earth
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Archie’s here...Betty’s here, Veronica, too.

Reggie’s here...Hey, here comes Jughead and
Hot Dog,too. Now EVERYTHING’S ARCHIE.

*from Archie’s Theme copyright © 1968 by Don Kirshner Music, Inc. « Words and music by Jeff Barry

Wich for“THE ARGHIES” ol eerySfurtay moringn the GBSV neor

L!_




CcCHa P T R S e v N

THE FaNTasSTIC SHRINKING BartT-1eaeNaGcGenR

e did a ton of superhero shows, and by 68 it was obvious there were just too
many of those types of shows around. So, we got the rights to Archie Comics, and
it was interesting because it was the first of the non-superhero comic books that

was brought to television, and it was an extraordinarily successful show.

The first word of our new 1968 schedule leaked out to the trade papers in late March. Variety did a story on the new CBS Saturday
mornings, which were coming up on some changes since some of the series had two-year commitments. They revealed both Batman
(alongside Superman) and Archie on the CBS schedule, and Fantastic Voyage on the ABC schedule, though they only gave Filmation
credit for Batman. On April 21, CBS officially announced its ambitious fall schedule, with 2%% hours of comedy followed by 2% hours of
adventure, carrying a total $4 million price tag. Freddie Silverman was not going to let his Saturday morning dominance flag, and he had
even stolen Bugs Bunny away from ABC. That same week ABC announced we would be doing Faniastic Voyage for them. In addition to the
three new shows, CBS was going to rerun our Aguaman, now as its own half-hour show on Sunday mornings, and ABC was going to rerun

Journey lto the Cenier of the
Earth.

With Batman, Archie, Fan-
tastic Voyage, and an order for
eight more Superman halt-
hours—16 “Superman” shorts
and eight “Superboy”—our
workload shot up dramatically.
It was a total of 59 new half-
hours for the season, with the
budget moving upwards to
around $60,000 per episode!
Additionally, we had four ani-
mated specials we were work-
ing on, and we were still trying
to sell Yank and Doodle. We
had found our leads for Yank
and Doodle when Norm and 1
were in New Orleans and spot-
ted entertainers Marcus Grapes
and Allen Yasni performing
there.

Now, 1 liked Aguaman a lot,
but the way the networks
bought shows in those days was
generally for two years unless
they were a total flop, and then
they had to figure something
out. It didn’t mean that they

paid.lor new anes.in year two, %ipl?::lfeside to the first record for The Archies
but they pretty much had to schedule them. And it wasn’t that Aguaman was i l '
ove:

doing pootly in the ratings; it was doing great as part of the hour. But they

wanted to do Batman as part of the hour to freshen it up, and, as you’ll see in An ad that ran in Hollywood trade papers

showed Filmation’s 19068 lineup.
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a bit, there was some backlash against adventure shows, so they
decided to move Aguaman to Sunday. There was a lot of public serv-
ice and religious programming on Sundays, but Freddie Silverman
thought he could develop a kids’ block there.

As for the raise in prices, with the addition of more and more
new shows on TV—and we were competing mostly against Hanna-
Barbera for ratings and workers—it was getting more and more dif-
ficult to get people. We had to pay more for newcomers, and there
were automatic raises on a yearly basis for those who had been with
us 2 while. In animation the budgetary costs are mostly personnel.
The rising cost to $60,000 sounds like nothing now, but back then it
was a lot of money. If 2 show went into its third year, like Superman,
that’s where most of the profit would start to kick in. You recouped
your investment and made a modest profit by the end of the second
year, but the third vear, if they added a few new episodes and ran re-
runs the rest of the time, that was profitable.

At that point we didn’t do our own international distribution. In
those days the networks could demand that you give them interna-
tional distribution. Quch! Eventually, we fought that and sometimes
won, but that's a story for later.

The week of April

always there. It worked out well for us. Hal worked upstairs with the
animators and the directors, which was where he should have been.
I worked mostly with the layout men, as well as the writers, who
were downstairs right next to our offices when we moved.

As for the recording studio, it was amazing how many people we
could get into that studio. Most of our shows were done there be-
tween '68 and '806. That's almost 20 years. We did everything but the
lab work and the final sound stuff. I mean, we would cut the effects
and music there, although the symphony orchestra work would be
done in Europe.

Anyhow, once the Archie cat was out of the bag, we put out a call
to find any Archie radio show actors who were still alive. We had
thus far been unable to find any of the original cast members, but,
since the technique had worked well for us on Superman, we
wanted to duplicate it for Archie—at least for the speaking voices. It
wasn’t until early May that we inked the deal with Don Kirshner and
announced that he was going to be packaging 17 songs for the new
series and developing a musical group. Kirshner had previously been
the head of Screen Gems and was famous for his work with 7he
Monkees. The news wasn't greeted with much excitement in the
press; after all, what suc-

15-20, we left our
smaller studio and
moved into a new build-
ing in Reseda at 18107
Sherman Way, right
across the street from
the Bank of America.
Our space went up from
0,500 square feet to
26,500 square feet,
which allowed us to
double our personnel
from 150 people to 300
people. We were now
able to put in our own
sound studio to record voices, and make a lot of other changes. We
eventually put some people in a building across the street as well, in-
cluding veteran animator Virgil Ross, whose office again became a
closet.

We almost bought the place, but we couldn’t afford to do it yet.
We did sign a long-term lease, and we redeveloped the interior of
the place. We hired an architect and rebuilt the inside of the building
so it functioned as an animation studio. Upstairs was to be layout,
development, animators and assistant animators, and other offices.
Downstairs we had writers, camera, background, ink and paint, edi-
torial, and the so-called “executive offices,” which was me and
Norm,who shared one office. When we had started Filmation, we
each had alittle office in Patton’s building, and Hal had a little office,
and we found ourselves always meeting in our so-called “conference
room.” I said to Norm, “If we ever get the room, we ought to be in
one office because we never spend any time in our individual of-
fices.” So the whole time that Norm and I were partners, and he was
working at the studio, we always shared an office. It just was a nice
way to work. I mean, we didn't have to call each other since we were
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cess could an animated
musical group for chil-
dren have?

Batman, meanwhile,
had an order for 17 new
half-hours, with a sec-
ond-year option for an
additional nine. The ABC
option to pick up the
live-action series ran out
8 on April 1, so there was
a bit of 2 gamble on
CBS’s part when they an-
nounced the show; all
the decisions were made
pretty close to the wire. ABC had finished filming the series, and then
finally cancelled it. Then NBC made an offer, but all the sets were
gone, but during that same time CBS had to make their decisions
about the cartoon!

One of the projects we were working on setting for the future was
a one-hour telefilm of Gulliver's Travels called The Adventures of
Gulliver, which was going to be a combination of live action and an-
imation. We signed Kirk Douglas to narrate and sing, and Saul
Turtletaub and Bernie Orenstein—who were working on a variety
series for Phyllis Diller—to do the screenplay. Douglas’s Bryna Pro-
ductions was a co-partner, and we were going (o feature original
songs as well, a2 must for cartoon films. As with everything at the
time, Hal was going to direct it. We got a whopping budget estimated

at $1,200,000, our biggest at Above:
the time. The new Filmation building
We had actually talked to in Reseda.

John Wayne about doing Gu/-
liver, but Kirk Douglas was a
major star. He would have been

Opposite:
Images from Batman




live, and all of the other charac-
ters would have been animated.
We desperately wanted (o do
some live-and-animated work
because what would happen is
we would do the work for tele-
vision and start really, really
hard in March to May. The net-
works would only buy the

shows a couple of months be-
fore they went on the air. In the
intervening time, a lot of people
were forced to take three or four
months off, which they could ill afford. So, 1 always wanted to
do something that would allow us to keep the animators and
writers on, and the only way I could see how to do that was to
do some feature films. But we couldn’t get Gulliver financed,
and I couldn't figure out why. That whole deal was put to-
gether by GAC, which was General Artists Corporation, our
agents.

We also made a deal with Toho to produce a live-action
Godzilla movie and try to sell an animated series for the 1969—
1970 season. That never happened, though I don’t remember why.

The media was beginning to pay more attention to violence on
television, especially following the June 5th shooting of Senator
Kennedy. Saturday morning was deemed an especially violent time,
and it was decided that kids” shows should be cleaned up. This
didn’t affect us too much, though it meant that even the cartoon
fights in Batman would have to be carefully monitored. Daily Vari-
ety wrote that there were “still the subhuman holdovers from last
vear, the steeped-in-mayhem weirdo half-hours that the webs can't
easily dispose of this year without taking a financial beating.” As they
labeled the pack of shows “unconscionably violent,” Norm dutifully
gave them a quote, saying that, “We had to offer the networks what
they were seeking,” but, thankfully, Filmation was not taking the
blame for most of the so-called violence. Shortly thereafter, words
were massaged, and action-adventure shows were redubbed as “ad-
venture-comedy” shows. Animation wasn’t the only industry facing
scrutiny though; some newspapers began dropping strips like Litile
Orphan Annie and Dick Tracy, saying they were too violent.

Announced to the press in July was a new series planned for
NBC's 1969 season called King Arthur and the Knights of the
Round Table. 1t was brokered by Larry White, NBC's vice-president
of daytime programming, and David Gerber of 20th Century Fox,
who was going to co-produce. The plan was that any action in the
series would be done as a way to stress chivalry among the knights
of old.

All of this expansion meant more hires and some promotions. In
late August we upped our stalf to 350 people and publicly an-
nounced some appointments that we had already made internally.
Rock Benedict—also known as Rock Benedetio—was now the pro-
duction coordinator of all of our shows, while Anatole Kirsanoff was
made senior director of animation under Hal Sutherland. We gave
the full title of directors to industry veterans Amby Paliwoda, Don
Towsley, Lou Zukor, and Rudy Larriva, and Joe Simon was made

supervising editor, as he now had a staff under him.
Each series was now to have its own story editor as
well, with Bob Ogle assigned to Archie and Ken Sobol
to Fantastic Voyage.

I'm going to write about each of our three shows
that year individually, even if that means jumping
around in the timeframe a bit. Let’s talk about Batman
first because that was the one we were dealing with the
longest.

When Batman was on the air live, it had started off
really well. 1 guess what that show
did brought the comic book back
lo life—the comic book itself was
not doing well—and what we did
with the cartoon helped sales as
well. Unlike the live show, we
planned the series as relatively
straightforward adventures, or as
straight as those comic books
were. They made jokes in the live
show that were just absurd.

We did pull one element from the
live shows, which was that we did clifthangers. There was a 14-
minute two-part story in each half-hour, with a clifthanger in the
middle, and then a short seven-minute story. I really didn’t like doing
these shorter stories—it was a holdover from what cartoons used to
be—as 1 felt it didn’t allow us to do very interesting stories.

We didn’t really have a lot of violence in the series, certainly not
in comparison to the live series. Most of the violence took place off-
screen, although there was plenty of action and bright colors. We
would occasionally run into issues with the network censors, but
time was so tight that, if anything needed to be changed, it had to be
changed for the second airing. Often when they punched, they would
punch toward the camera, so you didn't see it connect. We used that
same technique almost two decades later on He-Man!

This came back to bite us once. In an early episode somebody
painted an ABC logo on a wall in the background, because the live
show had been on ABC. None of us caught it, from layout to back-
orounds to dailies. They had ordered the show so late that we would
oet the shows delivered on Friday to air on Saturday, so they didn’t
have time to proof it. Freddie Silverman called me up after the show
aired, and he was going nuts about an ABC logo appearing on a CBS
show! We ended up redoing that scene for the next time it aired, but
it was on the air that once.

Olan Soule was cast as our Batman and Bruce Wayne. He had
been a very popular radio actor on a show called 7he First Nighter
Program, where he worked with Les Tremayne, who later did
Shazam! for us, and Marvin Miller, who was our Aquaman. 1 loved
Olan’s voice. He was just 2 wondertful guy, truly talented. When you
saw him you were surprised because he sounded ten feet tall, but he
was just this little guy with glasses. And he was gracious. He had
never done an animated show before, and I think he was a little star-
tled when he found out how easy the work was. Voice actors don’t
have to memorize anything!

The guy playing Robin was Casey Kasem, who was a disc jockey
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on KRLA 1110 in Los Angeles and a sometime
actor. He hadn’t started his American Top 40
show vet. We interviewed a lot of guys for that job,
and what we’d do is we'd send out character list-
ings to various agents. There were a couple of
agencies that dedicated themselves mostly to
voice-over people, and we dealt with them most of
the time because we didn’t really go out looking
for big name voices. Big names were a pain in the
ass because they wanted more money, and we
couldn’t afford it. A lot of these agencies were
doing voice-over for radio, and those were perfect
guys for us. We would send them a three- or four-
page script, and they would send back tapes. We'd
listen to the tapes, and then we would call them
and have people come in; otherwise, we’d have
had hundreds of people coming in all the time.
The agents did half the job for us.

By the way, Soule and Kasem did a great job for
us, and later on, Hanna-Barbera used them both
on their Super Friends series as well. So, they
liked our casting choices too. Maybe they should
have given us a cut of profits!

Ted Knight was the narrator, plus he played Al-
fred the Butler, Commissioner Gordon, and the vil-
lains. Jane Webb did Batgirl and Catwoman and
the other female characters. And 1 did some of the
minor voice work here and there as well, for the
first time,

Visually the “wipes” that we did to move be-
tween scenes became more pronounced with Bat-
man. Cross dissolves were a pain, but working in
twirling batarangs or capes was easy, and the
swooping bat shadow was easy. We could switch
locations or switch time periods, and viewers
would know they had moved. They also added
more gusto to the show. We also did something
neat with the Batmobile: since it was all black, we
color-keyed it with white lines instead of dark
lines. We called it “W over D" for “White over
Dark” or “W over B” for “White over Black.”

We used multiple villains in many of the
episodes instead of just one villain. It took more
animation, but it made for a more fun show. We
also reused a lot of the city backgrounds. You
might see the same one a dozen times in a show.
But it’s not like we were the only ones. You saw
the same thing on The Flinistones or any number
of other series. We also would occasionally have
the characters put their hands up by their mouths
as they talked—as if they were scraiching their
chin or thinking—which meant we didn’t have to
animate their lips. And Batman and Robin didn’t
have eyes that blinked in their masks.

As a director Anatole Kirsanoff worked just
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underneath Hal Sutherland. “Toly” was a noble-
man from Russia whose family had escaped to
America during the Russian revolution. He cele-
brated Christmas at a different time due to being
in an Eastern religion, so we’d have a second
Christmas party every year at Toly’s house. Don
Towsley was an associate director who had just
started working for us.

Herbie Hazelton did a lot of our character
drawings. We also used a layout artist named
Mike Ploog on Batman and Superman;, he had
just gotten out of the Marine Corps, and he later
went on (o have quite a career drawing comic
books. I you look over the credits on Batman,
you'll see that Kay Wright is listed on some of
them twice! Hope he didn’t have to pay double
union fees that year!

We also credited Bob Kane on the Batman
series, as National wanted. Kane was 2 really
strange guy. He gave me the creeps. I had one
meeting with him, but it was basically a non-
meeting. He looked like he could be Dracula,
with these dark circles around his eyes. He came
to the studio, and he wasn’t really listening to us
at all; as far as I could see, he really didn’t give a
sh¥t about what the hell we did. I think he just
came (o say hello. Ducovny got a special credit at
the end as well for his production company,
which was really just him. National gave us a cer-
tain list of credits we had to use.

Speaking of credits, starting with this season I
instituted the policy of giving most of our cre-
atives working here what was called the “gang
credit.” What that did was to give most of our an-
imators, in particular, a screen credit even if they
didn’t happen to work on that particular show. 1
had a lot of respect for animators, which was why
I billed them as “animators,” rather than just
“animation” like all the other companies did.

This season, for example, I gave the animators
of The Archie Show, The Batman/Superman
Hour, and Fantastic Voyage credit on all three,
even if they only worked on one of those three.
Some of them would jump from one show to an-
other as needed, but most were specifically as-
signed to just one show for that whole season. 1
was especially proud of giving our female anima-
tors, starting with Xenia De Maltia, prominent
screen credit too. The funny thing about it was
that some of our adventure animators couldn’t
draw a comedic character if it killed them—and
it seemed sometimes that it did—and some of
our comic guys couldn’t draw a straight charac-
ter if their lives depended on it.

Fantastic Voyage was our second show to do



with 20th Century Fox and our second show for
ABC. We had the second year of Journey to the
Cenler of the Earth as well, but no new episodes
were ordered for it. Fantastic Voyage was based
on 4 1966 motion picture that was all about sci-

entists on a nuclear powered submarine that were

miniaturized and sent into a human body. It had
Raquel Welch in it, and she was very sexy. I think
that ABC picked up Fantastic Voyage mostly be-
cause they were just running around trying to find
other shows that might possibly work. It was
tough being any other station than CBS because
CBS had controlled the morning! But this paired
well with Journey to the Center of the Earth, and
people knew the name of the series from the
movie.

In the motion picture, when they were shrunk
down, they only went into the human body, wan-
dering in and outside of veins and arteries and so
forth. We wanted to do something more expan-
sive, even if the show was about shrinking. So, we
had them going into all sorts of things—anything.
They went into enemy countries, they went into
outer space... I think once they even went into a
penny!

We didn’t use anything from the movie at all
other than the concept and the name. The con-
cept was really the most important thing for this
series. We created a top-secret organization
called C.M.D.E, for Combined Miniature Defense
Force, which had a team of characters who would
shrink down inside their ship, the Voyager, for
adventures. They were Commander Jonathan
Kidd, a mysterious Hindu mystic named Dr. Guru,
a young female biologist named Dr. Erika Lane,
and a scientist and inventor named Busby Bird-
well. They worked under a military man named
Professor Carter.

Commander Kidd was an easy design, as he
was a standard character from one of our shows,
with an eye-patch. Batman with an eye-patch! Dr.
Guru was kind of interesting because we recycled
his type of character for a live-action Isis episode
much later. Busby Birdwell was the kind of brainy
kid that we had in a lot of our later shows as well.
And as for Erika Lane. .. in case you missed i,
her name was the names of my daughter and son
put together!

Marvin Miller, Jane Webb, and Ted Knight did
most of the voices in the series, and by now they
were pretty much regulars for us. Marvin had fin-
ished doing Aguaman by then.

The first episode actually set up the storyline
and showed the team coming together, and many
fans have noticed that this was a very serious
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show with science-fiction concepts like we later
did on Star Trek. We also gave them a 12-hour
limit for their shrinking—there had been a time
limit in the movie as well—which gave the show
an element of danger without there being vio-
lence. We even had a colorful countdown clock,
so viewers could see time ticking away.

Fantastic Voyage was one of our early mer-
chandising hits. They did a model kit of the Voy-
ager, which sold very well. They also did a
View-Master set from the show, and Gold Key did
a pair of comic books. The comics were pretty
good versions of the show, although, they mis-
named the group as Civilian Miniature Defense
Force.,

Ken Sobol was our story editor on Fantastic
Voyage, and he wrote several of them. He was
great, but one guy at the network did not like
him. Ed Vane was in charge of daytime program-
ming at ABC, and he was a very likeable guy. He
had a guy who worked out in California for him,
and he used to have more of a day-to-day rela-
tionship with us. Given the short amount of time
we had to produce episodes in, the only thing
the networks could usually pick apart were the
scripts. Once the script was done, there wasn’t a
hell of a lot they could do until they started to
see finished film. So, they would read the scripts
thoroughly and come back with their sugges-
tions. It was always a pain in the neck, but you
had to listen to them, and you had to assume
that they had some degree of ability. One day I
got this call from Ed’s guy, and he said, “This
Ken Sobol that you've got working on this stuff is
just no good. Every time he does a script, there’s
something that causes trouble for us. We've got
to do something about that.”

So, I told him we’d get another writer. |
called Ken in and told him he’d need to change
his name. He said, “Who am I gonna be?” And I
said, “T don’t know, and I don’t care what you
call yourself, but you're no longer Ken Sobol on
this script.” So, he pretended to rewrite the
script, sent it back in under a fake name, and we
got a phone call from the network guy saying,
“Lou, you found the guy that we want to use!”
And the only change we made was Ken’s name,
so they clearly had something against Ken Sobol.
But we didn’t and we kept using him.

Opposite:

Images from Batman, including rare
Batman Superman Hour 10go
Above:
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CHAPTER 7: THE FANTASTIC SHRINKING BAT - TEENAGER é



This brings us to Archie. The concept was
brought to us by Irv Wilson, who was our
agent at the time. Irv had approached John
Goldwater, who was one of the guys running
Archie Comics, about licensing his books
out for a TV show. Irv called me and said,
“Do you want the rights to Archie?” And 1
said, “What the hell is Archie? Is it some-
thing kids know?” I had never seen the
comic book, even though it had been
around since 1942. I didn’t read comic
books that kids were reading then, which
was a mistake, and I didn’t know how suc-
cesstul a book it really was. He said, “Oh
God, Lou, every kid in the country knows
what it is.”

[ think I flew out to meet with John Goldwater, who was a very
nice man. We made a deal, and it was a very legit deal. We both
owned 50 percent of whatever shows we produced. We actually
owned the negatives for the film as I recall. And it was an easy show
to sell.

The show existed in a way already; the comic book was there; the
characters were there. So we presented it to Freddie Silverman with a
stack of comic books. It was the cheapest presentation we ever made
and probably one of the most successful shows we ever produced.
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The reason I knew it was going to be suc-
cessful was that Silverman started laughing
and clapping, and he never did that at
anything. This really hit him right where he
understood it; he knew what would happen
with those characters, and how they could
be used.

CBS liked it immediately because the air
was polluted with adventure shows, and
there was nothing like Archie on the air.
And then we got the idea to make music an
integral part of the show. That was not
being done for children’s shows; it became
the first time that a children’s show had a
group created for them! The Beatles had
been adapted, but it wasn’t something new; it was just taking their
already existing music and using it.

Now when I say, “We got the idea to make music an integral part
of the show,” T should point out that The Archies did have a band
that first appeared in Life with Archie #60, in April 1967. In that
issue the editors asked readers to write in and let them know if they
wanted to see the band again. Whether we knew about that group or
had been in talks with Archie by that point and perhaps influenced
its comic book genesis is a mystery lost to the ages.

Back to 1968, when CBS bought Archie, we made the deal with




Don Kirshner. In 1967 he'd had a bad breakup with The Monkees, the musical group he had been
instrumental in turning into a hit recording group. Norm called Kirshner up, and he was happy to
come work with us. What he really wanted to do was to create the Monkees again to show Columbia
Records that he didn’t need them or The Monkees. .. or even real people!

The plan for The Archie Show was to have two eight-minute stories, a three-minute musical seg-
ment, and other dance and joke segments. The music wasn't specific to any of the plots, so we let

Kirshner go off and work on that on his own.

For the most part, we took everything directly from the comics. The characters were warm, soft,
and friendly, and kids could relate to them. We had Archie Andrews, his buddy Jughead Jones, his
rival Reggie Mantle, and the two lovely girls that Archie and Reggie were after, Betty Cooper and
Veronica Lodge. And then there were their various parents and teachers at Riverdale High.

The one significant change we made was creating Hot Dog. He literally became the voice of the
characters upon occasion because you could hear him speaking through what he was thinking. It
gave us a vehicle to talk about the kids and the show. He would talk to the audience, straight into the
camera, breaking the “fourth wall” with the viewers. And also it gave us an animal, which was sort
of a nice thing to animate. We had done Krypto and Gertrude the duck, but, unlike some other
companies, we weren't big on doing strictly funny animals. And for those who might say, “Hot Dog
appeared in the comics before the TV show was on the air,” in Pep Comics #224—cover-dated

December 1968, but on sale a few months earlier—I'll remind
you that we had been developing Archie since 1967.

The voice cast was interesting. I don’t recall why we didn’t
use Bob Hastings, who had been Archie on the radio show and
our Superboy, but for some reason we didn’t. We never did find
any of the other radio voices even though we tried. And the peo-
ple who were to do the TV show voices were not the same people
who were (o do the songs.

The guy who played Archie and Hot Dog was an actor named
Dallas McKennon. At the time he was playing a bartender on the
Daniel Boone series. He was magnificent man, had a great
voice, and he looked like he was about 122 years old, and that
was giving him the benefit of the doubt! He had an enormous
orey beard. He had also been doing voices for cartoons since
forever, including stuff for Woody Woodpecker, Q.1 Hush, and
Courageous Cal and Minute Mouse, and he was often the voice
of Gumby. So here we had this old guy—he was actually 49
then—playing America’s favorite teenager!

Howard “Howie” Morris was Jughead. He was a Hanna-
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vocals
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Barbera regular, and,
as a comedy actor, he
was popular on Sid
Caesar’s Your Show
of Shows—he was
the little guy that was
always wrapped
around Sid Caesar’s
knees getting pulled
across the floor—and
The Andy Griffith
Show. And Jughead, really, in his own way, was the star of the
show. Archie was always the good soul, doing things right,
keeping people happy, and falling in love with two girls at the
same time. But Jughead provided all the fun. He did everything
wrong, and somehow he came out right all the time. And he
handled the dog. He and the dog were alike in many respects.
They were two dumb characters that were right all the time.

Jane Webb handled both of the girls. As I've mentioned before,
we did a lot of work with Jane. She was a lovely, gracious, beautiful
woman, and very talented. If you had 20 women in a show, if it were

legal, she’d have done all 20
of them. She was a
young girl in Chicago,
like 14 or 15, when she
started in the business
of doing voiceovers.
She was a voice in the
radio show Tom Mix,
which I used to listen
to!

John Erwin, who
later became He-Man
for us, was Reggie. I think this is the first time he worked for us.
John is the kind of guy that you can’t get on the phone; the agent was
the only one who'd talk to you. He was very, very bashful. John was
extraordinary, and he created a character for Reggie Mantle that you
couldn’t create just by drawing. I mean, he gave it life, and you could
write stories just because you knew what John could do. He had pre-
viously done a bunch of episodes on the western show Rawhide,
with Clint Eastwood in the lead. But he moved into mostly doing
voices once he came onboard with us.

Unlike the National/DC shows, we didn’t use any of the writers
who actually worked on
the Archie comics.

We hired some good
comedy writers for the
series. Bob Ogle was
first, and later came
Chuck Menville and Len
Janson, Jim Ryan, Bill
Danch, and some others.
Danch was an interesting
case because I hired
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him for a week. Then it was two
weeks. Then it became two
months. Then it became two
years. Then it became five. Danch
worked for all the radio comedians.
He worked for Bob Hope; he
worked for Fibber McGee and
Molly; he worked for Chuck Jones
and ABC. .. and he also won more
prizes than anybody in the history
of prize winning, He was on 60
Minutes. He had won over 6,000
prizes, and he wrote a book about
how to win prizes.

Working with all of these elements, we had a show that was really
unlike anything else airing for kids. Most shows were really aimed at
twelve and under, and there was nothing for young teenagers. No-
body was doing shows about dancing and singing and dating and
high school and problems that youth have, and it was about time to
do a show that could be appreciated by an older group of young
people. The Archie cast were teenagers and wanted to do the things
teenagers wanted to do, and they cared about love and money and
food and fun. And they all liked music. ...

When it came to the songs, we'd tell Kirshner what we wanted to
do, what the attitude should be, and what kind of stories we were
doing, and then he would produce the songs and deliver them to us
whole. He had several songwriters working for him, including Jeff
Barry, Richie Adams, and Mark Barkan, and he hired a group of
singers and musicians to “be” The Archies. The majority of the male
voices were done by a very talented guy named Ron Dante, and the
female voices were by Toni Wine and some others. Producer Jeff
Barry did the singing voice of Jughead for some songs by him. I
didn’t meet any of them until later because Norm handled all the
music with Kirshner.

The music scenes were kind of like early music videos. We'd
show the Archies playing their guitars and drums and singing, and
there would be groovy effects behind them. We also taught a “Dance
of the Week,” which were some very weird dances put together by a
bunch of animators who were not teenagers and probably not
dancers either.

The final element that we added to The Archie Show that made it
different from any other animated
series at the time was a laugh
track. It was the first Saturday
morning show to use a laugh
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our ASCAP publishing arm—the name was a combination of the two
streets we were on, Sherman Way and Lindley—and we contracted
for two years with KEC Music Company for eight singles and two al-
bums. KEC was Kirshner Entertainment Corporation and was on Don
Kirshner’s Calendar label, distributed through RCA Records. First
out, of course, was going to be The Archies, and ads for the first
Archies album appeared in 7V Guide the same week as the show
started.

That debut was September 14, 1968, as the new fall season
blossomed. The Archie Show aired at 10:00 a.m. on CBS, up against
reruns of Spider-Man and The Flintstones. And, in 2 move that was
kind of a nail-biter for us, from 10:30—11:30 a.m. was Faniastic
Voyage and journey lo the Center of the Earth on ABC, up against
The Batman/Superman Hour on CBS. The retitled The Adventures
of Aquaman debuted at 9:30 a.m. on the following day. On both
days the majority of the content was now being provided by either
Hanna-Barbera or us, with a handful of other studios providing
packages of old theatrical stuff or some new content.

As expected Superman/Batman was a hit, and Fantastic Voyage
did all right, but the real surprise was The Archie Show. 1 was still
worried about it though. Every Saturday morning Erika would waich
westerns because she didn’t care about our cartoons. Randolph
Scott was her hero. Freddie Silverman would call once the shows
were over, and I'd have to grab her from watching television. “Tell
him the show you just saw on CBS was good because otherwise your
dad’s going to get killed!” I needn’t have been too concerned about
The Archie Show's health though. It was soon a solid hit. More about
that in a few paragraphs, but speaking of “hits,” here’s one
I took....

Three days after our great premieres, on Tuesday, September:
17th, I was part of 2 panel on television violence sponsored by the
TV Academy. It was moderated by Dr. Frank €. Baxter, who had
hosted those Bell Science shows 1 worked on before, and Lee Rich,
and other panelists included Leo Burnette—a producer on the war
show Rat Patrol and advertising executive—who argued that vio-
lence was not new, but television was bringing real violence (o audi-
ences faster; director Norman Tokar; writer Frank Tarloff;
Christopher Knopf; and Rita Lakin, who was the lead writer on the
soap opera /he Doctors. And there I was, representing cartoons,
and I had to choose my words very carefully, putting blame on nei-
ther us as suppliers, nor the networks. The fact that 1 didn’t think
our shows were violent wasn't really germane. There were about a
hundred people in the audience, but it made front-page news in the
trade papers.

Following up the panel in September, the debate on Saturday
morning violence reached a critical juncture quickly, and, on October
4th, the trade papers reported that both ABC and CBS were making
pacts to eliminate violent programming for the 1969—1970 season.
Fred Silverman noted that only Superman and Batman would be
retained—he knew what ratings juggernauts they were—and that
comedy would rule the airwaves. Meanwhile, Lloyd Gaynes, ABC’s
western daytime programming director told reporters that Filmation
was developing a show that might involve Harry Belafonte.

This latter bit of news was important, as it would have been the

first time that African-Americans would be portrayed on Saturday
mornings, though that historical nugget was lost amongst the clam-
orous discussion of violence. But that moment was indicative of a
cultural time in which trade paper touted “Negro On-Air Newsman”
or “2 Negro Companies Film” as headlines. That same month I do-
nated twelve executive chairs, and Bill Hanna donated twelve anima-
tion desks, in support of the Motion Picture Screen Cartoonists Local
#839 program at the Performing Arts Society, which was aimed at
(raining teenage African-American students to become animators. In
retrospect it was baby steps towards the onrushing movement for
civil rights for all, but we were taking them nonetheless.

At the end of September, we finalized a deal with 20th Century
Fox to do a series of six halt-hour specials with none other than
world-famous mime, Marcel Marceau! He would be filmed live, as
one of his characters named Bip the clown, interacting with ani-
mated elements. David Gerber and production chief William Self
were involved, and we put together a presentation to shop to net-
works and sponsors. What I recall of the story is that somebody from
the animated world stole something from Bip; and he had to enter
the world of animation to get it back. The first story was going to
have a western motif. Marceau was one of the nicest people in the
world. He came over and we tried to sell the show with him along;
the networks and everybody were delighted to see us, but nobody
gave a sh*( about doing the show.

Meanwhile, The Archies album, available on record and 8-track
cartridge tapes, was a monster hit. On November 17th, The Ed Sulli-
van Show featured two animated clips of the group from our series,
singing “Bang-Shang-A- Lang” and performing the dance, “The Bubble
Gum,” both from our pilot episode. And by November 20th, the first
single, “Bang-Shang-A- Lang/Truck Driver,” had sold over 500,000
copies! 1t eventually reached #22 on the Hot 100 charts, although a
second single, “Feelin” So Good (8.k.0.0.b.y.-D.0.0.)/Love Light”
didn’t fare quite as well, not quite cracking into the Top 50.

I remember that the radio deejays were very resistant to playing
The Archies. We'd get reports from different markets, and in one of
them the station manager had written, “Oh Lord, Why Lord.!” (sic)
after our entry. But, we kept getting radio play, despite that predispo-
sition and despite there being no live-action “face” for Archie,

Filmation was riding high on the success of our superhero shows
and Archie, and the music and its spill-over publicity. The Archie for-
mat had us announcing in Billboard that we would be willing to ani-
mate “promotional films” for the recording industry: three minutes
for $3,500-$5,000. And in November we made a deal with literary
agent Ned Brown, licensing Robert Heinlein’s Glory Road for
£25,000 to adapt as a feature film.

In late November I went to New York to pitch to the networks for
the fall schedule. NBC had already announced that, due to protests
over violence, it was going to drop Hanna-Barbera’s Birdman and
DePatie-Freleng’s Super President in January 1969, mid-season, a
move which was going to be costly for them due to their two-year
commitments. But what would their move—and the concerns about
cartoon violence—mean to the future Saturday morning schedules
of ABC and CBS and to the animation market?
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y February 1969 the word was beginning to leak out on our plans for fall, as the trade
papers reported on what a huge boon Saturday morning was to advertising dollars (at
$11-12K per minute) and ratings. They revealed that we would be adding another
half-hour of Archie to the schedule, debuting it with Sabrina, the Teenage Witch. We
weren’t the only ones doing spin-offs of popular shows, however, and other licensed series such
as The Pink Panther were getting scheduled as well.

Unfortunately, superheroes and action shows were on their way out—the networks were
running scared of the so-called “moral watchdogs”—and so Aquaman was gone, Batman got
moved to Sundays, and Superman got flown over to an atternoon spot. Gone too was Journey to
the Genter of the Earth, and no new Fantastic Voyages were ordered. Luckily, comedy and music

were “1n.”

We did a presentation that year, I think, for a show called Those Magnificent Men and Their Flying Machines, which was based on a 1965
comedy movie released by 20th Century Fox. The presentation was mostly basic drawings and very basic animation mixed in with footage from
the film. It had a very unusual look, which was based on the movie poster and credits art by Ronald Searle, and might have been tough to ani-
mate had we sold it. But we couldn't sell it. Coincidentally, that fall Hanna-Barbera did a show called Dastardly and Mutiley in Their Flying
Machines, which was extremely similar to this concept. We did another pres-
entation for Paul Bunyan with Babe, his blue ox, but it didn’t sell either.

Archie was gelting 4 47 rating regularly in the 2—11 age bracket, which was
huge, and was soon sold to a whopping 71 foreign countries to air! So 20th
Century Fox jumped on the bandwagon (so to speak) and asked us to do
another music show, with a twist. They had planned to do The Hardy Boys, a
series of popular teen mystery books created by Franklin W. Dixon, as a live
series with NBC, but that didn’t work. So, instead, they pitched us as the
animators for a new Hardy Boys series that incorporated music alongside
the mystery-solving adventures of the title characters. ABC took the bait and
signed us for the show in February, for a fall debut.

The Hardy Boys' music was to be produced by Chicago’s Dunwich Produc-
tions, published through Fox’s Fanfare subsidiary and released under the RCA
Calendar label, as with The Archies. A promotional tour was set for ten cities,
starting August 25th, with a live band performing songs. RCA's $100,000 in
promotion paid off; the first Hardy Boys single, “Love and Let Love,” was get-
ting great airplay by mid-August. The early PR from the music then fed interest
in the show, which had yet to debut.

For Hardy Boys we created the band’s characters, including among them
Saturday morning television’s first-ever regular African-American character Above and Below:

(predating Hanna-Barbera’s Valerie in Josie and the Pussycats by a full year) Those Magnificent Men in their Flying Machines art

Opposite:
Logo and images for The Hardy Boys

CHAPTER 8: GOLD RECORDS AND WITCHES @



and—amusingly enough given the series’ title—a teenage girl. In
those days it was tough—tongh—to get a black character on the
air, and everybody would give you whatever the reason was, but they
just didn’t have the guts to do it. Once we had our designs and char-
acters, the band was then cast based on people who resembled our
series. We had live clips that were mixed around the animated sto-
ries, and we would do the songs as well.

Although the live singers did the music bits, the voices for the ani-
mated characters were our regular folks: Dallas McKennon, Byron
Kane, and Jane Webb. Byron was not a young guy, and he had been a
radio voice before as well. Dallas voiced Frank Hardy and Chubby
Morton, Byron played Joe Hardy and Pete Jones, and Jane was
Wanda Kay Breckinridge. The actual band members were Reed Kail-
ing, who was Frank; Jeff Taylor, who was Joe; Bob Crowder, who was
Pete; Norbet “Nibs™ Soltysiak, who was Chubby; and Deven English,
who was Wanda.

There were two stories for each show, generally adapted from the
books, for a total of 17 half-hour episodes. Each episode had a song,
so we did 17 songs. On the show the kids were on a world tour, and
they solved mysteries along the way. Any resemblance Hanna-Bar-
bera’s mystery-solving teens
on Scooby-Doo that fall had
to our characters was en-
tirely coincidental, I'm sure.
After all, their show had a
gooly food-loving guy and his
semi-talking pet dog, a con-
cept that Jughead and Hot
Dog might have enjoyed if
they weren't already popular
on another network.

We also had some public
service announcements star-
ring the characters on the
Hardy Boys series, which
was really the first time that
had been done on Saturday
mornings. It was a precursor
to the morals that we started adding on to all of our shows. Between
our stories and the PSAs, kids learned about the perils of drugs and
smoking and the importance of wearing seatbelts among other
things.

For the end credits on The Hardy Boys, we started to use a circle
with my name and Norm Prescott’s name in it. You may recall that
previously, 1 told you we had argued over whose name would be
listed first. I said to Norm, “We gotta do some other way that doesn’t
hurt anybody’s ego. Why don’t we do a circle and have it move all the
time, so neither of us is listed first.” So, that’s what we did, but he
worked it out so that his name always ended up on top at the last ro-
tation, that S.0.B.! It got my goat once I figured that trick out.

Norm and Hal and I got a fun little tribute in May 1969, when the
Archie people did something cool in the first issue of Everything’s
Archie. They actually had the Archie gang come out to California and
visit the offices of Filmation! They did a whole comic book story with
the kids meeting us. 1 got a little peeved though, because my two
partners were very nice looking in this book, and I didn't like the
way I looked; 1 looked just the way I look now, which is why I don’t
like it.
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It wasn’t the first time the show was referenced in the comics
though; the first story was two months prior, in Archie #189, in a
story called “The Music Man.” In it, Mr. Lodge introduces the group
to music producer Don Kirshner, or as Jughead calls him, “the man
with the golden ear.” They even performed pieces of “Truck Driver”
and “You Make Me Wanna Dance” for him before he signed them to
Calendar Records. As if that wasn't enough hard-sell, Archie then
promoted the records and TV show for three more pages!
National/DC never gave us that much respect when we were doing
three shows for them!

The Archie Comedy Hour, meanwhile, which incorporated Sab-
rina, the Teenage Witch, was signed to debut the characters in a
primetime special sponsored by Bristol-Myers. Sabrina had first ap-
peared in Archie’s Madhouse #22 in October 1962, created by
George Gladir and artist Dan DeCarlo. Two years later ABC debuted a
live-action sitcom called Bewitched, which was about a pretty witch
and her husband, and which was supposedly based on the film /
Married a Witch and the Broadway show and film of Bell, Book,
and Candle.

We were always looking for concepts that already had an audi-
ence or 4 proven interest,
and I had actually been inter-
ested in doing Bewilched as
an animated series. We met
up with the guy who pro-
duced it, William Asher, who
was married to the star, Eliz-
abeth Montgomery, but he
didn’t have the rights, so it
didn’t work out. But then 1
oot a call from Freddie Sil-
verman, who was on vaca-
=18 tion down in Mexico and had
been looking through a stack
of Archie comics. He said,
“Did you know that your
friend Goldwater already has
a leenage witch character in
the Archie books?” That was how we decided to do Sabrina.

We needed Sabrina to help freshen up the Archie world, even
though we were adding other characters in to that part of the show,
new music, and a few new comedy and joke segments similar to
Laugh-In. We weren't terribly concerned about putting a witch on a
kids’ show because she was a good wilch, and there were no real vil-
lains. No demons or warlocks or dark mysteries, just her two aunts
and her boyiriend and cat, and whatever goofy stuff they would get
into.

We brought in Jack Mendelsohn, who had started out as a comic
strip artist doing Jacky’s Diary

Above:
and then moved in to comedy TV | .
shows like Rowan & Martin’s fibe Hardy Boys band
Laugh-In and The Carol Burnett | Opposite: (top to bottom)
Show. He was writing for Archie | The new circular credit for Lou
and for Sabrina, and developing | and Norm

new stuff for us, including a
monstrous concept called
Monster Inn that we thought
we might introduce in a future

Hal, Norm, and Lou from
Everything’s Archie #1, 1969

Promotional art for The Archie
Comedy Hour




season of Archie.

Norm did most of the hiring, and I only got (o hire people when 1
saw portfolios that really looked interesting, like Don Bluth, who
later became a big name in animation. I saw his portfolio, I think,
before anybody else did. He's a really talented guy and can draw like
a son of a gun. Don did layouts on the Archie special which intro-
duced the new season. 1 gave him
work when he needed a job and was
happy when he was a success. I won't
say much more about him, though,
because he was not very pleasant to
me when I saw him later.

Jane Webb, who did the voices of
Betty and Veronica, also did all of the
voices of Sabrina’s lead characters:
Sabrina, Aunt Zelda, and Aunt Hilda!
There were times when she would have
a three-way conversation with herself!
In one of the rare instances where we
cast a second female voice actress for
a show, we used Treva Frazee, who
played Sabrina’s best friend, Ophelia.

the right company for you. I'd like you and Norm to meet the man;
he'll be in Los Angeles next week sometime.”

We went for 2 meeting with Irving Kahn at a restaurant in Beverly
Hills. He said, “We could use something like you, and you could use
something like us. I want to be not in the business of just bringing
other people shows into their homes, I want to be in a position of
doing programming. I can’t buy a
major studio, but you guys would be
terrific, and we could do it with chil-
dren’s programming. And we have the
money to help you guys with doing the
stuff that you have to do.” Afterwards,
Norm and I went and talked to Ira and
Hal. The four of us made the decision
to sell, and Ira really did the final nego-
tiations with Marvin Josephson, who
represented us in the sale to
TelePrompTer.

Now, other companies had tried to
buy us already at that point, including
Screen Gems and Columbia Pictures.
But we went with TelePrompTer.

FNORM/...lou/’...1

WANT O/7" OF THE
ARCHIE SERIES/

We also used Howard Morris on this show,
as well as Larry Storch and Larry D. Mann.
Don Messick played Sabrina’s boyiriend
Harvey and Chili Dog, and I think it was the
only time we used him, since he was a
Hanna-Barbera guy. They didn't like it when
their people worked for us and even jok-
ingly called such people “traitors” around
their offices.

Other than our shows, Filmation’s
biggest news of the year was when we were
acquired by cable television group
TelePrompTer Corporation the week of June
23rd. At the mid-June National Cable Asso-

Kahn said, “Now, one day you're going to
watch the cable world, and it’s going to be
bringing programming into your house,
but it’s going to be programming produced
by the cable companies. It ain’t gonna
happen right away, and it may take a long
time, but there’ll be one day when you
won’t use newspapers, and it’s gonna be
replaced by the cable companies.” He
really was a visionary!

We made a deal, and TelePrompTer
acquired the company for stock. In other
words we acquired TelePrompTer stock,
and they acquired the company. We did it

ciation annual convention, cable TV—and
the ramifications of multiple new chan-
nels with specific content and a new
technology being developed with video-
recording cartridges—were the talk of
the industry. TelePrompTer head Irving
B. Kahn stated in Daily Variety that
their purchase of Filmation was so that
they could move toward “total produc-
tion capability with emphasis on pro-
oram packages for cable television in
addition to TV.”

The deal with TelePrompTer had
been put together by Marvin Joseph-
son, who was one hell of an agent.
Back when we had first sold Super-
man, Marvin somehow got our num-
ber and called us. He said, “I think I would be able to, at the right
time, put you together with a company that needs something like you
ouys. I don’t think that you're ready for it yet though.” He would call
every couple of months and say, “It’s Marvin again. It ain’t time yet,
ouys.” And then one day in 1969, Marvin calls, and he says, “T've got

for 2 number of reasons: number one, it
was financially appropriate; and two, it
was the beginning of cable television.
TelePrompTer was not at that time the
largest cable company, but would be-
come so shortly. It was our dream to
be able to think about the possibility of
producing programming for cable,
ultimately going directly to the viewer
rather than going through the middle-
man of the network, which was always
frustrating because you weren’t dealing
with the public; you were dealing with
somebody telling you what the public
would see or not see. I felt that, sooner
or later, cable television would be the
forerunner for a whole other kind of
communication in this country. Unfortunately, it took a lot longer
than any of us perceived back then, but it did happen.

Kahn was not a difficult guy to do business with. He was generous
and he was easy with us. He just wanted us to do what we do. I re-
member we were in a car with my mother-in-law and Jay, and Kahn
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said to me, “The thing I like about you, Lou, is you don't steal too
much from me.” It was because of him that we were able to eventu-
ally finish Journey Back to 0z, and we did another cable show for
him that I'll tell you about later called Guest of Honor:

That buyout helped with our increasing workload, as it meant we
could hire even more people and add another 6,000 square feet of
studio space.

In July we signed for film rights to adapt the book Maybe I'll
Pitch Forever, a biography of Leroy Robert “Satchel” Paige by St.
Louis Post Dispaich columnist David Lipman. Robert Chenault was
developing it. We also had meetings with Paige, a legendary pitcher
in the Negro leagues and a legend of Major League Baseball, about
appearing in the project, but we were unable to ultimately sell it to
anyone.

That summer, RCA released the sec-
ond album for The Archies, Fvery-
thing's Archie. 1t featured the song that
would become our monster hit, “Sugar,
Sugar.” The song was written by Jeft
Barry and Andy Kim, and sung by Ron
Dante, Toni Wine, and Andy Kim.
“Sugar, Sugar” was initially a tough sell
to radio stations, who considered the
young audience beneath them, but
finally KFRC in San Francisco began
playing our song, followed by Los
Angeles stations. Bill Drake soon had
it playing on all of the RKO stations,
and it exploded. It entered Billboard’s
Hot 100 on July 26th and hit number
one eight weeks later, on September
20th, staying there until the week of
October 11th. Ed Sullivan featured the
song and another animated clip of The
Archies. It was certified as a gold
record in August and eventually became
not only the #1 song of 1969, but also
the #24 song of the decade!

The Archies were getting a ton of
publicity as well from a crunchier
place. Post Cereal did a promotion on
their Super Sugar Crisp, Honey Combs,
Crispy Critters, Alpha-Bits, and Raisin
Bran cereals, with not only all sorts of
Archie offers—stickers, buttons, hats,
and more—but also records that kids could cut directly off of the
Super Sugar Crisp cereal boxes! Four of the records included a
variety of Archies hits and promoted the TV show immeasurably.

ABC did the ABC Super Saturday Club Special on Tuesday,
September 4th, which was a primetime offering hosted by the cast of
the TV series The Ghost and Mrs. Muir. In it a preview of The Hardy
Boys aired, and then the “real” Hardy Boys band materialized in
front of the cast to perform! The Hardy Boys actually debuted early
on September 6th at 10:30 a.m. The network followed up with a
Super Saturday Club for kids to join, with pins, pennants, stickers,
posters, and newsletters.

Primed by the music of The Archies and The Hardy Boys, our new
fall offerings debuted on September 13th, sponsored by Bristol-

% LOU SCHEIMER: CREATING THE FILMATION GENERATION

Myers’ Pals’ Vitamins, with 7he Archie Comedy Hour from 11:00—
noon on CBS. Reruns of Fantastic Voyage were on ABC at noon

for a half-hour, and then reruns of the retitled The New Adventures
of Superman aired on CBS at 1:00 p.m. The retitled The Adventures
of Batman and Robin got moved to its own Sunday slot the
following day.

Archie and His New Pals was our first primetime special, airing
on CBS at 7:30 p.m. on Sunday, September 13th. 1t debuted the song,
“You Need an Image,” which was actually about our story rather
than a random song, as well as another song, “Get on the Line,”
sung under the special’s end credits. Variely called the Archie and
His New Pals special “only mildly amusing,” but noted that its story-
line about the school election voting for class president could have
“passed for educational.” They also offered a bit of snark about how
Sabrina looked like a younger Saman-
tha from Bewitched, apparently igno-
rant that Sabrina had been a comic
book character (and ignorant of our
own pursuit of Bewiiched too!) for
much longer.

Sabrina, 1 recall, started doing bet-
ter than Archie almost immediately in
the ratings. Sabrina had everything,
There weren't really a lot of animated
shows with a girl as the star. Sabrina
was a really interesting character, and
you could do stuff with her that was
not normal. I liked her character a lot.

A third album for The Archies, /7 -
gle Jangle, came out in the fall, featur-
ing even more hopeful hits. The title
track became the next single, and, al-
though it was successful, it wasn't
quite the hit “Sugar, Sugar” was. CBS
supported it with our second prime-
time special on December 12th, called
The Archies’ Sugar, Sugar, Jingle Jan-
gle Christmas Show. 1 don’t remem-
ber much about it, but I don’t think it
had anything new in it; maybe some
VOICE-OVErS Were new.

The Hardy Boys weren't quite as
successful as The Archies, though they
did have some success with two al-
bums: Here Come the Hardy Boys in
1969 and Wheels in 1970. Gold Key did four Hardy Boys comic
books in 1970 and 1971 as well, and there were costumes licensed,
a game, 4 toy car, and a View-Master set. Filmation also ran The
Hardy Boys Fan Club, and members got 2 membership card, bios of
the band, newsletters, stamps of the band members and show logo,
and even a 45-rpm record with band member interviews.

Although we did profit a bit from The Hardy Boys, the success of
the Archies’ music didn't affect our bottom line too much, since we
didn’t get much of the proceeds. But, it did mean that we were still
on top in the animation business as far as popularity,

Over on NBC primetime, Paramount’s Star Trek had been can-
celled as of the fall season, but we saw the opportunity to do some-
thing cool with it. We had gotten in touch with them while the show



was still on the air, but I remember that Paramount and Gene Rod-
denberry, the creator, weren't really getting along.

We worked with Philip Mayer, the director of special program-
ming for Paramount, and a writer/animator named Don Christensen
to create a proposed animated series. It was quite different from the
TV series, targeting a younger audience. His concept was that the
main Star Trek cast would help out on a new training ship called
Excalibur, on which they would train a group of teenagers about
space exploration. NBC wanted the show to be broken up into spe-
cific teaching and story segments, but Mayer talked them out of it.
Still, they wanted a heavy emphasis on education. The characters and
their counterparts were: Spock and young Vulcan Steve, McCoy and
a young African-American boy named Bob, Sulu and his Chinese
counterpart Stick, Chekov and Chris, and others I've since forgotten.
According to memos and art that 1
have, Kirk was in the series with a
young protégé, Scotty was to have a
moustache, Uhura had a cute girl
counterpart, and there were charac-
ters named Tun-Tun, Stormy, and
Ploof.

Christensen turned in multiple plot
synopses, including one with Klingons
involved, but Mayer wanted more em-
phasis on education and suggested that
Chekov and Chris be dropped. Some-
time following October 15th, the proj-
ect as it existed faded away for several
years.

Star Trek wasn't the only series that
oot its start with us in 1969 by the way.
Comedian Bill Cosby had done this
comedy record called Revenge in
1967, and he did a routine in it that
introduced a character named Fat Al-
bert. I approached Bill’s people about
doing Fat Albert as an animated series
through General Artists Corp. We met
with Cosby’s manager at the time, Roy
Silver, to talk about the possibility of
making 4 joint arrangement to do that.
We worked for weeks and weeks,
months and months on the thing, did
drawings, did little storyboards, and
then I picked up the papers one day
and saw that they decided they were going to do it on their own. Sil-
ver and a guy named Bruce Campbell, who was also involved with
Cosby at that time, set up their own animation studio and sold two
specials to NBC! I called the two of them because I was furious about
it; it seemed like such a dishonest thing to do. They had been dealing
with us on the possibility, with us coming up with ideas and concepts
for shows. .. and then they decided to go do it on their own. I really
thought it was a bad idea, and I didn’t think they were going to be
able to do it.

As it turned out, they couldn’t do it. They delivered one show, and
they spent as much on one show as they got for both shows, and the
thing was a fiasco. It was an odd show. It was creative visually, but in-
comprehensible to the audience. Their primetime Fat Albert story

was about a weird tackle football game. And they tried to do it very
contemporary, with shaggy lines and an absolutely immense Fat Al-
bert. The animation was not done with ink and paint; it was done
with the animators drawing directly onto the cells. They also used
live-action backgrounds of buildings, which was weird, and it had a
jazzy score by Herbie Hancock, which was nice. But nobody under-
stood what the hell the show was about. Hey, Hey, Hey, Ii's Fai Al-
bert aired on primetime on November 12th, and it damn near killed
Fat Albert, even though it got okay ratings. None of the networks
were interested after that.

Then my agent called and said there was a problem. There was
supposed to be a guarantee to produce two half-hours for $400,000,
which was a considerable amount of money back then. But the pro-
ducers had spent everything on the first one. Bill got rid of them. I
still wanted to do Fat Albert, and 1 saw
this as a way to do it, but I had to con-
vince TelePrompTer to let us produce
the second one and guarantee the
£200,000 cost. We eventually did that
second special, but it would be a few
years before it was completed and we
could partner with Bill to sell Fat Al-
bert.

Meanwhile, Children’s Television
Workshop’s Sesame Street began in the
fall of 1969, underwritten by the U.S.
Office of Education, the Carnegie Cor-
poration, and the Ford Foundation. Fil-
mation produced two new Superman
spots and three new Batman spots for
early Sesame Street episodes, ex-
pounding on the meanings of letters,
talking about concepts such as up and
down, or cautioning youngsters about
proper street-crossing safety. This was
not the last time we would draw either
character, but I'll write more about that
in future chapters.

As all this was going on, we made a
deal with The Newspaper Enterprise As-
sociation, which was the head of United
Features Syndicate, to adapt many of
their daily comic strips for animation
(except Our Boarding House, com-
monly known as “Major Hoople”). Of
particular interest to us was adapting Alley Oop, the long-running
caveman strip created by V.T. Hamlin. We planned to do an anthol-
ogy with the comic strips, but weren’t yet sure how or when.

As the year drew to a close, we got one of our strangest jobs vet;
we built a nine-foot tall model of the Empire State Building for Gen-
eral Electric. .. for something to

do with new “super engines” they | Opposite: | |
had developed. We also made a Images from tl}e Archie & His
deal with Warner Bros. to pro- New Pals special

duce animated films for them. It
was about that time that I had
also gone to New York to sell the
next season’s shows.. ..

Above: (top to bottom)
Early Star Trek concept art

Early Far Albert design art for
non-Filmation special
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s a new decade began, we were firmly entrenched on television and on the music
charts, and, for whatever early success the superheroes had enjoyed, Archie was
eclipsing them. But the success wasn’t enjoyed solely by Filmation; animation in
general was booming.

In March the trades reported that an expected 100% of the animation workforce would be
employed within 2 month. The animator’s union IATSE 839 had 1,058 members locally, and more
than a third of them were at Filmation. We had a firm order for 57 half-hours of new material for
the fall, including one hour each for Archie’s Fun House and Sabrina and the Groovie Goolies
on CBS, plus reruns of The Hardy Boys and the new Will the Real Jerry Lewis Please Sit Down on
ABC. The work meant our people could plan employment through October or November... or
further if we got more projects going. Additionally, Superman, Batman, and Aquaman were
going to enter into daily syndication in the fall, meaning that viewers would be seeing Filmation on
their TV screens almost every day of the week.

One of the new shows we pitched was a favorite of mine and really struck at the heart of where I felt animation was lacking: educational
entertainment that also showcased diverse casts. We pitched an educational series called The Great Young Americans that would have taken
the great figures of American history—Ilike Abraham Lincoln or George Washington Carver—and shown what they were like as youngsters.
Norman Corwin, who had worked with us on Guest of Honor, wrote 26 scripts, and we shot four of them as pilot shows, but the networks
weren't ready to bite at anything educational, despite the success of the weekday series Sesame Street.

On April 27th NBC reaired the Hey, Hey, Hey, It's Fat Albert special, sponsored by Mattel. It kept interest in the property alive, but behind
the scenes things were changing for Cosby’s hefty brainchild.

It was about this time that we had our first big lawsuit, by the way, and it was against CBS, represented by Ira Epstein. We had no ownership
position on the National/DC heroes, though on one of them—either
Aquaman or Batman—we had a ten-percent net profit participation.
On Archie we actually owned or co-owned the negatives, and we got a
license agreement with Archie Comics where they got a royalty. But CBS
was controlling the syndication rights for foreign and domestic distribu-
tion of our shows, and that was an anti-trust violation. We sued CBS on
that basis and got back the syndication rights to our series. We also got
a very favorable settlement.

Meanwhile, the news that we would be working with the popular
Jerry Lewis was met with a front-page story in Daily Variety, and ABC’s
Will the Real Jerry Lewis Please Sit Down gained buzz. The series was
designed to showcase characters from throughout Jerry’s film career
and was expected to be goofy and loose with a laugh track and lots of
jokes.

The title of the series may not make much sense to audiences these
days, but back then there was a very popular game show called 7o Tell
the Truth, and in it they would always say at the end, “Will the real
please stand up?” So, rather than calling this 7he Jerry
Lewis Show, we felt that the title could reflect him playing multiple
characters. Above:

Now I'm going to say something you won't hear often from a The cast of Will The Real Jerry Lewis Please Sit Down?

Opposite:
The cast of Groovie Goolies
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producer: It was a terrible show. I mean, we didn’t do him justice,
and it was tough. We didn't want to do it terribly, but given the

fact that we had a real interesting talent involved it was not as good
as it should have been. But I will say that he wasn't involved that
much. He didn’t want to do any live material, which would have
helped. T don’t think he wanted to do the voices either; publicly, we
said that he said it was because his voice was not

appearance of The Archies, with Ed introducing the animated clip
for “Jingle Jangle.” On February 7th, the song hit #10 on the pop
singles chart. By mid-March “Jingle Jangle™ had gone gold, and the
next single, “Who’s Your Baby?” had already sold 600,000 copies.
On Sunday, March 22nd, CBS aired its third Archie primetime
special, tiled The Archie Sugar, Sugar, Jingle Jangle Show. This was
mostly a rebroadcast of Archie and His New

the same as it had been when he made the movies.
He also didn’t want to be actively involved in the
plotting or scripting, though he gave us some
input, of course,

Jerry suggested a guy named David Lander for
his voice. I think he was working as Jerry’s chauf-
fer. Ironically, he was a graduate of Carnegie Tech
as well. This is about five years or so before he got
cast on Laverne & Shirley and really hit big, This
may have been one of his first jobs. He certainly
could do the Jerry Lewis character voice, so we
used him principally for that. We used Jane Webb
in the female roles, including the girlfriend,
Rhonda, and Howard Morris played the rest of the
characters other than Jerry specifically. The funny
thing was that Howie had played Lewis’s father in 7he Nuily Profes-
sorin 1963, and here he was playing the Professor!

The plot was that Jerry’s character worked at the Odd Job Em-
ployment Agency. Out on jobs, he would meet characters he had
played in his movies like The Family Jewels, The Nutly Professor,
The Bellboy, and others.

One important change about the Filmation shows, starting with

Jerry Lewis, 1 believe; in the closing credits, Hal Sutherland’s name
got written with a fancy script. Since Norm and I got the circle, he
oot his own bit of style, and believe me, he earned it!

Before we get into our next big hit show, I'm going to backtrack
for a bit to cover where The Archies had been this year and where
they went.

On January 4, 1970, The Ed Sullivan Show featured its third

-

% LOU SCHEIMER: CREATING THE FILMATION GENERATION

Pals, but with a different opening title and the
songs “Sugar, Sugar,” “Jingle Jangle,” and “Who's
My Baby?” mixed in. It would be the final time
this particular show was repurposed, though the
music would survive for many decades therealter.

Archie Comics was still supporting us in a big
way. In addition to featuring blurbs about the
shows on their covers and relentlessly pimping
them in their news pages in the books, Fvery-
thing’s Archie featured the band regularly. And in
Archie’s Pals 'n’ Gals #57 in April 1970, they did
a third story that referenced the show and music
directly, called “The Big Hit Fit,” in which the
|| halls of Riverdale High became awash with the
= sounds of “Sugar, Sugar.”

Meanwhile, RCA pumped out more Archies records, with a new
album called Sunshine, a re-release of the first Archies album under
the new title “Sugar, Sugar,” and, eventually, The Archies Greatest
Hits. “Sunshine” was the sixth single, and by August the cumulative
total for the six Archies singles was over ten million copies sold! This
was better than The Hardy Boys were faring, who only managed two
albums and three singles before fading away into bubblegum pop
history.

As we began work, the Archie entry for the 1970 fall television
season was given an unwieldy full title of Archie’s Fun House Fea-
turing the Giant Juke Box—though everyone called it simply
“Archie’s Fun House"—and the hour-long show was set to feature
three new songs per episode. We also filmed a live-action opening
with kids in the audience watching The Archies onstage by the Giant




Juke Box. One of those kids, an African-Ameri-
can boy in the front row in a yellow shirt, was
Darrell McNeil, who would grow up to be an
animator at Filmation and co-author of the
book Animation by Filmation. My two
kids were also in the front seats, and Hal’s
kid was sitting right beside them.
In terms of the songs, we repeated a
few of them, but we sometimes changed
the animation going with them to make
them seem new. There were 30 new songs
in all. And speaking of repeats, only a half-
hour of the actual show was brand-new; the
rest was repeated material from the earlier two
Seasons.
That brings us to our third show of the 1970

season, Sabrina and the Groovie Goolies. Now
Sabrina had been doing great. But as far back ¥

as 1968 we had been developing a concept
with Jack Mendelsohn and Jim Mulligan. I
always wanted to do a show with the
monsters Dracula, Frankenstein, and a
werewolf as comedy characters. Every
once in 2 while, they'd make fun of these
guys in the live-action theatricals, but they
were perfect comedy characters. And there
was certainly no way we could do horror char-
acters any other way for animation.

In the fall of 1968, Jack and Jim had turned in
work on a show we were then calling Monster
Inn. 1t had what would essentially be the
Groovie Goolies cast already in place: Dracula
as a fun-loving, stay-out late playboy; Wolfman
as a surfing and cycling flower child hippie;
and Frankenstein as the harassed one of
the group who was always worrying.

There was also Bella LaGhostly, a Vam-
pira-like switchboard operator; Hagatha
the hotel cook and witch; and Icky and
(0o, a pair of mischievous baby gargoyles.
The villain of the story would have been Sir
Sydney Sneaking-Slyly, who knew of a treasure
hidden somewhere in the Monster Inn and was
determined to find it. The Inn would be con-
stantly visited by other ghosts and monsters and
would have doors that would open up to
strange settings, including live footage of
things like cannons firing and such.

Even at that point we'd planned to have
monster-themed musical segments with
Wolfman on guitar, Frankenstein on
drums, and Dracula at an organ. The first
script also featured a quick Archie and Jug-
head cameo, as well as another by Batman
and Robin!

At some time in the development the name
was changed to Rock 'n’ Gools, and the two

Directed by

gargoyles were changed to three kid-like char-
acters named Ratso, Batso, and Gauntleroy.
The Inn was also changed to Horrible Hall, and
_the concept of other ghoulish bands making

. appearances came in. Guest bands were
given names like The Mummies and the

Puppies, The Japanese Beatles, The
olling Rocks, The Door Jammers, and
The Snapping Turtles. We had short seg-
ents called “Dracula’s Ask-It Basket,”

‘Frankenstein’s Wild World of Sports,”
‘Hagatha’s Bed Time Story,” “Dracula’s Eerie
History Lesson,” “The Mummy Wrap-up,”
“Wolfman’s Wild World of Animals,” and
“Bella’s Horror-Scope” among many others.
By January 1970, we had crystallized the
concept into pretty much what it was going to
» N be, although at that point the title of the group
" was The Kookie Spookies. Dracula was gen-
‘ erally known as “Drac,” Frankenstein was
called “Frankie,” Wolﬂnan Was NOw

and-in-a-glove known as Hoolahand. One

> 4 of the musical groups that might have
4 guested was the catchily-named Sinus & Car-
bunkle. And some of the short departments
were now grouped together in a segment called
“The Weird Wall.” Bella’s car was a psyche-
delic vehicle known as The Bug, which could
fly and bold any amount of occupants, like a
circus clown car. We also tied the cast clearly
-_in to the world of Sabrina, as the teen witch
" had to use all sorts of explanations to help

keep her friends at Riverdale High igno-
rant of the supernatural elements of her
‘black sheep cousins.”

By March the title had been changed

to The Googlie Goolies and, finally, to The
roovie Goolies. We made some other
minor changes, such as turning Gauntleroy into
Hauntleroy, but otherwise the things we had

developed stayed.

Opposite Top:
David Lander

Opposite Bottom:
Model sheets for the Jerry Lewis
show

Left: (top to bottom)
Hal Sutherland’s new onscreen
credit

Images from Archie’s Fun House

Future Filmation animator Darrell
McNeil is seated with hands on chin,
above Hot Dog’s foot.
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The tone was a lot like Lazgh-In, with a lot of speedy gags, a came in for this one, I asked him to do the voice of Henry Daniell,

laugh track, and very short stories, without much of a plot connect- who was Moriarty in some Sherlock Holmes films and always played
ing it all. Whatever plot there was often connected to the songs. a great British villain. He said, “Wait a2 minute,” and called his wife.
Richard Delvy Productions was in charge of pro- - . ____ She said, “It’s #252,” and he looked at the list and

ducing the music: 36 songs for the season, with
two per week. Mostly they were written by Sherry
Gayden and Janet Martin, including the theme
song “Goolie Get-Together.” Richard Delvy, Ed
Fournier, and Dick Monda produced the songs,
and under the pseudonym of “Daddy Dewdrop”
Monda later had a huge hit with one of the
Goolies songs, “Chick-A-Boom.” The four “guest
bands™ that we regularly featured were The Mum-
mies and the Puppies, The Spirits of ‘76, The
Rolling Headstones, and The Bare Bones Band.
We had a great bunch of voice actors for the
series. Howard Morris was Frankie and Wolfie,
and he played them similar to Boris Karloff and
popular D] Wolfman Jack. He also did the Mash” from 1962, by Bobby Pickett. They had a
Mummy as if it were Ed Wynn, plus Ghoulihand three-piece band set (o tour the country playing
and the bratty little Hauntleroy. Jane Webb was Hagatha and Bellala  fairs and concerts, while six groups of lookalikes were going to tour

said, “Oh yeah, 252, Henry Daniell, I can do that.”
And he did it. He didn’t listen to anybody do it
first! I don’t know how the hell the list sprang
what it did in his head, but, if someone was on
that list, he could do their voice. 1 think there
were about 150 voices on his list. He had gotten
his start as an impressionist when he was Frank
Morgan’s chauffer, and he did an impression of
his boss good enough that he sometimes filled in
for Morgan on radio shows!

RCA had the rights to the recorded music, al-
though we owned the publishing rights. They
wanted another blitz like The Archies and thought
maybe they could be as successful as “Monster

Ghostly, and Larry D. Mann was Boneapart, Batso, and a few others. the country to promote the music at record stores, supermarkets,
We also used Larry Storch a lot in this as Drac, Ratso, and some radio stations, etc. Of course, any promotion would help the TV

others. 1 think he did 15 voices total. He had this list he used to ratings as well.

carry around with him of voices he could do. If it was on the list, he The debut Groovie Goolies album was released the first week in

could do it, but he never knew until he looked at the list. When he September, as well as the single, which featured “Save Your Good
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Lovin™ for Me” and “The First Annual Semi-Formal Combination Cel-
ebration Meet the Monster Population Party.” The album featured
live actors as the head trio. Our animation art only got a small clip
on the front cover, but Filmation got some major PR on the back of
the album, with our logo, plus Norm, Hal, and I getting noted.

All the new fall shows debuted on September 12, 1970. At 9:00
a.m. on CBS was Sabrina and the Groovie Goolies for an hour, fol-
lowed at 10:00 a.m. on ABC by Will the Real Jerry Lewis Please Sit
Down for a half-hour. The hour-long Archie’s Fun House began at
11:00 a.m. on CBS, leading into The Hardy Boys reruns at noon on
ABC. We didn’t have any Sunday shows that year.

As expected, Sabrina and the Groovie Goolies was a solid hit,
and Archie’s Fun House continued to do well in the ratings. Jerry
Lewis didn’t do as well though. Everyone thought it was going to be a
very successful show. I'm not too sure whether it was the fault of
ABC, whether it was the concept... I just don’t know. It was not a dis-
aster. It just didn’t go through the roof. Jerry made no money on it to
speak of, nor did we. But them’s the breaks.

Also in September we set up a deal with one of the major oil
companies to produce six one-hour cassette tapes of The Archies,
offering a tour of the United States, to be available at gas station. Bill
Danch and Jim Ryan did the scripts. We also planned a series of
“spoken word” tapes for The Archies and Groovie Goolies, which we
would own the rights to release without RCA since they did not con-
tain music. 1 don’t recall what happened to either of those projects!
They may have never been released. We also began switching our old
material from film to videotape and announced in Billboard that we
would eventually be releasing videotape versions of our shows. Talk
about prescient!

Thanks to our successes and the backing of TelePrompTer, on
October 12th, Journey Back to Oz finally resumed production. We
were doing 60-100 drawings per foot, a significant leap up from our

television animation. We also made a bold public announcement that
the film would be released for Easter 1972, along with a self-re-
leased soundtrack album and a spoken-word storytelling album with
narrator and dialogue.

In early November, I spoke to officers of various government
agencies in Washington DC, about how to incorporate themes such
as ecology into children’s programming. Following that, Jay, Lane,
Erika and 1 went to Pittsburgh to visit family, and to be interviewed
for my first cover story in my hometown, 7he Pittsburgh Press TV
Graphic featured a wild picture of me sporting my goatee, a fashion
move I received much ribbing for.

I have one funny story about Groovie Goolies that happened that
year, similar to the Krypto story I related earlier. It was nearing
Christmastime, and we were watching the dailies of the animation.
All the directors were there and as many animators as could fit into
the room because they wanted to watch the stuff. So we were watch-
ing Goolies footage with sound already cut in, and onscreen the
Frankenstein monster walks on
and says, “Hi, Lou, have a nice

| Above:
Christmas!” And the guys all (across the top)
started giggling. 1t was Hal who Images from Groovie
had organized it. Goolies

Just before Christmas in 1970, Opposite:

a Daily Variety article spotlighting
Bill Cosby’s expansion plans for
his newly restructured company,
Jemmin Inc., noted that he was
doing another Fat Albert special
for NBC and Fat Albert and the
Gang for a future date—both
with Filmation,

Opposite: Lou tries a
“hip” new look for 1970

Below:

(across the bottom)
Model sheets for Groovie
Goolies

HAGATHA GOQ

HAUNTLERQY BATZ0 RATZ0O
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FUNNIES, Gavies, aND FaBlLes

n mid-January we announced that we were developing multiple live-action syndicated
television programs to be offered through TelePrompTer cable. They were Guest of
Honor; Judgment, an ecological show;, Kinder Kastle, and Johnny Horizon. All of them
were designed to have educational appeal, and a few of them had segments that were
designed for local cable stations to slot in their own experts to speak about the topic at hand.

The Judgment pilot was to be shot in February, to show the format of the series. In it historical
figures were put on trial, with a spot for local historians—specifically local to whatever area the
show was on in the cable markets—to discuss the trial afterwards. The pilot featured the trial of
Robert E. Lee (played by Dana Andrews), with William Shatner and Burgess Meredith playing the
two attorneys. Future episodes were to include Benedict Arnold, Jesse James, and Adolf Hitler!

Irv Tunick wrote the pilot.

Guest of Honor was another series that offered a look at historical figures, this time with a host in period clothing “interviewing” a guest
from a specific time period. Leslie Nielsen hosted the European history shows, and Gary Merrill hosted the American history shows. We filmed
nine or ten of them total before we stopped, although we had 16 half-hours
written by Howard Fast and another 16 written by Norman Corwin. I think
Emmett Lavry did some too. They were historically accurate, and it was
classy stuff.

Howard Fast is the guy who wrote Spartacus and a bunch of stuff on
American history. Norman Corwin recently passed away at a hundred-and-
one years old! I've found that the greater the talent, the nicer the person.
They were the easiest people in the world to deal with. They were delighted
to get involved in something where nobody was making them crazy going
over the stuff to change it.

Guest of Honor was Norm'’s baby to produce, though I had come up with
the idea originally to do it in animation. But Norm thought we could do it
live, and he booked some big name actors, and Star Trek director Marc
Daniels to helm all but two of them, along with Michael Kane and one sur-
prise. Marc was a very well known director for television, and he loved the
concept of what we were trying to do with this thing.

The pilot for Guest of Honor filmed in mid-January, and each episode Opposite:
cost about $7,500 to produce. Lloyd Bridges plaved Alexander Hamilton in Archie TV, Funnies
the pilot, and Robert Ridgley did one as well. Other characters and stars in- The Captain and the Kids

cluded Dolly Madison (Barbara Rush), Paul Revere (William Windom),
Florence Nightingale (Dame Judith Anderson), Thomas Chippendale
(Patrick Macnee), Sir Walter Raleigh (Anthony Quayle), Guy Fawkes (Lau-

William Shatner in The Heroes
Bill Cosby in Aesop’s Fables

rence Harvey), Jane Austen (Lynn Redgrave), and Gouveneur Morris. And Nancy and Sluggo
that surprise? The Paul Revere episode was directed by none other than Leslie Nielsen in Guest of Honor
William Shatner, making his directorial debut 24 years before directing his Dick Tracy
first 7J. Hooker!
A lot of people got the same idea of introducing people from the past on Above:
interview shows. Steve Allen did the same thing a few years later. He did a Gary Merrill hosting Guest of Honor
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series of shows on PBS called Meeting of the
Minds, where he did interviews with people of
the past. I don’t know whether he ever saw any
of our shows, but it sure was suspiciously close
to our concept. I know that word got around
Hollywood because our show used such big
names, and TelePrompTer shopped it around.

The ecological show was a half-hour show to
star Henry Silva and a group of students; we
were planning to shop it to the networks first.
Kinder Kastle was a kid’s show set to provide
educational and entertaining elements. And
Jobhnny Horizon was being developed with the
Department of the Interior, as he was their con-
servation mascot.

On February 1, 1971, more information
came out about our deal with Warner. The
agreement was that we would create animated
films based on existing WB film and TV charac-
ters, titles, and properties, which would then be
distributed exclusively off-network on a global
basis. We were also supposed to animate fea-
ture films for Warner. Said projects would be
sold around the world by Licensing Corp. of
America (which was licensing Warner and Na-
tional-DC properties at the time), although CMA
remained our agent. Although WB TV head Ger-
ald J. Leider announced the deal, our contact at
Warner was Jacqueline Smith—no, not the later
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Charlie’s Angels actress. This deal led to a
very strange collaboration in 1972, and a few
other interesting projects, before changing
into something else entirely.

In early February CBS did some major re-
structuring of their schedules, and their early
draft for Saturday morning seemed destined
to be a very different place. Announced from
us was Alley Oop, based on the long-running
comic strip with ecological messages mixed

in, and Saturday Funnies, an hour-long an-
thology series featuring various United Features
comic strips. The popular Archie, meanwhile,
was planned to move to Sundays, along with
Hanna-Barbera’s Scooby-Doo.

Don’t remember that particular schedule?

. Probably because it didn’t happen. Soon

enough, a very different schedule emerged,
with ABC rerunning Jerry Lewis, CBS combin-
ing franchises with the comic strip shows be-

coming part of Archie’s TV Funnies, Sabrina
getting her own show, and Groovie Goolies
moving to Sunday. That meant less work for us
on the face of things, but we were still
developing the second Fat Albert special f