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  Preface


  



  I have always been a fan of animation, but while growing up I simply saw the medium as a form of entertainment that I loved. It was not something anybody bothered to discuss when I was a college student studying film and art history in the 1960s. As a professional art historian in the 1970s my interest in animation grew, and I began to dedicate more time each year to seeking out interesting works and reading what little existed on the subject. Finally, in the mid-1970s, I began to meet the people who created the medium, and through them I learned some of its untold history. Thanks to Ron Hall I subscribed to Mindrot, probably the nation's first animation fanzine. I began to write short articles about the medium for magazines including Filmmakers Newsletter, Mindrot and much later Animatrix, Animation Journal, Animation Magazine, Animato!, InToon! and the Frostbite Falls Far Flung Flyer. (Funny World could also be considered the first animation fanzine, but it covered comics and other forms of popular culture and was modeled after a quality magazine. Mindrot considered itself the "Animated Film Quarterly.")


  My awareness that animation could be risque and could provoke censorship came in 1973 when I was running a weekly film and vaudeville series in San Francisco. Mary Meyer-Lucas, a North Beach art dealer, said that she had heard about a Betty Boop cartoon that had been taken off the screen while it was being shown at a community hall in Hawaii. Apparently the projectionist or theater manager saw something in the film that he or she thought should not be shown to the public. Meyer-Lucas asked me if I could find the film and screen it. She wanted me to show her something too hot to be shown. We never found out what the cartoon was, but I became a Betty Boop fan while searching for this forbidden treat, and I enjoyed seeing a number of the naughty pre-code Betty Boop cartoons.


  As I met more people in the animation industry, my knowledge of the forbidden side slowly grew. Censorship of cartoons was a subject that books and magazine articles ignored, but animators enjoyed talking about different cases from time to time. At first I simply listened. In the late 1980s I began, occasionally, to ask people about censorship when I was interviewing them for articles about other topics. When I wrote my first article on the subject, a Society for Animation Studies conference paper presented at CAL Arts in 1992, everything I knew about censorship filled about 15 or 20 pages.


  The history of "forbidden" animation also includes work the public was unable to see because the animators were censured. Sometimes this censure was the result of union activities. Sometimes animators were suspected of Communist sympathies and blacklisted. Labor history has been a lifelong interest for me, and blacklisting had a personal resonance too: I had two relatives who lost jobs in the early 1950s when the FBI tipped off their bosses that they had hired men with "questionable" political pasts. (FBI files on these men reveal that the worst thing one did was to disrupt a concert of a black artist performing for an all-white audience in the 1940s. He marched into the segregated hall with an African-American woman and demanded seats. Both relatives had been arrested in a sit-in demonstration in New Mexico in the 1930s. The issue was the state's almost nonexistent welfare program.) In the 1980s I met David Hilberman, an animator who was blacklisted in the 1950s, and I was inspired to begin research on blacklisting in the animation industry. In 1992 my first article on the subject, "Witch Hunt in the Magic Kingdom: The Investigation of Alleged Communists in the Animation Industry," appeared in Animatrix, a journal from the University of California-Los Angeles Animation Workshop.


  Much of the material in this book has never before been published. It is based on interviews with animators, producers and animation scholars and countless hours of library research going over historical documents. These primary sources have been checked and rechecked to insure as much accuracy as possible. Some material of questionable authenticity has been left out, and alternate versions of some stories are included when a definitive version could not be established.


  Three animation scholars have read the entire text for errors, omissions, and other problems. (Any errors that remain are of course my fault.) They have made helpful suggestions and provided additional information for each chapter. One of the scholars is John Canemaker, an animator, the head of New York University's animation department, and the author of numerous articles and books (including books on Disney, Tex Avery, Felix the Cat, Winsor McCay and a Richard Williams feature). The second is Jerry Beck, who has authored several books that are mentioned in this work. Beck is presently a vice president of Nickelodeon, for whom he is developing animated features. The third scholar is Mark Kausler, an animator at Disney who has spent much of his life talking with artists and seeing almost every cartoon ever made. Amazingly, he remembers almost every detail of every film and is a walking encyclopedia of animation information. In addition to Canemaker, Beck, and Kausler, several other people mentioned in the book have read parts of it and have provided valuable improvements to the text.


  Improving my writing skills has been an ongoing study over the course of my professional life. My first wife, Donna, who died in 1979, was my first real teacher. She helped me get through my thesis at the University of California-Berkeley and proofread dozens of articles when I began my work as an art historian. Maria Elena Rodriguez was my second great teacher. She edited several issues of Animatrix at UCLA and taught me a great deal about style, organization skills, and other basics. I am also indebted for the help I have received from Maureen Furness of Animation Journal; from Dr. Harvey Deneroff, when he was editor of Animation Magazine; from Steve Goldstein and Jenny Boone of Film/Tape World; and from Pete Davis, who has proofread numerous issues of the monthly ASIFA-San Francisco newsletter that I write.


  This book cannot cover the entire history of censorship in animation, because the story is still unfolding. It is a strange story that may become stranger as the United States heads toward having 500 television channels. As for the information on labor strikes and blacklisting, there is probably enough still unlearned to make up a large book on the subject. I also expect to learn more about the elimination of racial stereotypes in the coming years.


  The information in this book comes from over 100 sources, including several libraries with specialized collections. They include the Academy of Motion Picture Arts and Sciences, which houses the files of the Hays Office; the Library of Congress in Washington, D.C., which houses the files of Walter White, past president of the National Association for the Advancement of Colored People; and UCLA’s Special Collections Library, which houses the Walter Lantz Archive (special thanks to Brigitte Kuppers and Tom Klein). Several other libraries provided material, including the San Francisco Public Library, the library of San Francisco State University, the New York City Public Library at Lincoln Center, the Cartoon Art Museum in San Francisco, the Jewish Community Library in San Francisco, the U.C.-Berkeley Library, the University of San Francisco Law Library, and the private research library of Joan Cohen in Los Angeles.


  The Society for Animation Studies deserves a special mention. The Society brings together some of the best scholars and guest speakers in animation each year at its annual conference. Over the years these meetings have been a great asset to my research. Special thanks to Dr. Harvey Deneroff for founding the group and to Michael Frierson, Marty McNamara, Dr. Bill Moritz and other members who have helped organize conferences that I have attended. My thanks also to the Motion Picture Screen Cartoonists Union and to San Francisco State University for providing travel grants so I could attend these events.


  Several film scholars and collectors have provided material for this book, including Joe Adamson, Robin Allen, Tom Andrae, Mike Barrier, Jerry Beck, John Canemaker, Leslie Cabarga, John Cawley, Donald Crafton, Sybil Del Gaudio, Dr. Harvey Deneroff, Michael Dobbs, Lester Friedman, Jere Guldin, Paul Etcheverry, Ron Hall, Ronnie James, J. B. Kaufmann, Mark Kausler, John Korkis, Mark Langer, Jeff Lenberg, Dr. Terry Lindvall, Bill Lorenzo, Donald McWilliams, Leonard Maltin, Russell Merritt, Dr. William Moritz, Paul Mular, Fred Patten, Jayne Pilling, Glen R. Pitts, Lory Ringuette, Barry Siegel, David Smith, Charles Ulrich, Gene Walz, David Williams and Prescott Wright.


  The animators, animation directors, producers, voice artists and writers who have provided material include Alex Anderson, Joe Bacal, Howard Beckerman, Lee Blair, Preston Blair, David Blieman, Lucille Bliss, Tim Boxell, Steve "Buck" Buckley, Kevin Coffey, Fred Crippen, Shamus Culhane, Gene Deitch, Phil Denslow, Tony Eastman, George Evelyn, Richard Fleischer, June Foray, Angie Glocka, Milt Gray, Joe Grant, Keith Griffith, Jeff Hale, John Hays, David Hilberman, Diane Heller, Faith Hubley, Fox Hughes, Bob Ingold, Ollie Johnston, Chuck Jones, Larry Jordan, Ward Kimball, Owen Klatte, Philip Klein, Irene Kotlarz, C.J. Kettler, John Kricfalusi, Bill Littlejohn, Jim Logan, Dan McLaughlin, John Magnuson, Mendal Marks, Bill Melendez, Mary Newland, Ken O'Connor, Marcy Page, Ernest Pintoff, Bill Plympton, Joanna Priestly, Ken Pontac, Maurice Rapf, Normand Roger, Will Ryan and the Elmo Aardvark Archives, Martha Segal, Steve Segal, Stuart S. Shapiro, David Silverman, Linda Simensky, Sam Singer, Tom Sito, Charles Swenson, Frank and Jeanette Thomas, Paul Vester, and Myron Waldman.


  Several people involved with film distribution and exhibition participated in this project, including Guy Cables, Craig "Spike" Decker, Mark Fishkin, Brian Gordon, Mike Gribble, Carl Macek, Gary Meyer, Janis Plotkin, Terry Thoren and Prescott Wright. Several people involved with the administrative end of the film industry helped with the book, including Howard Green, Edwin Heaven, Carol Kate and Lorri O'Grady. Three relatives of animators also provided information: Elfrede Fischinger, the son of Ben Sharpsteen and Pat Terry Leahy.


  Friends and acquaintances have offered excellent advice and information. They include Phil Alexander, Pat Amlin, Barbara Bannerman, Tim Blaskovich, Joan Cohen, Norman Cohen, George Paul Csicsery, Jack Davis, Peter Doty, Jack Galloway, Barry Gantt, Linda Gibson, Steve Leialoha, Mike Locker, Dr. Jan Millsapps, Seth Olitzky, the Pasmanick family, Nancy Phelps, Tony Reveaux, Trina Robbins, Debbie and Dan Roman, Jeff Ross, Gail Silva, Paola Muggia Stuff, Ron Turner, Scott and Pauline Utley, Ben Van Meter, the Weitzman family, Chris Wiler, Judy Zaborowski and two ASIFA-International board members, David Ehrlich and Marty McNamara.


  About a dozen people who have contributed to this work wish to remain anonymous. I thank them for their frank and honest contributions. I would also like to thank the unknown censors at ABC-TV who are so amazingly diligent in their work. Without their help there would be a lot less to write about in the chapter on television censorship.


  Finally, I would like to thank Denise McEvoy Cohen, my wife, for all her help, support and patience.


  Introduction


  



  This book is a study of how individuals and institutions over the years have tried to change the content of animation. At times they have turned it into a controversial medium by subjecting it to blacklisting, several types of censorship, and well-organized attacks including boycotts. Religious organizations and civic groups have held demonstrations against the release of features from Disney's Song of the South (1946) to Ralph Bakshi's Coonskin (1975). In the 1950s an animation studio was forced out of business because the owners were said to have once been communists. In 1952 UPA had to fire several staff members who were suspected of having once belonged to left-wing organizations. More recently the American-Arab Anti-Discrimination Committee protested slurs against Arabs in Disney's Aladdin (1993). The Southern Baptist Church, the American Family Association and other groups formed a national boycott of Disney in 1995 to protest allegedly sexual images in cartoon features, as well as the company's "domestic partner" policy awarding spousal benefits to the partners of homosexual employees.


  When this study was begun it was assumed that censorship reflected the moral tone of the country. As the study progressed it became obvious that the issue was instead pressure groups who wished to impose their values on the United States population at large, values that were not necessarily accepted by the majority. They succeeded in 1934, and for 34 years theatrical animation was subjected to full censorship. Censors made Disney cover cow udders with dresses, and they made Betty Boop lower her hemline so her garter would no longer be seen by the public. Censors sometimes demanded absurd changes in cartoon scripts and in completed works. For example, Tweety, the clever bird that Sylvester the Cat tries to catch in Warner Bros. cartoons, was painted pink in his first film. According to animator Bob Clampett, when a censor claimed the bird looked nude, the studio painted Tweety's body yellow so it appeared he was covered with feathers.1 When we look back at what was considered too shocking to include in a cartoon between 1934 and 1968, many of the decisions seem ridiculous.


  Censorship of theatrical films ended in 1968 and was replaced with a rating system that advises people whether a feature is wholesome, slightly offensive or very sexual or violent. This system allows directors of theatrical films more artistic freedom. Television broadcasts, on the other hand, have become increasingly controlled by censorship policies. Pressure groups concerned with violence, morality, racism and other issues have considerable input when it comes to censoring the content of the medium. Television executives do their best to avoid offending the public as local stations and networks are vulnerable to economic boycotts and to letter-writing campaigns to sponsors and to the Federal Communications Commission.


  For years television censors have been cutting anything that could possibly be considered offensive from both old theatrical cartoons and animation made for television. Shows made in Japan that are acceptable for that country's audiences have been heavily censored when shown in the United States, including the Robotech series. Shows produced in the United States, including The Simpsons, Beavis and Butt-Head and The Ren and Stimpy Show, have also had trouble getting past the censors.


  Censorship comes in many forms. Films have been cut by the film industry's Production Code Administration and by state and local censorship boards. Producers sometimes practice self-censorship of their work to avoid trouble. Distributors and exhibitors also self-censor when they avoid handling certain films and videos. Many theaters and video rental stores will not show or rent X-rated material. Blockbuster Video, the nation's largest video chain, is proud of its family-oriented policy. The chain does not sell or rent tapes that its corporate administrators consider objectionable.


  Pressure groups vary in size and in point of view. They vary from "politically correct" left-wing organizations to intolerant members of conservative religious groups. Some of their demands are logical, while others seem absurd. Several groups have staged well-organized demonstrations and boycotts.


  One protest that had an enormous amount of press coverage was the attack against Mighty Mouse in 1988 by the Rev. Donald Wildmon, head of the American Family Association, a conservative consumer action group. On April 23, 1988, Mighty Mouse: The New Adventures included a 3½-second scene that showed the mouse inhaling what CBS said was flower petals and Wildmon said was cocaine. The attack on the show was in the news for weeks until CBS agreed to cut the scene from the program.2


  The most degrading form of censorship occurred in the 1950s, when individuals were prevented from working in the animation industry and other areas of film production because of political beliefs they might have held. These men and women were blacklisted because they were believed to have once been sympathetic to or held membership in the Communist party.


  Those who were blacklisted were not charged with doing anything illegal. They were not accused of being spies or terrorists. It did not matter if they were no longer (or ever had actually been) party members or supporters, or if they had served in the armed forces during World War II. What mattered was that those on the blacklist had their pride and moral integrity and refused to confess their supposed sins to the witch hunters. People who did go through the cleansing ritual were allowed to go back to work. Those who refused to recant their past, and to name others who took part in their alleged sins, were condemned to remain on the blacklist. Thus the work they might have created became forbidden animation, just like the scenes scissored from decades' worth of cartoons. The difference is that while Betty Boop's garter and Mighty Mouse's inhalations can be rescued from obscurity by persevering fans, the work that might have been is lost to us forever.


  1. Censorship of Theatrical Animation


  



  ANIMATION AND CENSORSHIP IN THE SILENT FILM ERA


  If this book were a work of fiction based on the actual lives of animators, it might begin at a screening of an X-rated cartoon at a speakeasy during Prohibition or at the brothel run by a famous animation producer. The private lives of people in the animation industry were sometimes outrageous and would likely have resulted in a public outcry had the media told the public anything about cartoon creators. All that the public knew, however, was that cartoons were entertaining and that once in a while they could be slightly adult in their humor.


  Most of the early cartoon series (about 1915-1920) were based on newspaper comic strips including Mutt and Jeff, Krazy Kat, Bringing Up Father, Happy Hooligan and The Katzenjammer Kids. These were family-oriented comic strips, and the early animated films not only copied their wholesome image, but also borrowed stories and gags directly from the funny pages.


  One reason for the close association between the two media is that from 1915 to 1918, newspaper magnate William Randolph Hearst produced newsreels that included animated segments. Naturally, his animators promoted stars that appeared in Hearst papers. When economic reasons forced Hearst to close International Film Services, including his animation studio, he leased the rights to animate his stars to the producer John R. Bray.


  Animated cartoons in the roaring twenties did not really roar. During this period, sexual relationships were referred to in odd symbolic ways. One image used in Paul Terry's Bonehead Age (1925) is the courting cavewoman with a club hitting her caveman. Another is the stork bringing the baby in April Maze (1930, with Felix the Cat). Wives hit their husbands with rolling pins and other objects. In Paul Terry's Love Nest (ca. 1920) two male cats go home to their wives after an evening out on the town and get clobbered for no apparent reason. Men being clobbered by wives also appear in final moments of two films by the Bray Studio, Putting One Over (1920) and The Prize Dance (1920). The theme appears earlier in live action comedies including Charlie Chaplin's Tillie's Punctured Romance (1914).


  Otto Messmer's Felix the Cat sometimes had a love interest, but he rarely got to hold her hand or kiss her. Mostly, Felix's questionable behavior was limited to having a drink of beer or whiskey during Prohibition or getting caught holding hands with someone besides his wife. In Flim Flam Films (1927) Felix is caught in a home movie kissing a bathing beauty. When his wife sees the footage, Felix catches a blow to the head from a rolling pin. A few symbols were more subtle. In Paul Terry's Little Nell (ca. 1920) a lecherous male eats raw oysters to suggest what he plans to do with the woman he has kidnapped.


  Another spicy film from the period is Liquid Dynamite (1926) by Paul Terry. In it a drunken Farmer Alfalfa dreams he is in Egypt holding a statue of a woman with one hand on her breast. She comes alive, they dance and then kiss. He awakes to find he is kissing a pig on its neck. The last gag was later used in the Daffy Duck cartoon Great Piggy Bank Robbery (1946). Disney's shorts in the late 1920s contained some slightly risque gags. One joke used more than once was to have a gun or cannon going limp after it was fired, as in Oswald's Great Guns (1927) and Hot Dog (1928). In the latter it is a long-necked pistol that goes limp after it is fired. A cannon going limp appears in Betty Boop's Boop-Oop-a-Doop (1932).


  Disney loved female animals having trouble with their underpants. One of his comic images was having Oswald the Lucky Rabbit's sweetheart losing her underpants. In Disney's early black and white sound cartoons Minnie Mouse loses her bloomers in Blue Rhythm (1931); an embarrassed Mickey peeked while pretending to look away. Minnie's bloomers became her parachute in Plane Crazy (1928). Since Disney came from a farm state, it isn't surprising that his cartoons were filled with barnyard images, including an outhouse or two (Plane Crazy, 1928, and Mickey's Review, 1932).


  Gags about cow udders are found in several Disney shorts. In Plane Crazy (1928), the first Mickey Mouse cartoon, a cow grabs Mickey's runaway airplane and is dragged behind it. In his efforts to get back in the plane, Mickey grabs the cow by a teat and is squirted with milk. In Steamboat Willie (1928), Disney's first film with a soundtrack, Mickey plays "Turkey in the Straw" in a variety of ways including by pulling on the tails of squealing nursing piglets. A segment in which he plays the song by turning the mother pig over and poking her teats as if they were accordion buttons was later cut from Steamboat Willie so the film would not offend anyone when it was shown on television.


  The only cartoon known to have been officially censored during the silent era was Disney's Alice Solves a Puzzle (1925). Russell Merritt, the co-author of Walt in Wonderland, a scholarly book on silent-era Disney cartoons, saw a print of this cartoon in a German film archive and was surprised that it contained several scenes missing from prints in the United States. The first such scene shows a nasty-looking bear in a rowboat being pulled across the ocean by a pelican. A customs inspector in a barrel stops him, inspects the boat and lets him pass. The bear then has the bird open its mouth, from which he removes a bottle of bootleg whiskey. Other scenes that were cut in the States show Alice's feline friend Julius drinking booze and being too drunk to help rescue Alice from the bear. The bear, who had a peg leg and was called Bootleg Pete, was the forerunner of Disney's villain Peg Leg Pete.1


  Merritt studied records at the Disney Archive and found that Pennsylvania's Censorship Board had requested these scenes be cut when the film was first released in 1925. Merritt assumes that Disney, feeling other states would similarly object to the depiction of bootleg whiskey during Prohibition, directed his studio or distributor to remove the scenes from all prints in the United States. Since Prohibition did not exist in Europe the print found in Germany was intact.


  The need for local and state censorship boards arose from the public's objections to some of the sleazier films being made. The first board was founded in Chicago in 1907, several years before there was an animation industry. Pennsylvania in 1911 became the first state to have its own censorship board. Other states to have boards by 1922 were Ohio, Kansas, Maryland, New York and Virginia. Boards also existed in several cities. One reason censorship boards were formed is their ability to produce income (and possibly a profit). An article in the New York Times (November 27, 1949) announcing employment opportunities with their state censorship board ($3,000 to $4,500 salary range), said New York State was grossing $300,000 to $360,000 a year from licensing films that had not yet been approved for screenings in that state.2


  Hollywood proposed a national board to regulate the film industry in 1922 after a series of scandals relating to the personal lives of Fatty Arbuckle, Wallace Reid, Mabel Normand and other stars appeared in the national press. The industry formed the Motion Picture Producers and Distributors of America (MPPDA) with Will H. Hays as its head. Hays had been President Harding's postmaster general and chairman of the Republican National Committee. He was also a respectable Presbyterian elder. He was paid $100,000 a year to promote and protect the industry.3


  Censorship was not a high priority for Hays. His main concern was to protect the film industry from further repressive local, state and federal legislation. His first important success was in 1922 when he helped to defeat a film censorship law on the ballot in Massachusetts. In 1923 he successfully lobbied Congress to reject a bill that would have licensed the interstate film trade. He also worked to defeat a federal censorship bill in 1927 that would have included films.4


  The MPPDA became known as the Hays Office. They dealt with censorship in the 1920s by asking producers to avoid controversies and to practice self-censorship. According to Richard Randall in Censorship of the Movies, "the theory of informal self-regulation is that individual proprietors will act with restraint because they will be governed by equivocal box-office returns and because they are responsible citizens who have no wish to harm the public." The office's first set of self-censorship guidelines was not formulated and published until 1927.5


  These first guidelines comprised a short document called Don'ts and Be Carefuls. It was a list of 11 things that could not be shown in films and 25 areas of caution. Things that could not be shown were suggestive nudity, illegal drug trafficking, miscegenation, sex perversion, childbirth, profanity, venereal disease and sex hygiene, children's sex organs, white slavery, the ridicule of the clergy and "willful offense to any nation, race or creed."6


  The "be carefuls" list emphasized restraint and good taste in showing the flag, sedition, international relations, use of firearms, drug use, crimes (including arson, theft, robbery, murder, smuggling and rape), hangings and other forms of capital punishment, sympathy for criminals, images of public characters and institutions, depictions of law officers, apparent cruelty to children and animals, other forms of brutality, the suggestion of prostitution, "first-night" scenes, couples in bed together, seduction of girls, the institution of marriage, surgical operations, and heavy kissing.


  While the animation industry had little or no need for these guidelines, there was one short made that proved the wholesome cartoons of the 1920s were not simply the product of innocent artists who were incapable of getting wild. In 1928, an anonymous group of artists made Eveready Harton in Buried Treasure, an outrageous pornographic cartoon. It is full of unusual gags as the title character tries to have sex with a woman, man, donkey and cow. The film is explicit and crude, but it is creative, funny, well animated, and so far removed from us in time that today most people find it entertaining.


  Eveready Harton was supposedly made for a large party honoring Winsor McCay on his birthday. McCay was one of the first great comic strip artists and the creator of Gertie the Dinosaur (1914), the screen's first popular animated star.


  Ward Kimball, Disney animator, gave the following account of the history of Eveready in Mindrot (issue six, Spring 1977):


  
    The first porno-cartoon was made in New York. It was called "Eveready Harton" and was made in the late 20's, silent, of course — by three studios. Each one did a section of it without telling the other studios what they were doing. Studio A finished the first part and gave the last drawing to Studio B.... Involved were Max Fleischer, Paul Terry and the Mutt and Jeff studio. They didn't see the finished product till the night of the big show. A couple of guys who were there tell me the laughter almost blew the top off the hotel where they were screening it.

  


  Despite Kimball's account, Eveready may not have been shown at the party at all. It has been rumored that no lab in New York would process the film. Instead, it was supposedly completed years later in Cuba. Copies of the film exist, and when one was screened in San Francisco in the late 1970s, the program notes attributed the animation to George Stallings, George Canata, Rudy Zamora, Sr., and Walter Lantz. All of the artists worked in New York during the 1920s. Lantz, who became famous as the creator of Woody Woodpecker, worked at the Bray Studio until it went out of business in 1928. He then moved to Los Angeles. The names of the artists in the program probably came from Rudy Zamora, Jr., who lived in San Francisco at that time.
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  From Eveready Harton in Buried Treasure (ca. 1928).



  



  PRE-CODE FILMS — THE EARLY SOUND ERA


  The generally tame cartoons of the 1920s gave way, for a time, to wildness and wickedness. From about 1930 to 1934 it was possible to see cartoon characters uttering profanity, spitting and making obscene gestures. Sexual references were found in a lot of cartoons, while alcohol and drugs were mentioned in a few shorts. There were even a few gags that referred to homosexuality, bondage and bestiality.


  Until the middle of 1934 it was common to find suggestive or off-color gags stuck in otherwise straitlaced shorts. For example, in Jest of Honor (1934, Van Beuren Studio) the Little King is being pulled behind his ship on a surfboard as the film opens. A mermaid appears, and he dives underwater after her. The next shot shows him returning to his surfboard. At the end of the film he is on his board again. The mermaid appears, and then up pop three small mermaids wearing crowns similar to his. He faints, and the film ends.


  Another gag that takes audiences by surprise is near the end of Cubby Bear's Opening Night (1933, Van Beuren Studio). An opera star, played by a small cat in pants, has a sword fight with dozens of opponents. He wins, slides down a banister, flies into the air and lands on the large bosom of his leading lady. He bounces up and down on her bountiful breasts three times before she catches him in her arms. They act as if nothing unusual has happened and sing the final song of the opera.


  Disney's squeaky-clean mouse started out as a rather nasty animal in films that included vulgar and violent gags. In Plane Crazy (1928), Mickey needs a tail for his airplane, so he yanks the tail off a turkey. At another point Mickey tries to get Minnie to kiss him, but she refuses. He decides to scare her into kissing him, so he does some wild stunt flying with Minnie in the airplane. Mickey then kisses the frightened and harassed Minnie on the lips.


  In Steamboat Willie Mickey grabs a cat by its tail and swings it around his head a few times. He has a sadistic smile on his face as he does it. In the final sequence he is peeling potatoes when a parrot squawks at him. Mickey looks offended and throws a potato at the bird, knocking it from the window. The film ends with Mickey smiling as the unseen bird yells, "Man overboard." (This gag was well motivated as the parrot teased Mickey several times in the picture.)


  Steamboat Willie also contains a classic spitting gag. Peg Leg Pete is seen taking a big bite of chewing tobacco. He expectorates into the air an exaggerated amount of tobacco juice. The wind blows it back into his face.


  Other Disney shorts from the period included barnyard jokes, scatological reference in The Moose Hunt (1931) and even topless mermaids in King Neptune (1932).


  Drugs are referred to in several early 1930s shorts from the Iwerks and Fleischer studios. In Stratos Fear (1934, Iwerks) Willie Whopper has an outrageous hallucinogenic experience on laughing gas. Iwerks also made a Flip the Frog film called Laughing Gas (1931). Flip the Frog's Chinaman's Chance (1933) shows an opium den and hallucinatory images. Fleischer produced an exceptional laughing gas film, Ha! Ha! Ha! (1933), that stars Betty Boop and Koko.


  In Snow White (1933), another Betty Boop classic, cocaine is referred to in the song "Saint James Infirmary Blues" sung by Cab Calloway. While the drug references were simply a point of departure for clever surreal visuals and in no way supported drug use, it is hard to imagine films like these being shown on television today except in a documentary about the evils of drugs.


  In the 1960s and 1970s, young people who had themselves become acquainted with hallucinogens sometimes speculated about what drugs animators might have used while making these films. Shamus Culhane and other animators insist that alcohol was the only mind-altering substance used by the people they worked with in the 1930s. Cartoons about laughing gas had nothing to do with the actual effects of the gas on people. Animators simply used the idea of characters inhaling gas as the starting point for humorous surreal fantasies.7


  The film with the most hallucinogenic visuals was not a drug film, but one in which bootleg alcohol was the culprit. In the Warner Bros. cartoon You Don't Know What You're Doin' (1931), the world looks distorted in a series of scenes that include buildings swaying back and forth in time to the music.


  Profanity appears in several pre-code cartoons. Flip the Frog says "damn" in several cartoons. The word "hell" appears in his short The Milkman (1932), at the end of which he is driving down the street with someone in a horse-drawn wagon, singing, "Hail, hail, the gang's all here. What the hell do we care." At the end of the second line the horse turns around and tells them they should not say that word.


  The most surprising use of profanity is in Bosko's Picture Show (1933, Friz Freleng), and the word we hear is probably the result of some sort of recording flaw. Bosko is playing a theater organ when the villain on the screen within the cartoon kidnaps the girl. Bosko points to the screen and says what sounds like, "You dirty fuck." The word is not clearly heard as the vowel is muffled. It is probably some sort of flaw in the soundtrack as it is not likely they would have used that word in a polite cartoon in 1933. The word "fox" might have been uttered, but most likely the line in the script read, "You dirty mug." Disney animator Mark Kausler is positive that "mug" is what the lip movements say. Animation historian Jerry Beck once showed the scene to his friends several times and nobody could figure out any word but "fuck" that could have been intended in the script. Kausler, believing the flaw was only in poor quality 16mm dupes, recorded the soundtrack off of a mint 35mm nitrate print. When I played the tape he sent me to almost a dozen people, all said they heard "fuck."


  These cartoons were made at a time when Mae West, Jean Harlow and others were delivering risque lines and director Busby Berkeley was showing as much female flesh as he could get away with in extravagant production numbers. This was the era of pre-code features (about 1930-1934), when almost anything sinful or violent could happen as long as the sinner paid for his crimes. For example, one daring pre-code classic was Rain (1932, United Artists), based on a story by Somerset Maugham. Joan Crawford played Sadie Thompson, a woman who is seduced by a married minister. The distraught man commits suicide after he sins.


  Mae West's suggestive lines in her pre-code films delighted her fans and shocked others. In her first film, Night After Night (1932, Paramount), when a hat-check girl remarks, "Goodness, what lovely diamonds," West replies, "Goodness had nothing to do with it, dearie." She once commented about I'm No Angel (1933), "I wrote the story myself. It's all about a girl who lost her reputation, but never missed it." She also said the film is about "the kind of girl who climbed the ladder of success, wrong by wrong."


  Some film historians say public criticism of West's humor was the major reason why formal film censorship was established in 1934, a view West herself supported.


  The term "pre-code" refers to the period just after the introduction of sound films and before the mandatory enforcement of the motion picture production code, the rules that would govern censorship in the United States. It was a period of enormous experimentation and growth for both features and cartoons. While some studios, producers and directors were exploring new uses of sound, art direction, editing and so on, others were finding out how far they could push sexuality and other themes. Nobody complained about new technical developments, but when conservative members of the public found Hollywood's themes or images objectionable, they spoke out.


  



  BETTY BOOP, THE CARTOON VAMP


  When it came to cartoon vamps and flappers getting into trouble, Max and Dave Fleischer's Betty Boop, distributed by Paramount Pictures, was the animated champion. She was a sexy tease who often found herself in compromising situations.


  Some of Miss Boop's films feature lascivious males who ogle her and even touch forbidden parts of her anatomy. In Boop-Oop-a-Doop (1932) the circus manager whispers in her ear and she slaps him. He also fondles her legs and behind. In Chess Nuts (1932), a nasty old king kidnaps her, ties her up, and is trying to kiss her when she blows out the candles seen in his eyes. The candles go limp.


  Pre-code Betty Boop cartoons contained a variety of gags and images that would eventually become taboo when strict censorship was established. In several films her dress is blown up by the wind so we can see her underwear. A variation of the gag was to have a small animal look up her dress and utter the phrase, "Oh dear!" In Minnie the Moocher (1932) a nude statue comes alive, pulls up a dress to cover her body and then turns and pats Betty on the head. In Mysterious Mose (1930) the film opens with Betty sitting up in bed. She is so scared her night-shirt flies up, revealing a considerable amount of cleavage. Another naughty peek at Miss Boop comes in Is My Palm Red (1933) when she wears a sheer fabric that is backlit. We see the silhouette of her nearly nude body. Later in the short she is seen as an innocent four-or five-year-old child fully nude in a bathtub. (While there is nothing scandalous about the bathtub scene, it was shown out of context in the 1970s by The Mystic Knights of the Oingo Boingo, a band that included Danny Elfman. Several people told me about their showing the footage in their show. They asked what film the strange risque sequence was from. For some reason people were unaware Betty was supposed to be a baby in the sequence.)


  Animator Shamus Culhane loved to tell how he pushed Betty Boop to the limits of acceptable taste in 1932. He says, "I drew Betty Boop in Bamboo Isle topless doing a hula-hula with her top garnished with flowers. Paramount's office almost had a convulsion when they first saw it, and so did the Fleischers. But it was too big a sequence to cut out, so it remained. I don't know how the Fleischers or Paramount mollified the Hays Office, but as far as I know the film was never censored."8


  A surprising homosexual gag is seen in Betty Boop's Penthouse (1933). Betty is working in her penthouse garden spraying flowers when a Frankenstein-type monster comes up to her from behind. A flower warns her that he is behind her. She turns around and sprays the monster. He turns into a pansy and dances away.


  An even stranger gag appears in Betty Boop for President (1932). A rough, evil-looking prisoner is being led to the electric chair and we hear somber funeral music. The switch is thrown, and robot arms with hands come from behind the chair. They polish the man's fingernails and shoes. Other arms clean his ears and work on his hair. Finally a robot arm applies lipstick. The man has been transformed into an effeminate figure. He gets out of the chair and walks off with limp wrists held high and an exaggerated sway to his hips.


  Another unusual aspect of Betty Boop's pre-code cartoons is what appears to be a romantic relationship between Betty and Bimbo, a dog with human characteristics. In early designs from 1930 Betty had dog ears, but by January 1932, she had been redesigned and was completely human. That did not stop her creators from suggesting her relationship with Bimbo went beyond the affection a person has for a pet.


  The results of one mixed-species relationship is seen in The Old Man of the Mountain (1933). On the way to meet the Old Man of the Mountain, Betty meets a female hippo wearing a dress and walking on two legs. She is pushing a baby carriage, and inside are triplets. Each has a long white beard (the song on the soundtrack at that point says the Old Man has a long white beard). The woman indicates the Old Man is their father. (Presumably the kids were born out of wedlock.)


  When asked about the origin of the blatant sexual humor in these cartoons, Shamus Culhane said it reflected the lives of many of the single young men who worked at the studio. He recalls they drank a lot, and several loved spending their weekends playing bridge with prostitutes who acted as their friends and lovers.9


  Myron Waldman, who also worked for Max and Dave Fleischer during this period, recalls that some of the staff drank bootleg whiskey from Friday evening until Monday morning, and were "a bit wild." He says many of them did not have high school degrees, but they were young and talented and they were doing well financially. Many showed off their wealth by wearing spats and derby hats. Waldman adds he did not socialize with the wild crowd at the studio as he had gone to Pratt Institute and his circle of friends were either in college or recent graduates working as professionals in their chosen fields.10


  Waldman, one of five men Max Fleischer named in a court of law (1934) as having created Betty Boop in 1930, says the only early Betty Boop cartoon that he worked on that was censored was Boilesk (1933). In it, female hippos in a chorus line do a series of kicks in the air. Their garters fly off their legs, and lascivious men in the audience grab them. This sequence was banned in Philadelphia.


  



  ENFORCING THE CODE


  The Hays Office's "Don'ts and Be Carefuls" rules from 1927 had no teeth, since they asked producers to practice voluntary compliance. When critics complained the guidelines were not being followed, the Hays Office could have asked producers to accept the "Don'ts and Be Carefuls" as rules to be enforced. Instead, they decided to revise the 1927 document in 1930.11


  The Hays Office had two prominent individuals write the new document to show this was a serious move toward regulating the film industry. They were Father Daniel Lord, who taught drama at Saint Louis University, and Martin Quigley, a Catholic layman and publisher of The Motion Picture Herald. Again compliance with the new code was voluntary.


  The Motion Picture Production Code written in 1930 began with a statement that motion picture producers had a responsibility to their public as film might be "directly responsible for spiritual or moral progress, for higher types of social life and for much correct thinking." The code then presented three general principles. First, a film "will not lower the moral standards of those who see it" and the audience cannot have sympathy for "crime, wrongdoing, evil, or sin." Second, "correct standards of life, subject only to the requirements of drama and entertainment, shall be presented." Lastly, "Law — divine, natural, or human — shall not be ridiculed, nor shall sympathy be created for its violation."


  The remaining part of the code was a detailed set of guidelines under twelve general headings: Crime, Brutality, Sex, Vulgarity, Obscenity, Blasphemy and Profanity, Costumes (nudity), Religion, Special Subjects (drinking, bedroom scenes, executions, etc.), National Feelings, Titles, and Cruelty to Animals.


  Another action of the Hays Office that was intended to persuade producers into practicing self-censorship was the establishment of The Green Sheet in 1933. It was a monthly periodical that provided evaluations of current films, noting which contained objectionable material and rating them on how offensive they were.


  Some church groups, not satisfied with the efforts of the Hays Office to control the industry, began to make serious efforts to pressure the film industry into establishing mandatory censorship. The first major demonstration against theaters showing objectionable films was in Philadelphia, where Cardinal Dougherty organized a successful boycott of local movie theaters in 1933.12


  The Catholic Church created the National Legion of Decency in 1934. It told Catholics not to see films the new organization considered morally objectionable. They reviewed and rated most films released in the United States (excepting newsreels, documentaries and some foreign films), and their ratings were announced in publications that were found in the homes of most Catholics. (Some church members today can remember standing up in their parish churches, raising their right hands and taking a pledge to uphold the film rating system.) The National Legion of Decency's rating system was based on The Green Sheet.13 Films were classified as Al (OK for all), A2 (OK for adults), A3 (adults only), A4 (adults with reservations), B (objectionable in part) and C (condemned). For many years, no film was rated C.


  The National Legion of Decency gained the active support of Protestant and Jewish groups in 1934 when it called for a mobilization against immorality in the film industry. The association threatened Hollywood with the prospect of a national boycott of objectionable films.


  Hays became concerned that an outside group might gain some control over the film industry. He reacted to these threats in the summer of 1934 by establishing an office called the Production Code Administration (PCA) to review films and assign an MPPDA "seal of approval" to those that met certain standards of decency. Hays pressured studios and theater owners not to release or show films without the MPPDA seal.


  Headed by Joseph I. Breen, a Catholic journalist, the PCA reviewed all scripts and finished films (except newsreels). Since a film without the seal could not be shown in most theaters, the power of the PCA to censor films was enormous. (Mae West's role in the creation of formal film censorship was almost nonexistent. She was an irritant in the process at best.)


  The PCA's approval system and the National Legion of Decency rating system for Catholics had considerable support from other civic-minded groups. Dozens of organizations in the thirties, forties and fifties established their own review boards and rated films for their members. They included the Daughters of the American Revolution, the Parent Teacher Association (PTA), the American Legion, the American Association of University Women, the American Jewish Committee, and the Protestant Motion Picture Council.


  



  THE EFFECTS OF CENSORSHIP ON THE FLEISCHER STUDIOS


  Betty Boop. Before the code was enforced she wore a short dress that showed off her garter. It also had a low-cut top. In her later films she is a demure woman and wears long dresses that hide her sexuality. Betty eventually became a secondary character as the action in "her" films revolved around the adventures of a cute dog named Pudgy (created by Myron Waldman), or the handsome and romantic Fearless Fred who saved Betty from trouble, or Grampy and his crazy inventions that saved the day when Betty has a problem that she could not solve.
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  A pre-code Betty Boop.



  



  Betty Boop's early cartoons were wonderful, surreal fantasies in which anything could and would happen. She could travel into space, discover living monsters and dinosaurs, and do other impossible things. The code changed her into a rational adult, which destroyed most of her charm and her ability to venture very far from a realistic depiction of the world.


  Myron Waldman says the transition in Betty's character came gradually. He never saw a memo from the Hays Office asking for changes. Instead he would hear about them through the studio's chain of command. When the Hays Office wanted a change, they would contact Paramount, who distributed the Fleischers' cartoons. Paramount would then tell the Fleischers or their chief administrators, who would pass the news on to the story department. The writers would then inform the head animators that there were changes to be made in the visuals. Finally Waldman would give his assistants the news.14
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  Betty Boop after the Production Code.



  



  Waldman stresses that the studio staff was told to pay attention and do what was required when Paramount asked for changes. He says it took about six months for a change that was requested when the film was begun to appear on theater screens. Since the modifications occurred gradually, it took about a year before the entire transformation of Betty Boop was complete.


  Richard Fleischer, son of Max, says everybody was unhappy with what happened to Betty. She started out as a popular star with innocent sex appeal and ended up looking like a schoolmarm. He recalls there were complaints from the public about the changes in her looks and demands that the studio restore her youthful appearance.15


  It appears the Fleischer studio went out of its way to avoid offending people with its films by 1935. Myron Waldman says that when they made A Language All My Own (1935) with Betty Boop performing on stage in Japan, they consulted with Japanese college students in the United States to make sure none of her hand gestures were offensive to Asians. In the cartoon she flies to Japan to perform her act. Waldman mentioned that the cartoon was popular in Japan and says he never heard any complaints about it. He adds that years later he saw the cartoon and was astonished that it included offensive images of bucktoothed Asian men in the audience.


  Gordon Sheehan likes to recall how a scene he was animating in a Popeye cartoon called Aladdin and His Wonderful Lamp (1939) was changed to avoid offending the public. In a scene where Popeye is tied up and about to be smashed to smithereens, his only chance of saving his life is to wiggle a can of spinach out of his hip pocket. While Sheehan was drawing the scene, Dave Fleischer came through the studio with visitors. By chance he picked up Sheehan's drawings and flipped through them for his guests. Sheehan says:


  After flipping my drawings, he seemed to get a little "shook-up" and put my drawings back on my desk without comment. Later that day, Dave Tendlar, the director, told me Dave [Fleischer] told him that my scene was too violently "suggestive" and that the action would have to be "toned down" to avoid any promiscuous sexual implications. This was something that never entered my mind, but I did as I was told, and modified the "offending" actions. At the time, the Will Hays censorship office had the pants scared off movie producers (even cartoon producers) regarding sexual promiscuity.16


  It may come as a surprise that apart from Sheenan's story, there is little evidence that the code affected the studio's popular Popeye series. Cartoon violence was not a concern of the code. Myron Waldman says the only violence he could not show was somebody getting his head chopped off. He points out that Popeye was an underdog and never looked for trouble. Furthermore, Popeye's writers had to work with a more or less standard formula and Popeye could not venture too far from the world Popeye fans expected to see. Each of his films establishes a conflict for the sailor and ends with a confrontation between him and his adversaries. Popeye continued to get into fights until nonviolent episodes were made for television by Hanna-Barbera in 1978.17


  Waldman remembers one Popeye film that was very violent but never censored. In Can You Take It? (1934) the sailor wants to join a men's club. His initiation ritual requires him to fight other members of the club. Eventually he destroys the clubhouse. Waldman says, "I objected to the picture. They were killing each other (but) I had to do it." When he was interviewed four years later he said the reason he "had to do it" was simple. The soundtrack was already recorded and the studio was not going to change it.18


  Albert van Schmus, a censor with the PCA, reviewed short subjects from 1949 until the end of the formal censorship in 1968. In an unpublished interview, Van Schmus said that he saw a lot of violence in cartoons that could not be included in live action films, but since cartoons were a different type of product the violence was considered acceptable.19


  When production of the wild and often surreal Betty Boop cartoons ended, nothing filled the void. The Fleischers' two features, Gulliver's Travels and Mr.Bugs Goes to Town, are pleasant to watch, and contain nothing that could offend censors. Among the shorts produced at the studio beginning in 1934 were cute, wholesome affairs called Color Classics. A few of these are exceptional, such as All's Fair at the Fair (1938), which visits a world's fair of the future. Most of the shorts in the series are just good or average cartoons. They lack the unusual creative touches seen in the pre-code shorts.


  One reason that the Fleischers began cutting back on surreal sequences is that the studio was trying to compete with Disney rather than sticking with what they did best. (The Color Classics were similar to Disney's Silly Symphonies.) Myron Waldman suggests that if the code had not changed Betty, the studio's trend towards cute, realistic art would have done so eventually.


  The Fleischers' attempts to equal the artistry of Disney resulted in the company going over budget on several shorts, and going into debt to produce features. Paramount had lent them the money to build a new facility in Miami in 1938 when the Fleischers needed more space to produce their first feature, Gulliver's Travels (1939). Although Gulliver made a profit for Paramount the company removed the Fleischer brothers from control of their own studio in January 1942. The reason remains unclear.20 When the brothers left, the company was renamed Famous Studios and staffed with former Fleischer employees. Famous productions did not attempt to equal the quality of Disney's work. In 1943 the studio was moved from Florida to New York City, where it continued to produce shorts (no features) for Paramount until 1967. Although Famous was in business for 25 years, the studio never received an Academy Award nomination. The Fleischers received four nominations.


  



  WALT DISNEY STUDIOS


  The production code had less effect on other studios making theatrical cartoons. By the time the code was enforced, Disney took pride in the fact that there was little or nothing in his work that would be found offensive. Disney had slowly phased out the use of barnyard jokes and was leading the industry in new directions. His artists were being trained to draw better and to depict movement and the world more realistically. Disney's writers got more sophisticated each year and no longer needed to try to get laughs by having a bar of soap slip out of Mickey's hand and land off screen with a splash in a toilet. (This scene is in Mickey Steps Out [1933]).


  Disney had minor censorship problems around 1930 with a Clarabell Cow short called The Shindig. In this cartoon, Clarabell, at first wearing no clothes, is seen in the barn reading a book. She puts the book down and emerges from her stall wearing a skirt, ready to go to a party. The New York Times reported that a Disney cartoon — clearly The Shindig, though not identified in the article — was banned by the state of Ohio because it showed a naked cow and because the book the cow was reading, Three Weeks by Elanore Glyn (a spicy novel from the turn of the century), was deemed objectionable. The article also said that although Mickey Mouse probably did not have a morality clause in his contract, the mouse had become clean-living and was now a nondrinker and a nonsmoker.


  Three months later Time reported that Ohio had banned a Disney short showing cow udders. They noted that while the image of udders delighted some people, it shocked other patrons. The article also mentioned the cow reading Three Weeks. The March 1931 issue of American Magazine also commented on Disney's problems with cow udders. They said censors in Canada objected to a nude cow, while a state censorship board in the United States objected because a cow wore a skirt!21


  Disney solved his problem with Clarabell Cow's udders by having her wear a skirt or a dress. Censors left his other characters alone. Minnie Mouse did not add blouses and dresses to her wardrobe until 1940 or 1941, but her anatomy was so plain that it would be misleading to say she was seen "topless." In some of Minnie's early films (ca. 1929) Ub Iwerks placed two circles where breasts might be on a mouse-woman. They look like two large white circles on a black shirt. For the next decade her upper torso was solid black, just like Mickey's body.


  Disney cartoons made after the early 1930s rarely presented censorship problems. Censors in Kansas banned the razzberry sound coming from a motorcycle in The Dog Napper (1934). Joe Grant recalls that the studio stood up against the censors when they were told to remove the razzberry sound in the short Der Fuehrer's Face, 1943. It's a rude noise, but the artists felt it belonged in this Oscar-winning Disney classic. It is heard at the end of the film when somebody tosses a tomato at the face of Hitler. Grant says that since it was a wartime propaganda film the Hays Office reluctantly let the sound remain. He added that they could never have gotten it past the censors if the film had been made during a time of peace.22


  Disney had a problem with Three Little Pigs (1933) when they decided to show the film theatrically in the late 1940s. They removed an anti-Semitic image and replaced it with newly animated footage. The sequence showed the wolf as a Jewish peddler with a thick Yiddish accent, a large crooked nose, and a black hat. David R. Smith, head of the studio's archive, says the new animation was probably done by Jack Hannah's unit in 1948, "after the Hays Office objected. This information is all hearsay: I have seen no documentary evidence."23


  Russell Merritt said a rumor exists that Disney practiced self-censorship in 1933 when he found the cartoon The Mad Doctor was too scary for some children. The film includes sadistic gags and a scary scene in which Pluto is strapped to the doctor's operating table. Anticipating complaints from the public, goes the rumor, Disney pulled the film from distribution and possibly changed it to tone it down. David R. Smith cannot confirm this rumor. He says, "As far as I know, The Mad Doctor has never been withdrawn from distribution."24 It is available on a laserdisc containing black and white Mickey Mouse cartoons.


  



  UB IWERKS STUDIOS


  Ub Iwerks, who was once Disney's head animator, left the company in 1930 to form his own studio. While at Disney he had animated the first Mickey Mouse cartoons and the first Silly Symphonies. As the head of his own company he developed a cartoon series that starred Flip the Frog (1931-1933). Flip was replaced by Willie Whopper (1933-1935) as Iwerks's main star in 1933. Both series were distributed by MGM.


  Iwerks's pre-code productions sometimes included material that would have been censored at a later date. Flip occasionally goosed people, was known to make obscene noises and gestures and said "damn" when things went wrong. Flip and Willie Whopper cartoons also included bathroom jokes and references to sex, drugs and drinking. Gags in Iwerks's shorts often had interesting twists to them. For example, in The New Car (1931) big white blobs fall on Flip's car from the sky. The angry frog looks up to find they came from a bird, but the bird is painting, not relieving itself. A more outrageous example is Flip trying to milk what he thinks is a cow in The Milkman (1932). We cannot see Flip's hands when the bull yells, "Ouch! Let go!"


  In Flip's last film, Soda Squirt (1933), he is so excited and distracted by Mae West being in his new store that he makes a soda with ink and other unusual ingredients. The customer who drinks it turns into a monster and starts to wreck the place. Flip ends the violence by spraying him with Eau de Pansy perfume. The monster is transformed into a stereotyped image of a limp-wristed homosexual. He swishes out of the destroyed business. It is possible Betty Boop's Penthouse was the inspiration for this ending as that short was released in March 1933, about the time Flip's Soda Squirt was being developed as a project.


  One of the most surprising gags is found in Willie Whopper's Spite Flight (1933). Airplane racers fly by the entrance to heaven, upsetting Saint Peter. He turns to the passing pilots and gives them the finger!


  Iwerks made major changes in the nature of his productions about the time the PCA began to enforce the code. When MGM decided not to renew its contract with Iwerks in 1934, he went from producing outrageous stories with Flip and Willie to making cute children's films that retold classic tales. The new works, known as Comicolor shorts (1934-1936, distributed independently by producer Pat Powers), included The Headless Horseman, Don Quixote, Mary's Little Lamb, Little Black Sambo, Simple Simon, and Humpty Dumpty. Occasionally a more sophisticated adult gag would appear in these cartoons, but most are quite sanitized compared to the highly spirited shorts made earlier.


  The code was probably not the only reason for the changes. Ub Iwerks possibly saw the nonrenewal of his contract with MGM as a loss of interest in the kinds of films he has been producing. Flip and Willie were never as popular as Mickey or Popeye. Disney was the most successful producer of animated cartoons by 1934, and Iwerks probably felt that his productions should be more like those of his former employer.


  



  WALTER LANTZ STUDIOS


  Walter Lantz, who produced Woody Woodpecker and Oswald the Lucky Rabbit cartoons, was proud that he had very few censorship problems. Joe Adamson, his official biographer, says Lantz was quite cost-conscious and felt animating anything that might be cut by a censor was a waste of money. According to Lantz, enforcement of the code affected his studio most in the area of outhouse-type humor. "One of our biggest gags used to be someone throwing a chamber pot onto someone's head, but we had to cut that out," he said.25


  Yet interviews Lantz gave to the press over the years tell a somewhat different story. Many of these interviews and the original drawings used to illustrate them are preserved in UCLA’s Special Collections Library. The oldest images are drawings of several sexy females done in the early 1940s (one is identified as Miss XTC, another comes from Lantz's short The Greatest Man in Siam). They are shown first in scanty attire and then wearing long dresses or pantaloons. They illustrate what was and was not acceptable to the Hays Office. Newspapers and magazines did not have censorship problems, so they were probably delighted to show cartoon images that could not be shown in movie theaters.


  Lantz's most informative interview was in the November 1948 issue of Night and Day magazine. He provided the magazine 10 pictures showing Woody Woodpecker doing things he could not do on the screen in an article titled "Thou Shall Not, Mr. Woodpecker." The captions under the pictures noted the things that Woody could not do:


  
    • "Tie tin cans to Dizzy's tail." (No cruelty to animals. Dizzy is a dog.)


    • "Start a fire under Wally Walrus." (It was against the code for a cartoon character to cry, "Fire!" The Hays Office feared audiences would think the cry was real.)


    • "Steal pennies from the blind man's cup." (No antisocial activity.)


    • "Drink anything stronger than root beer."


    • "Kill Andy Panda." (No murder or attempted murder.)


    • "Kiss a gal." (Woody could kiss any animal but not a human.)


    • "Lie."


    • "Be unkind to old people." (Woody was permitted unkind behavior only when villains made trouble for him.)


    • "Aid a lawbreaker." (No guns or other weapons.)


    • "Milk a cow! No kidding! The censors say all such scenes are absolutely out — taboo!"

  


  In "Censor Is Tough on Woody Woodpecker," a newspaper article that appeared in the Hammond (Indiana) Times, July 11, 1954, Lantz added that Woody could not "take part in anything of even slightly criminal nature," nor was he permitted "to speak with a dialect." Lantz told the reporter, "I tried about 5 pictures using beautiful dames with Woody, we got lots of criticism, particularly from England, where they said the girls were too sexy for matinee audiences." As a result Lantz was considering developing Winnie Woodpecker, as Woody could kiss another bird. ("But," he added, "she can't sway her hips like Marilyn Monroe.")


  In 1954 Lantz talked with Hedda Hopper about restrictions on Woody. Hopper's resulting column, titled "Censors Draw Line on What Movie Cartoonists Can Sketch" (November 30, 1954), added even more to the list. Woody could not "milk a cow unless she wears a skirt"; "kiss a girl, but a girl can kiss Woody"; or "say 'gosh,' but he can say 'golly.'" She also reported that Lantz once tried to produce a parody of the Audie Murphy feature To Hell and Back. Lantz wanted to call his short film To Heck and Back, but the censor would not approve the use of the word "heck."


  



  WARNER BROS.–LEON SCHLESINGER STUDIOS


  The best article on what the censors would not permit is "Hollywood Censors Its Animated Cartoons," Look, January 1939. It is based on an interview with Leon Schlesinger, who produced cartoons for Warner Bros. as an outside contractor. He set the tone of the article when he said, "We cannot forget that while the cartoon today is excellent entertainment for young and old, it is primarily the favorite motion picture fare of children. Hence, we always must keep their best interests at heart by making our product proper for their impressionable minds."


  The Look article included a summary of official and unofficial guidelines that governed cartoons, and it was illustrated with art from the Schlesinger Studio. One caption says, "Robert Taylor may kiss Garbo in a feature picture, but it isn't considered nice for Porky Pig to kiss Petunia Pig in an animated cartoon. Censors prefer romance of the hand-holding type." Porky and Petunia are shown demonstrating what was and what was not acceptable.


  Another caption reads, "A nice little boy doesn't stick out his tongue and doesn't give the ‘razzberry,’ so scenes (and sounds) like this are eliminated in animated cartoons. Neither may cartoons show men who appear too effeminate."


  Another page of the Look article showed an old woman mouse sitting in her rocking chair and spitting. The caption says, "Censors object to scenes like this in animated cartoons. It just isn't considered in good taste for a cartoon character to expectorate in public." The illustration was from The Country Mouse (1935, Friz Freleng. Mark Kausler adds that in Freleng's 1942 cartoon Hop, Skip and a Chump, a grasshopper says, "Expectoration is censored, ya know").


  Leon Schlesinger mentioned in the article that the PCA showed concern about how his studio depicted women. He said a fully clothed dancing girl wearing a dress made of sheer material was acceptable in a feature, but that in a cartoon the fabric had to appear to be heavier.


  When the Hays Office decided cow udders should be covered with fabric, the studios complied. The Look article shows a cow from 1930 wearing nothing but a bell and a smile. The next illustration shows her with a startled look on her face, for she is wearing a skirt. The caption for a third image of the cow says, "In 1939, Flossie must wear even more, and walk upright, like the lady she now is." The cow is shown wearing a dress.26


  Look ran two illustrations of a mermaid from Mr. and Mrs. Is the Name (1935, Friz Freleng) to show how the studio had to make her hair longer so it would cover her breasts. While the long hair satisfied the censors, enough cleavage was seen to suggest the lady was topless under all that hair. Topless mermaids appeared in several pre-code cartoons including Disney's King Neptune (1932) and Fleischer's Time on My Hands (1932, a bouncing-ball Screen Song with Ethel Merman singing the song).


  Also of concern to the censors were suggestions that animals perform bodily functions. In the live-action feature The Thin Man (1934) there is a sequence where William Powell walks his dog and it sniffs at a pole. When Schlesinger's studio did a brief parody of this scene in Speaking of the Weather (1937, Frank Tashlin), the censors had them cut to a close-up of the man's face just as the dog was about to stop at the pole.


  Monsters that might frighten children were to be avoided, said the Look article, and "dialog is watched closely." Cruelty to animals "is frowned upon in animated cartoons, lest children follow the example."


  Religious references and images were carefully examined by the PCA. Leon Schlesinger noted in the Look article that he had more trouble with Clean Pastures (1937, Friz Freleng), a Merrie Melodies spoof of the feature Green Pastures (1936), than the studio did with the live-action feature. He said that the phrase "De Lawd" was cut out of the cartoon and that the censors wanted to eliminate the halo over the head of a Negro angel.


  Schlesinger said an important rule was "crime must not pay." He called it one of the strongest Hays Office edicts, and at Warners that meant "cartoon bad men must land in jail." The scene illustrating this rule showed "The Terror" in jail. A wanted poster over his cell says the reward for his capture was five million pesos or $25 cash "tax exempt."


  Schlesinger acknowledged that calling five million pesos the equivalent of twenty-five United States dollars would be considered offensive in Latin America as it ridicules the value of the peso. He said that the scene would probably be cut in countries using the peso as their monetary unit. The article was written before the State Department developed a good-neighbor policy intended to keep Latin American countries friendly to the United States so they would not join World War II on the other side.


  Another image with political overtones was a satirical drawing of children giving Mussolini the Fascist salute. The article noted that Italian censors would not find the image funny and would ban it.27


  



  FOREIGN CENSORSHIP OF AMERICAN-MADE CARTOONS


  Banning or censoring American cartoons abroad occurred on several occasions. Mickey Mouse in Barnyard Battle (1929) was banned in pre-Nazi Germany because Mickey machine-guns cats that wear helmets reminiscent of those worn by German soldiers during World War I. In Denmark the censors declared Disney's Skeleton Dance (1929) too macabre. In Canada a Disney cartoon was censored because a fish rose up and slapped a mermaid on the thigh.28


  In Canada censorship is on a province-by-province basis. Gene Walz, a Canadian animation scholar, says that in Winnipeg, Manitoba, the Warner Bros. cartoon Thugs with Dirty Mugs (1939, Tex Avery) was banned because of its ending. The censors felt that having the criminal say "I've been a naughty boy" at the end of the film was not sincere and that the film was just an excuse to show criminal activity. The cartoon was a parody of the Warner feature Angels with Dirty Faces (1938) with James Cagney.29


  Betty Boop's Red Hot Mama (1934) is said to have been banned in Great Britain because it was considered blasphemous. It showed Hell in a humorous manner. The British established their censorship board in 1912 and a rating system in 1924. Anyone under 16 was forbidden from seeing an H film (H was for horrific), and children could see films rated A (for adult) only when escorted by a grownup. Anyone could attend a film rated U (for universal). In 1951 the British replaced the H rating with an X. The X covered sex and horror films.30


  Walt Disney's Snow White (1937) received an A rating in Great Britain when it was released there in 1938, according to an Associated Press news story, which went on to report that "film censors think the picture will give the children nightmares. English young folk are unused to excitement. They are more easily upset by fairy stories than their 'tougher' American cousins."31


  Disney, RKO and the Hays Office sent out letters that claimed the news story was incorrect. Joseph Breen himself denied the AP story and wrote the chairman of the West Coast Committee of the National Legion of Decency in Beverly Hills that the film was rated U in Britain. British animation scholar Robin Allen, however, says that the film was indeed given an A rating. Disney's British agents appealed the decision and arranged for scenes objectionable to the censors to be cut so the film could get a U rating. One cut was made to a sequence where the queen, transformed into an old woman, leaves her palace. They cut her passing a skeleton reaching out for a jug of water. She kicks the jug toward the bones, and the skeleton falls apart. They also cut scary moments in the forest.32


  British film historian Roger Manvell tells a slightly different version of what happened to Snow White in his book Film and the Public. He says the British gave Snow White an A rating, but that many local censorship boards could and did change the national board's rating to a U so kids could see it on their own.33


  



  MEMOS FROM THE PRODUCTION CODE ADMINISTRATION


  A tremendous amount of information about the inner workings of the Production Code Administration can be found in the organization's files preserved in the library of the Motion Picture Academy of Arts and Sciences in Los Angeles. These files include notes from the PCA to the Disney Studio and Paramount (for Fleischer productions) regarding their animated features. The files also include newspaper articles, reviews and other valuable pieces of information.


  Producers of animated features had to submit scripts and lyrics as well as finished films to the censors for approval, while animated shorts were examined only when the work was completed. The PCA records about the features give considerable insight into how the censorship system worked. Unfortunately the PCA did not keep files on shorts, according to censor Albert van Schmus, who said his office simply gave shorts a number and then screened them, assuming almost all would receive their seal of approval without any changes being requested. Van Schmus said, "They were so harmless anyway, you know, that they never presented a problem unless there was something really unusual in the picture." Van Schmus could not recall a cartoon ever being rejected.34


  A typical file for a feature contains an official "Motion Picture Association of America Questionnaire" that has been filled out by a reviewer. There may also be memos from Joseph I. Breen and other documents relating to the feature.


  The sections of the questionnaire include general questions, portraits of professions, portraits of races and nationals, consumption of liquor and drunkenness, crime, sociological factors, characters and synopsis. Regarding the role of characters, the reviewer could check off whether the role was prominent or minor, and whether the characterization was straight, comic, unsympathetic or indifferent. "Portraits of professions" included notes on whether characters were public officials or religious workers.


  Many of the Disney files contain only a brief amount of information as the features were "approved without elimination." For example the file on Dumbo (1941) informs us that the script was approved by J.I.B. (Breen) on Oct. 23, 1940; that the completed feature was approved without elimination; and that it was approved by other censorship boards including those in the states of Ohio, Pennsylvania, Kansas, Massachusetts, Maryland and New York and the province of Ontario. The only note of caution in the Dumbo file was from reviewer F. Stinnette, who said, "Elephant and mouse become intoxicated when they fall into tub containing champagne."


  The file for Lady and the Tramp (1955) says that "the battle between the dogs and the rat is so realistically vicious that it might terrify children." The warning was strictly for the record as the feature was approved without elimination by the PCA and several states. It was rated A-1 by the Legion of Decency reviewers. The Protestant Motion Picture Council and the Film Estimate Board of National Organizations gave it a family rating.


  Minor script changes were suggested in several films. The file for So Dear to My Heart (1949) included a May 2, 1946, memo from J.I.B. to S. Olin, Disney's title registrar. It noted that pages were missing from the script and that on page 82 "the expression 'Lord A'Mighty' used by Granny is unacceptable." A memo on May 20 from J.I.B. to Olin asked the studio to consult with the Humane Society regarding an aspect of the film. It gave their phone number and address. The memo also reminded Olin again that on p. 82 "the expression 'Lord A'Mighty' is unacceptable and could not be approved. Some other exclamation must be used." The file also notes the script was given tentative approval on March 26, 1947, and that on Aug. 6, 1947, they were informed the title of the feature was changed from How Dear to My Heart to So Dear to My Heart. The finished work was approved without elimination by the PCA and by several states.


  The PCA was very careful about religious phrases and images. In the file of Disney's Song of the South (1946) the censors noted that expressions referring to the name of the Lord as well as the phrase "Lord Knows" should be deleted. They also warned the studio that the British Board of Censors always deleted the word "sissy" because of strongly unfavorable connotations in England. Another memo in the Song of the South file told the studio that the British always cut the word "bloody."


  The PCA went so far as to ask the Disney Studio to change a line in a song in Melody Time (1948). A memo regarding the lyrics said, "With the exception of one in the 'Johnny Appleseed' lyrics, these are all satisfactory from the standpoint of the Code. The line 'a kindly seemin' cuss' should be carefully revised because of its irreverent reference. We shall be happy to read a revised line and advise you further. You understand, of course, that our final judgment will be based upon the finished picture." "Cuss" can mean both a person or a curse.


  Not every change suggested by the PCA had to be made before a film was approved. In reviewing the script of Melody Time they suggested that in the "Blame It on the Samba" production number the giving of a hot foot be omitted. They gave no reason for their recommendation, but they did say the studio could substitute some other type of action at that point. The memo said the rest of the story "seems to comply with the requirements of the Production Code." A few months later the film was approved by the censors with the hot foot (given by an Araucan bird to Ethel Smith as she plays the organ) still in the film.35


  Spotting small visual details was important to the PCA. A memo in The Reluctant Dragon (1941) file says, "In scene 15, it will be agreeable to us to show the little hydrant on Pluto's corner, but we request that you delete the showing of Pluto's three footprints in the cement, on account of its suggestiveness." The memo also cautioned that in "scene 86 we ask that you use care in the drawings of the 'shapely girls' shown in this scene."


  The concern for correctness of minute details is also found in a memo to Paramount Pictures regarding the feature Gulliver's Travels (1939) being produced for them by the Fleischer Studios. They cautioned that in one scene "we assume that there will be no undue exposure of the silhouette of Gabby referred to in this scene." In another they wrote, "It is also assumed that the hiccoughs referred to throughout this sequence will be portrayed, if at all, in an inoffensive manner." They commented that a scene in which someone blows his nose and Gabby is shown noticing the action should "be handled in an inoffensive manner." For another scene they commented, "It is understood that the pot referred to in this scene must not be of the bed chamber type."


  The Fantasia (1940) file is small, but it gives us a hint as to how the staff of the PCA reviewed manuscripts. The file copy of the synopsis for the film (then called "Concert Feature") dated Aug. 18, 1939, has every questionable word or phrase marked. Apparently the reviewer's comments were written up after a quick scan of the text for possible problems. This work method resulted in some unintentional humor. A note of caution in a memo dated Nov. 24, 1939, reads, "Care must so be used in the bubble dance in the Dance of the Hours." The comment was based on the words "bubble dance" being underlined and circled in the synopsis. What the person did not bother to note is that the bubble dance was not being performed by a sexy woman, but by elephants! The text clearly describes "elephants doing a bubble dance," but the author of the note was probably thinking of Sally Rand's famous bubble dance that was being performed daily at the World's Fair in San Francisco.


  Fantasia received four other notes of caution. In the synopsis the words "female centaurs" were circled, so the studio was warned against being too realistic in showing these creatures' breasts. "Shy harem girls" and "Oriental dance" were circled, so the reviewer asked Disney to use care in depicting the harem girls and warned against "forward or excessive body movements" in the Oriental dance. The "Arab dance" in the Nutcracker Suite was eventually performed as a water ballet by goldfish. The synopsis also mentioned that Bacchus would appear a little tipsy while chasing a centaurette, so the studio was told to "please avoid showing anything sensually suggestive" in this scene.


  Breen and his staff not only advised studios about what they thought was possibly offensive, but they sometimes took into consideration the climate of national and international relations. For example, when The Three Caballeros (1945) was being made they commented on how the film related to the Good Neighbor Policy as the feature was set in Mexico and South America. Several memos from 1942 state more or less the same thing: "Bearing in mind the possible reaction of Latin American audiences [we] are happy to report that this material seems to be quite acceptable from this point of view."


  An example of a work that did not meet the Good Neighbor standards was a cartoon produced by Walter Lantz. The cartoon was set in Mexico, and Lantz was asked to put shoes on the barefoot natives. His staff went back to the original artwork and painted the feet black. Since the feet were no longer brown, the Hays Office must have assumed the black forms represented shoes; at any rate, they gave the film their approval.36


  When Disney's script of Victory Through Air Power (1943) was examined the Hays Office advised the studio to contact army and navy authorities for their opinions. They also cautioned the studio not to be negative towards other branches of the service and to avoid upsetting families "who have boys in the service, and who would get the impression from the film that these lads were being sacrificed in combat because of the utterly futile tools.... I assume that such will not be the effect of the picture." When the film was released a few weeks later it was approved without eliminations by the PCA and several states. The PCA review sheet noted the film was "unsympathetic towards Japs and Germans."


  When Alice in Wonderland (1951) was being developed, Breen answered a letter from Disney asking about a British-financed, animated puppet version of Alice. Disney was looking for a way to protect himself in the United States "against the invasion of the proposed picture." Breen had no suggestions but sounded sympathetic in his 1947 note to Disney.


  Two letters in the Snow White file show Breen sometimes took a personal interest in productions and that he was generally supportive of Disney. A letter from Breen to Will Hays dated March 23, 1937, praises Disney as the producer of some of the best outstanding shorts of 1936. It also says, "Snow White will no doubt have better animation and cartoon technique than has ever been used in a cartoon before. Disney's thought is that this will be an epic in motion pictures and is pointing the studio to do nothing but features if possible." The following year was when Breen wrote his letter denying that Snow White had received an A rating in Great Britain.


  



  THE FBI'S USE OF THE PCA


  The FBI used the PCA to find out about the contents of works in production. Two of Disney's live-action features, Moon Pilot (1962) and That Darn Cat (1965), were investigated by the FBI because they heard the features might depict the FBI in an unflattering light.


  Disney's FBI file, which can be obtained under the Freedom of Information Act, contains 22 pages of official memos and newspaper clippings about Moon Pilot, and 20 pages concerning the investigation of That Darn Cat. The FBI took this matter seriously. A memo dated Feb. 24, 1961, from FBI director J. Edgar Hoover to the head of the Los Angeles office regarding Moon Pilot said, "It is desired that discreet inquiries be made to determine the nature of the script and how the FBI agent is portrayed." The response said, "Discreet inquiry has been made at the Motion Picture Production Code Office to determine if any script for the above captioned film has been received...." A month later the Los Angeles office reported that an FBI secret agent who knew Disney "exposed that Walt Disney wanted the Bureau to be aware of this production and would contact this office." Disney did phone the FBI on Feb. 27, 1961, to discuss the upcoming project, but he did not have time to meet with them.


  By March the FBI had found that the script had the agent in the film guarding an Air Force pilot before he flew to the moon. They learned more details about the script when the story was serialized in The Saturday Evening Post. Eventually they contacted Disney and told him the FBI's jurisdiction does not include guarding military officers, so Disney agreed to drop any mention of the FBI in the film and called the guard a "federal security officer." He also promised the FBI a script when the film was complete. Memos indicate it was never delivered.


  While the public loved the movie, the FBI was upset by it. A letter from the Washington, D.C., office to an agent in Los Angeles said the federal security officer was "portrayed in a most slapstick and uncomplimentary manner, to say the least.... The Boss was amazed that Disney would produce such a picture which carries implications of criticisms of the FBI." Some newspaper critics called the security man an FBI agent in their reviews, which upset the agency even though no film reviewer was critical of the agent's role in this farce. The FBI included several reviews of the film in Disney's file.


  The records kept by the FBI regarding Disney's That Darned Cat are similar to those regarding Moon Pilot. The first memo dates from July 11, 1963, and says that Disney had called the FBI office to let them know he had purchased the story. Disney stated he would depict the FBI in a very respectful manner.


  A memo of July 15, 1963, requested that the Los Angeles Office obtain a copy of the script if possible. There are several memos in the file saying that every time the FBI contacted the PCA they were told Disney had not yet submitted the script for approval. More than a year later (September 25, 1964) a memo said, "The source at Disney Studios does not have access to a copy of the script for this picture, nor has a copy of the script been submitted to the Motion Picture Production Code Office. It is not unusual for Disney Productions to withhold submission of a script for approval by the Motion Picture Production Code Office until a picture has been completed."


  Disney's habit of submitting scripts for approval just before the release of the feature dates back to his making Snow White. A letter dated March 2, 1936, from the Disney Studio to the PCA explained that the feature Snow White was an experiment "and we do not have, at the present time, a completed script, such [as] would be used with a live action production." The studio assured the PCA that the film contained nothing that would create a censorship problem. The script was finally sent in on November 1, 1937, and approved November 3. The film had its world premiere December 27, 1937, and went into general release in 1938.


  One of the ironies of the FBI investigations of Disney's projects is that on January 12, 1955, Walt Disney was approved by the bureau as an official SAC (special agent in charge) contact. Other memos indicate he remained a loyal and helpful source of information to the FBI until the time of his death in 1966. In fact, Disney had been a fan of the FBI for years. In 1936 J. Edgar Hoover sent Disney a letter of thanks for supplying the FBI with a set of his fingerprints. In 1940 the FBI discussed putting Disney's fingerprints on public display in their museum. Hoover sent Disney an autographed copy of his book Masters of Deceit in 1960, and the file contains several polite letters between Hoover and Disney. They addressed each other as "mister," however, suggesting they were not friends.


  The FBI file contains no information on what services, if any, Disney performed for the bureau. A memo that comes with Disney's file says that 570 pages were reviewed and 457 pages can be released to the public. Information on his work for the FBI might be contained in the still-secret pages of his file. There is a good possibility that Disney did not even know he was on an SAC contact list as the title was used in-house by the FBI to designate a trusted person they could go to for information or other forms of help. The title does not mean Disney was an informer or spy.


  



  CENSORSHIP STORIES


  Besides magazine articles and the PCA files there is yet another interesting source of information about censorship and the theatrical animation industry: the numerous stories told by animators, directors and producers years after their work was released.


  These stories are often delightful, but they may not be totally accurate. Often it is impossible to find a second person to confirm that an event happened. Some individuals in the animation world have delighted themselves by fabricating false histories of their careers.


  Bob Clampett was a good source of censorship stories, though his information should perhaps be taken with a grain of salt as his recollections about his work in animation have sometimes been disputed.37 One story Clampett tells is that his parody of Frank Capra's It Happened One Night (1934) was originally titled It Happened All Night and the title card for the short showed Porky and Gabby in bed together. The censors requested that the title be changed, so the film was released as Porky's Bedtime Story (1937).


  Two of Clampett's films were obviously censored. In Baby Bottleneck (1946) a baby alligator is delivered by mistake to Mrs. Pig. She is already nursing several piglets. When the alligator tries to obtain some milk the horrified pig turns and says something, but the line was cut. Clampett told historian Jerry Beck the missing line was a popular radio phrase, "Don't touch that dial."


  The other censored Clampett cartoon was Hare Ribbin' (1944). As the film ends, Bugs is playing dead to fool a dog that has been pursuing him. Believing he has killed the rabbit, the guilt-ridden dog says, "I wish I were dead." In the first version, Bugs stops playing dead and says, "Do you mean it?" then pulls out a gun and kills the dog. As Bugs dances away, the dog gets up and delivers the final line: "This shouldn't happen to a dog." Apparently somebody, possibly a studio administrator rather than a censor, felt Bugs could not be shown killing another animal, so a new ending was substituted. It shows the hare giving the gun to the dog, who then commits suicide. Both versions of the film exist and have been shown to the public in theaters and on television.


  A long interview with Clampett appeared in Funnyworld #12 (1971). In it he said, "If I wanted to be sure that certain things were left in, I'd put in a few extra goodies just for the censors. They'd cut those and leave in the ones I wanted." A scene that was left in, much to his surprise, was Daffy doing a strip tease (down to his boxer shorts) in The Wise Quacking Duck (1943), a wartime cartoon animated by Art Babbitt. Another gag that the censors left in (contrary to his expectations) comes in An Itch in Time (1943), in which a dog has trouble with fleas. The dog drags his itchy rear end all over the house, then suddenly stops and says to the camera, "Hey, I better cut this out. I may get to like it!" In Clampett's Scalp Trouble (1939) Paul Mullar, who has spent years censoring cartoons for television, spotted a sequence where Porky's lips move, but all we hear is music. He is positive Porky is saying "son of a bitch."


  Tex Avery, who worked for Schlesinger from 1935 to 1941 and at MGM from 1941 to 1955, said something similar to Clampett's statements about getting risque material past the censors. He told writer Joe Adamson that if a project was going to contain questionable material he would add several wilder gags to the script. He knew they could not get by the censors and would be redlined. He figured they would feel remorseful about cutting so much and would let the least offensive one slip by. Apparently, at MGM and Warner Bros. in the 1940s animation directors had to submit synopses of their projects either to a censor on the lot or to the Hays Office. Leon Schlesinger said in the Look article that the Hays Office did not review cartoons before they were completed, so it is likely that Avery and Clampett were referring to censors hired by the studios to review works before the completed film went to the PCA for approval.38


  Avery recalled that at Warner Bros. "we all had so much liberty over there, and I think it showed in our cartoons. Nothing was held back: we had hardly any censorship and no problems."39


  One of Avery's classic tales concerns the censorship of Red Hot Riding Hood (1943). He was fond of telling delightful anecdotes about the film, and there is reason to believe they may not be totally accurate. He said a censor made him trim some footage of the wolf getting sexually aroused and going crazy when he sees Red performing her act in a night club. An army officer in Washington, D.C., heard about the censored prints and asked Louis B. Mayer for uncut ones to show soldiers. Avery says the uncut version "went over great overseas!"40


  Preston Blair, who animated Red, does not recall any cuts being made to Red Hot Riding Hood, but he confirms "the military went nuts over it." He adds, "A lot of legends have developed about this film."41


  Blair has his own censorship story about working on Red Hot Riding Hood. He says the completed film was shown to the censor on the lot. The censor, "who was a dirty minded stinker," thought the film was promoting bestiality between a woman and a wolf. Blair was told to animate a new ending that showed the wolf tearing off his face (a mask) to reveal there was a man under it. He is still disgusted that he had to animate a stupid sequence to make the censor happy and says Avery and everybody else shared his feelings. Apparently somebody at the studio had the good sense not to use the additional footage after it was completed. Blair has no idea whether the extra footage still exists. He says everybody except the censor saw the wolf as a way to get some great laughs. Blair insists Avery never intended to suggest bestiality. "It's only a cartoon, for Christ sake," says Blair.


  When asked about a rumor from Europe (which surfaced at the 1992 conference of the Society for Animation Studies) that another sequence showed the wolf marrying Red and having a baby with her, Blair laughed long and hard but declared there was no such sequence. However, Mark Kausler provided a copy of the continuity script that clears up the mystery. The sequences in question actually showed the wolf getting married to Grannie. In the final version of the film, the long sequence where Grannie chases the wolf through her apartment ends with him jumping out the window. In the early script he crawls back in and says he is not about to kill himself. While Grannie continues to chase the wolf, Red opens the door and enters. The next scene shows the wolf tied up while Grannie tells Red to get the preacher and then kisses the wolf. The next scene shows Grannie and the wolf getting married. Both say, "I do." (It is a shotgun wedding, with Red aiming an anti-aircraft gun at the wolf's back.) The film then cuts to Grannie and the wolf at a nightclub table and the announcer saying, "Now we give you that little sweetheart of swing, that little red-headed ball of fire, Red Hot Riding Hood." The curtains part and Red appears. Cut to Grannie and the wolf looking toward the stage. Three baby wolves appear and go wild when they see Red.


  Apparently this ending was indeed animated. Stills in the MGM photo library housed at the Academy Library in Los Angeles show the wedding scene. It is fully inked and painted and has a background. The preacher performing the ceremony appears to be a caricature of Tex Avery. For whatever reason, however, the ending was changed.


  Blair says that MGM called Red Hot Riding Hood their most profitable short. The studio took out an ad in Variety that told of a screening in New Jersey where the audience got so wild seeing the cartoon that the projectionist stopped the show, rewound it and showed it again. The short was shown a third time at the end of the program.


  Tex Avery's first documented censorship problem arose in his last film at Leon Schlesinger's studio. Apparently Schlesinger did not like Avery's ending to Heckling Hare (1941) which showed Bugs Bunny and a dog falling off a cliff toward instant death. As the two animals fell they went past the original cliff a second time. Bugs said, "Here we go again," and the film ended. Schlesinger ordered the last 40 feet cut and added new footage that shows the rabbit and dog slowing down and landing softly on the ground.


  It is unclear why Schlesinger objected to Avery's ending. Possibly he felt that showing his new star being killed was in bad taste and inappropriate. There is also a rumor that the final line in Avery's version of the film was the punchline from a dirty joke that was well known in 1941. Jerry Beck, who coauthored Looney Tunes and Merrie Melodies: A Complete Illustrated Guide to Warner Bros. Cartoons, says he has been searching for years for the origins of that rumor. He has interviewed several people who knew Avery at that time, but nobody remembers the actual joke or further details.


  Avery fought with his boss over this incident. The quarrel was reported in The Hollywood Reporter, April 2, 1941, the day after the incident. The headline read, "Cartoon Man Walks Out on Leon Schlesinger." The article said Avery demanded that the scissored 40 feet be kept in the film. When he walked out of the studio, Schlesinger slapped him with a four-week suspension without pay. Later Schlesinger fired him.


  It can be argued that from the producer's point of view the dispute was not censorship, but his right to do as he pleased with a film he was paying his studio employees to make. The Hays Office and the Warner censors were not involved in the fight. As the director, however, Avery must have seen his boss's actions as artistic interference, a form of censorship.


  The story of Avery being fired has a happy ending. On Sept. 2, 1941, the Hollywood Reporter announced, "Fred Avery Heads MGM Cartoon Unit." Avery had signed a five-year contract to form his own unit and direct a new Technicolor series. The paper credited him as the creator of Bugs Bunny and an innovator in other respects, noting that Avery inaugurated both offscreen narration and the use of oil backgrounds in animated shorts. (Oil was said to give greater depth to panoramas.) Before joining MGM Avery worked briefly for Jerry Fairbanks and developed a technique to make it appear animals can talk. He directed the first three Speaking of Animals shorts using this technique.


  An unusual form of censorship occurred in 1936 when Bing Crosby and Paramount Pictures objected to the caricature of Crosby in Bingo Crosbyana (1936, Friz Freleng), a Warner Bros. cartoon produced by Schlesinger's studio. A few months after the short was released, a front-page story in the Hollywood Reporter said Crosby and Paramount were suing Warners and Schlesinger. The legal suit claimed that Crosby's voice was imitated and that the film showed him as a "vainglorious coward." Crosby's law firm wanted Warners to cease distribution and exhibition of the reel. It appears Crosby and Paramount lost their case, as parodies of the star continued to appear in cartoons produced by Schlesinger.42


  MGM animator Bill Littlejohn remembers that censorship cost comic strip artist Milt Gross his job at the studio in 1939. Fred Quimby had formed the MGM animation department in 1937 and was looking for a way to make successful cartoons. His attempts using comic strip characters from The Captain and the Kids produced mediocre results, so they brought in Milt Gross, who directed two cartoons, Jitterbug Follies (1939) and Wanted: No Master (1939), which Littlejohn says were extremely funny works starring Count Screwloose and J.R. Unfortunately, they apparently violated the only (unofficial) censorship rule Littlejohn remembers from his days at MGM, "Don't be too vulgar." Quimby found Gross's work too, well, gross and did not want to release the shorts. Gross was replaced.43


  Self-censorship is rarely discussed, but an interesting example occurred a couple of days after the bombing of Pearl Harbor. On December 10, 1941, the Hollywood Reporter announced, "Leon Schlesinger had but 70 feet to go on a cartoon that good naturedly kidded the Navy. He shelved the entire works pronto." Six days later the same paper reported the studio had completed Leon Schlesinger Presents Bugs Bunny, a short for the Defense Bond Drive. It is a classic propaganda film featuring Bugs singing "Any Bonds Today." The article said it took three weeks to complete it from the time the first sketch was drawn till the first Technicolor print was shipped to the United States Treasury Department. The paper added that it normally would have taken the studio 2 months to finish this project and that it was being done free of charge for the government.


  



  MILITARY CENSORSHIP


  Schlesinger's work for the war effort included producing 26 Private Snafu cartoons for the Army Signal Corps from 1943 through 1945. They used humor to remind members of the military to keep their guns clean, avoid spreading rumors, and remember other basic rules. They were shown at military bases around the world in the Army-Navy Screen Magazine.


  The Private Snafu shorts were classified government documents, and people working on them were subjected to government security measures. Martha (Goldman) Segal worked in Schlesinger's ink and paint department from the late 1930s to 1943 and says that when Schlesinger got the contract to do the Private Snafu cartoons, employees working on the series had to be fingerprinted, were given FBI security clearances and had to wear identification badges at work. She said the studio would give the workers in ink and paint only "ten cels at a time so we couldn't figure out the stories of what we were working on!"44


  



  [image: ]



  Private Snafu discovers some Booby Traps (1944).



  



  Private Snafu cartoons included uncensored adult humor as they were made for the military and did not have to be approved by the PCA. They are probably a good indication of what might have been included in some theatrical cartoons if the PCA had not been created. A Lecture on Camouflage (1944) ends with a scene of well-endowed topless mermaids sitting on rocks by the sea. In The Infantry Blues (1943) Snafu finds a sign in the desert pointing to "restrooms, 18,000 miles." In Spies (1943) the bungling soldier is blown up and descends to hell, where he says, "Who in hell let my secret out?" Hitler, dressed as the devil, holds a mirror up to Snafu's face; instead of his reflection we see the rear end of a horse. In Booby Traps (1944) Snafu enters a strange nightclub full of female mannequins. He pats one on the behind and feels a metal bomb instead of flesh. Next we see her bra falling off to reveal two round bombs in place of her breasts.


  Yet Private Snafu cartoons were not free of censorship problems. Strangely enough, a Snafu cartoon titled Censored (Tashlin, 1944) had a topless image of Sally-Lou, Snafu's girlfriend, cut from the film. In the Snafu cartoon The Home Front (Tashlin, 1943), the line "So cold it'll freeze the nuts off a jeep" was cut.45


  



  SNEAKING STUFF PAST THE CENSORS


  The uncensored material in the Private Snafu shorts is not much wilder than the jokes Tex Avery, Bob Clampett and other directors slipped past the censors. Avery loved to play with words, and one of his favorites was "Coldernell," the name of a town in Alaska in The Shooting of Dan McGoo (1945) and the brandname of the refrigerator in King Sized Canary (1947). He also loved "butt" jokes. In Drag-a-Long Droopy (1954) there is a sign that reads "Bear Butte Ranch" near the beginning of the film. As the short ends, Droopy, seated on a tiny white donkey, has just finished a journey with a flock of sheep that ate everything in their path. He remarks, "You know what? The hero always comes out in the end." As he turns to ride off into the sunset, we see the sheep have eaten a hole in the seat of Droopy's pants and the hair around the rear end of the donkey. Both are exposing their bare behinds to the audience; however, no anatomical details are shown. Another bare-bottom gag appears in One Cab's Family (1952). The father automobile spanks his son, a small car named Junior, by opening the kid's trunk. Inside it is a bare, human-looking behind.


  Avery also liked bodily function jokes. One that was approved by the censors is in The Cat That Hated People (1948). First we see the cat going crazy as he tries to get somebody to let him out of the house so he can relieve himself. When he gets out he runs to a water cooler and has a drink.


  Disney's animated work made during the Hays Office years was generally puritanical, but there are a few surprises among his films that got approved by the censors. Water Babies (1935, Wilfred Jackson) and Merbabies (1938, George Stallings) feature dozens of bare-bottomed cherubs frolicking in nature. They probably got past the censors because they are so innocent-looking and lack any suggestion of genitals. Who Killed Cock Robin? (1935, David Hand) is a delightful parody of Mae West with a sexy bird playing her part. Probably the most blatant Disney image is in the feature The Three Caballeros (1945). Donald is on a flying carpet when he sees dozens of beautiful bathing beauties (live-action) on a beach. He pulls out a crooked old telescope, and when he looks through it and gets excited the telescope becomes noticeably erect.


  Ward Kimball, one of Disney's great directors, says with a twinkle in his eye and a sly smile that he used to try to slip something past the censors every now and then. His favorite memory is the sexy Slue Foot Sue he created for the "Pecos Bill" segment of the feature Melody Time (1948). She is a great sex symbol with a marvelous walk and an idealized body (Milt Kahl animated her). The pièce de resistance of Kimball's erotic animation is the moment when Pecos Bill kisses Sue for the first time. As they embrace and kiss, Bill's guns get so excited they fly around him and shoot bullets into the air. When Kimball drew that sequence for the pencil test of the film, he thought it would be cut before it got to ink and paint. He says he was surprised to see the completed sequence in the film.46


  Chuck Jones says he never had any problems with the censors. He is proud of sly, subtle things he included in Pepe Le Pew shorts that the censors left in the films. Sometimes it was simply the way Pepe would say something. For example, instead of saying, "Vive la France" (long live France) he would say "Vive la dif-France" when thinking of skunks of the opposite sex.


  Animation archivist Glen Pitts has documented an unusual way of getting material past the censors. Pitts, a licensed amateur radio operator, discovered a questionable message in Morse code in one Warner Bros. cartoon and messages to ham operators in two other films. He says that in Plane Dippy (1936, Tex Avery) a remote-control airplane receives commands by way of Morse code. The section of the soundtrack that was clear enough for him to transcribe reads "K KA, KA, BM, SOS..." In The Lone Stranger and Porky (1939, Bob Clampett) Porky sends a radio message for help to the Lone Stranger. The message actually says, "HI HAMS, QSL PORKY." QSL is ham jargon that means, "Write me." In Porky's Railroad (1937, Frank Tashlin) he found "QST, QSL, LEON SCHLESINGER, HOLLYWOOD, FOR PICTURE OF PORKY." QST means bulletin. Pitts suspects Schlesinger was a ham radio operator.47


  Pitts has also discovered that some of the strange sounds in Warner Bros. cartoons are messages played backwards. Nobody can understand them when the cartoons are shown to an audience, but they might have been included as an in-joke to remind the staff of what the studio had to cut thanks to the Hays Office.


  Pitts has spent hours trying to figure out these strange messages. In some cases he has had to listen to them over 50 times to understand them. He says that in Porky's Railroad, when Porky grabs the tail of a bull thinking it is the tail of a cow, the reversed soundtrack says, "T-T-T-Toots old gal, don't pop your b-b-b-b." Since Porky is looking under the tail of the animal the missing word might be balls or bag. In Porky and Daffy (1938, Bob Clampett) Daffy knocks the body of a pelican into its lower beak. As the bird climbs out of his beak the soundtrack is reversed. When played in the opposite direction it says, "I'm coming out of the box." Pitts assumes the reference is to the female anatomy.


  Naughty words were sometimes included in images that went by too quickly to be read by the audience. In Porky Pig's Feat (1943, Frank Tashlin) the hotel manager hands Porky and Daffy a bill. The last item on it before the total is for cleaning "love spots, $11.86." (What were Porky and Daffy doing?) In Book Revue (1946, Bob Clampett) there is an image of Daffy and other stars on the cover of a comic book. Behind the comic is a copy of Famous Quotations, and parts of several phrases can be seen. Among them are "... MN T TORPE.." which is probably "Damn the Torpedoes." Another phrase barely seen is "GO TO ... LL."48


  Probably the most blatant visuals that the Hays Office failed to notice or at least to complain about are nudes in Warner Bros. cartoons. Most people will not notice them unless they are pointed out. In Buddy's Lost World (1935, Jack King) a cave girl wearing a miniskirt made of grasses is skipping rope. Each time she jumps the skirt goes up to reveal that she is not wearing underwear. Buddy's dog runs past her and she does a somersault in the air. Again, her behind and the area where her genitals should be are exposed to the audience. Since she has no anatomical details it all looks quite innocent. In He Was Her Man (1937, Friz Freleng) there is a scene inside an apartment that has a nude pin-up of a woman on the wall. It is not too large or detailed, but one of the breasts is fully exposed and the profile of the other is clearly seen. The film also has a sequence in which a pig moons the audience. We first see the pig coming out from behind a door marked "bathroom." He has a towel partly covering his body. When he turns his back to us we see his exposed rear end. There is also a very fast pan past a nude pin-up in Daffy—The Commando (1943, Friz Freleng).


  The Hays Office probably did not notice the images. If they did notice the girl skipping rope either the image did not register as being naughty, or they let it go as the female is a native on a primitive island. The code prohibited Western Caucasian women from being shown naked, but documentaries could show topless natives in tropical lands.


  



  THE END OF FORMAL CENSORSHIP AND AN EVALUATION OF THE SYSTEM


  Formal censorship of theatrical films existed in the United States from 1934 to 1968. The first successful legal challenge to the code came with the United States release of The Miracle, by Italian director Roberto Rossellini, in 1950. The New York censors found the film to be sacrilegious and banned it. The United States Supreme Court ruled in 1952 that the work was protected under the First Amendment and that it could not be banned. Further legal challenges to censorship codes and laws in the 1960s helped bring about the system's collapse.49


  Other challenges to the Production Code came from Hollywood producers in the 1950s and 1960s who appealed PCA decisions in attempts to get their works shown the way they wanted them seen. Foreign features dealing with adult subjects that were taboo in Hollywood were also undermining the PCA. Many made money without the PCA seal of approval as they were shown in art houses that did not belong to the Motion Picture Association of America (formerly the MPPDA).


  In 1968 the Motion Picture Association of America replaced their censorship system with one that rated films G (general audiences), M (mature audiences, later changed to GP and then PG to suggest parental guidance), R (restricted to persons 17 or older unless accompanied by an adult), and X (adults only). A "Code of Self-Regulation" accompanied the new rating system.


  Looking back on the reign of the Hays Office, we can see that there were many strange things about the values of the PCA. Racism (see next chapter) was eliminated from films, but only selectively. Violence was generally tolerated, especially in cartoons. The code did not restrict young children from seeing horror films or works with mature themes. That was the parents' responsibility.


  One form of animated violence was censored, probably because of its realistic look. King Kong (1933), which brought the gorilla to life using stop-motion animation techniques, had about three minutes of footage cut from the 1938 rerelease. The 29 scenes cut or trimmed included people being bitten to death, a young native being crushed under Kong's foot, a woman being dropped while the gorilla climbed an apartment building, and Kong smashing a scaffolding on which men throwing spears were standing. A sequence with erotic implications was also cut. It showed Kong tearing away Fay Wray's dress and then sniffing his fingers. Since there are no records regarding these cuts in the PCA files, it is not clear if the PCA actually ordered the cuts or if someone else ordered them to forestall PCA objections.


  An odd form of humor that the PCA did not consider offensive was showing Bugs Bunny in female attire, often kissing Elmer Fudd on the lips. Cross-dressing was a respectable form of humor for years on the stage and screen. It seems the rabbit was carrying on a tradition made famous by Charlie Chaplin, Stan Laurel and other English music hall comics. PCA censors apparently did not equate drag humor with homosexual behavior. Part of the amusement value seems to be the realization that the star is a heterosexual male.


  The Hays Office appears to have been inconsistent in dealing with nude animals. Bugs Bunny, Daffy Duck, Coyote, Droopy, Pluto, Tweety and a few other animal stars appear unclothed in their films. Donald Duck and Porky Pig generally wear shirts or jackets but no pants. Mickey and Minnie wear pants, but no shirts in some films. It seems that as long as characters did not display mammary glands or genitals the Hays Office did not really care how they were dressed.


  Although the PCA was concerned about the smallest suggestive image, they had no interest in historical and scientific accuracy. Ben Sharpsteen, who once directed animation for Disney, used to enjoy pointing out that Donald Duck should not have been able to quack because only female ducks quack.50


  The PCA appears to have had a healthy attitude about letting animated shorts make fun of censorship. Over the years several cartoons used gags in which actions that would be cut by the PCA were conspicuously avoided. At the crucial moment a title card comes on the screen saying "censored." An example is in Tex Avery's Slap Happy Lion (1947), when a mouse is about to stick a lion in the behind with a pin. At the crucial moment the mouse pulls out the sign and blocks our view of the action. We only see the pin beginning to move towards its target. The film then cuts to the lion yelling and sailing into space.


  Showing the word "censored" on the screen predates the Hays Office. In Boop-Oop-a-Doop (1932), tape with "censored" printed on it is put over the mouth of a young child as it begins to swear. What we hear is a muffled voice saying several unintelligible words.


  The Hays Office was mentioned by name in at least one cartoon classic. In Bob Clampett's A Tale of Two Kitties (1942) two cats are trying to catch Tweety. The cats are caricatures of the comedy team Abbott and Costello. The tall thin cat named Babbitt tells Catstello, "Give me the bird, give me the bird!" Catstello replies, "If the Hays Office would only let me, I'd give him the bird all right."


  It appears the Hays Office and the PCA did not affect studio morale, although not everybody was happy about the system. Several people have said they simply accepted it as a way of life. Most added that they were never affected by the censors as they never worked on anything that needed to be changed. For example, both Frank Thomas and Ollie Johnston, two of Disney's "Nine Old Men," say they never had any problems. Johnston points out that the front office, not the production staff, dealt with the PCA. Neither Thomas nor Johnston remember the few documented changes that were made to shorts and features at Disney.51


  Ken O'Connor, one of Disney's great art directors and layout artists, says he grew up on a farm and never thought of cows' udders as being offensive. He says he never understood why it was necessary to make Clarabelle Cow wear a dress.52


  Myron Waldman and Shamus Culhane both say that some of the PCA decisions were ludicrous, including Clarabelle's clothing. Waldman says working within the system on a daily basis was not a big deal. Generally the writers were careful not to create anything that could cause problems. He adds one sometimes had to be careful in drawing women, but he never had any "big problems."53


  Maurice Rapf, who was a writer at Disney for three and one half years during the 1940s, says writers did not have to deal with the code unless they were on a script at the end of a project. Rapf himself worked on several scripts to the end and remembers the code as "a pain in the ass." He did not like anything the PCA did and tried to circumvent the censors whenever possible."54


  After reviewing what was found offensive in animated films it is hard to believe Hollywood found it necessary to support the PCA for 34 years. At best the PCA protected Americans from seeing a few cow udders and a few drunken animals, or hearing a few rude noises. The worst thing it probably did was prevent a few wonderfully creative directors like Tex Avery and Bob Clampett from running amok in cartoonland. Without the censors some of Avery's cartoons might have been a bit wilder and Clampett might have included a few more risque gags designed to go over the heads of the young children, making animated shorts more appealing to adults.


  The Hays Office's 1930 revision of the code was accompanied by a discourse called "Reasons Supporting the Production Code." It dealt with the moral responsibility of the motion picture industry and how "correct entertainment raises the whole standard of a nation (while) wrong entertainment lowers the whole living conditions and moral ideals of a race." The document may seem laughable today, but the consciousness that created it is still part of society. Similar logic and arguments are now used to regulate television.


  Fortunately the present film industry is subjected to fewer restrictions on its visual and verbal content. Today, theater booking policies decide what will be shown to the public, and patrons voice their preferences by attending or avoiding the films. This is a far healthier system than relying on one group to judge the content of films and to restrict the public's choices to works bearing official seals of approval.


  2. Racism and Resistance:

  Stereotypes in Animation


  



  A discussion of racial stereotypes in animated films might consist of an inventory of every offensive image, or an analysis of racist content in cartoons. However, research on the subject reveals a more interesting and challenging question: When and why did animators stop making these films?


  This chapter will discuss what has been discovered about the public resistance to the cartoons, when the cartoons were phased out and other information regarding their demise. It will concentrate on the African-American stereotype as almost all of the information found relates to these images. The information will be presented studio by studio. Little is known about racist images at some studios, while a great deal of material was uncovered regarding others.


  Almost nothing has been written about racial stereotypes in animation except two articles defending these cartoons. One author pointed out that the animators who made them did not consider them to be racist, and he notes that Boogie Woogie Bugle Boy of Company B by Walter Lantz (1941), a politically incorrect work by contemporary standards, was nominated for an Oscar.1 The second author wrote an intelligent essay on society's changing values and suggests we view films with racist stereotypes "as relics of a culture that accepted caricatures with better humor than we are accustomed to in the 1990's."2


  Neither article addressed the basic problem that most racist stereotypes from the past are now seen as grotesque and offensive and that many people do not consider them entertaining. Cartoons like Jungle Jitters, Pop-Pie a la Mode, Buddy of the Apes, Tokio Jokio and Scrub Me Mama with a Boogie Beat are embarrassingly bad films. The first three deal with black cannibals; the fourth has Asian caricatures; and the final film depicts lazy African Americans. On the other hand, some ethnic caricatures are simply ignored or are not taken seriously. Showing an Irish American police officer as a drunken potato wearing a badge (as in Fleischer's 1939 short The Fresh Vegetable Mystery) is a racial caricature that is still shown on television.


  Racial stereotypes in cartoons date back to the silent era. Occasionally an Asian might be shown in the laundry business, and Pat Sullivan, Disney and other studios depicted their stars encountering cannibals in Africa. By the early sound era, unflattering caricatures of almost every race and nationality had appeared in animated cartoons. Animator Shamus Culhane remembers that when he worked at Fleischer Studios in New York City in the early 1930s the staff was more or less unsophisticated and their humor and social behavior included telling ethnic jokes, calling friends unflattering racial names and joking about each other's nationalities. Culhane implies that most staff members were unaware that some people might find their caricatures offensive.3


  By 1935 the studios were being more cautious about the content of their films and were educating their staffs about what was and was not acceptable. Myron Waldman says that the stereotypes of Asian men in his 1935 Betty Boop short A Language All Her Own (see Chapter One) were the result of simple ignorance and that as the years went by he learned to be more sensitive and responsible. He says he did scenes in the 1930s that he would not do today. Some were too violent; others were racist. He once worked on a Screen Song that had a piece of toast get down on one knee and sing Shortening Bread in the style of Al Jolson. Waldman says he did not want to do it and complained, but he had to animate it as the soundtrack had already been recorded. "Today I would not do it," he says. Waldman adds that if somebody drew a Jewish caricature at Fleischer in the mid-thirties, somebody at the studio would object to it right away, but since there were very few African Americans in the animation industry and none at Fleischer, nobody objected to his singing toast.4


  It is worth noting that sensitivity took a back seat to the war effort in the forties. Waldman remembers deliberately drawing an offensive, bucktoothed caricature of a Japanese spy for the World War II propaganda short The Japateurs. Wartime cartoons were rife with these images.


  



  WALTER LANTZ PRODUCTIONS


  Walter Lantz, whose cartoons were distributed by Universal, occasionally included caricatures of African Americans in his cartoons. In the 1930s they appeared in a few of his Oswald the Lucky Rabbit cartoons, and he produced two Li'l Eightball cartoons in 1939 (the star was black).


  Between 1941 and 1945 Walter Lantz produced a series of Swing Symphony cartoons. They were musicals, and a few featured all-black casts with hot boogie-woogie jazz tracks. Joe Adamson, who wrote the authorized biography of Lantz, says Lantz told him that he never felt his caricatures were racist and that none were meant to be offensive. Again, Lantz preferred to avoid material that might later be cut because scissored footage was simply a waste of money.5


  Lantz was probably among the first Hollywood producers to realize that caricatures of African Americans were on their way out. His last cartoon with black caricatures in it was Boogie Woogie Man, a Swing Symphony from 1943, with black and white ghosts dancing to the music of Spike Jones (called Spook Jones in the film). The following year Lantz produced Jungle Jive, which features Pacific islanders, and two cartoons featuring caricatures of Arabs. Neither of his Swing Symphonies from 1945 featured nonwhite stereotypes.


  A front page article in the Motion Picture Herald, August 11, 1945, declared, "Lantz has decided doing people is too much trouble and that he will cast his stories entirely with animals again.... Assorted patriots, propagandists and pressure groups, experts on national and international relations, have been giving the cartoonist producer so much advice, so much heat, so many demands that he is taking to the woods and the folks of fur and feathers."6 One can only speculate on who these groups and individuals might have been; or perhaps the article was simply overly dramatic publicity from Universal Pictures, based on a small number of complaints including objections to barefoot Mexicans (see Chapter One).


  Although Lantz tried to maintain a wholesome reputation, in 1948 a controversy arose concerning a Lantz cartoon called Scrub Me Mama with a Boogie Beat. The cartoon had been produced and directed by Lantz in 1941 and reissued in 1948. Information about this event is preserved in NAACP documents donated to the Library of Congress's Manuscript Division.


  On October 20, 1948, the NAACP in Washington, D.C., wrote Universal, Lantz's distributor, that there had been complaints from the public about the film. Further, the NAACP had sent two representatives to review the cartoon, and they confirmed, "The picture is a vicious caricature of Negro life in the South and one which portrays a very harmful stereotype. Negroes are indicated as being lazy and only activated by swing music. The N.A.A.C.P. protests vigorously this type of portrayal...." Among the images the NAACP decried (listed in a memo dated October 11, 1948) were "young ladies, whose forms are apparent under their scanty clothing ... dancing in and out of the picture. This confusion continues throughout the remainder of the picture." The film opens with everybody being lazy on the banks of the river. Everybody comes alive when the musicians come to town, and when they leave everybody goes back to being lazy. The NAACP requested the film be withdrawn from distribution and that Universal use better judgment in the future.


  Universal's representative tried to brush off the NAACP with a letter (October 29) noting that none of Universal's theaters or theater managers had received complaints from the public. The NAACP responded by sending a representative to New York to talk with somebody at the Universal office. A report of that meeting on November 3, 1948, between Madison Jones, Jr., of the NAACP and E.L. McEvoy tells how McEvoy did his best to defend racist humor. Jones told him the NAACP was trying to "educate people away from an appreciation of this form of so-called humor." McEvoy said the NAACP could contact the West Coast office of Universal, "but warned that if we do this 'niggers' would be prevented from getting much work in the industry because of our organization taking such action." According to Jones's report, McEvoy called the NAACP better educated than average audiences, suggesting most people did not object to seeing racist images. Jones says he replied, "All the more reason to avoid these films — they might be prone to believe that what they saw was actual fact." McEvoy also pointed out that "caricatures of Negroes, Jews, Germans and Irish were top entertainment years ago," and he explained to Jones that when he got into an argument with his co-workers he did not hesitate to use such words as "sheenie" and "kike" and that they referred to him as "thick headed Mick." McEvoy tried to distance Universal from the film by saying it was only a rerelease because Lantz was shut down at the moment.
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  Sketch for Scrub Me Mama with a Boogie Beat (1941).



  



  On November 20 the Los Angeles Tribune ran a small article under the headline "NAACP Wants Stop Put to 'Scrub Me, Mama.'" The article reported three NAACP delegates had complained to the paper that Negroes were "portrayed as undesirable characters" and that the cartoon was presently being shown on five screens in the area.


  On February 3, 1949, Universal sent out a press release announcing that the studio was withdrawing the offensive film following an NAACP protest. In an NAACP memo dated February 18, 1949, Jones notes that the Jewish Labor Committee had cooperated with the NAACP by contacting Universal about the offensive cartoon.


  For many years after this incident Universal and Lantz were careful not to distribute films that might be deemed offensive. Universal kept its pledge not to distribute Scrub Me Mama with a Boogie Beat, so even today when a print does get shown it is generally a bootleg copy (the cartoon is now in public domain). Lantz never made it available to television stations and was careful to censor other work he distributed to television. In 1958 TV Guide reported that 25 sequences had been cut from 52 Walter Lantz cartoons. The images cut depicted "tipsy horses, tobacco-spitting grasshoppers, neurotic birds and Negroes."7


  For many years Lantz's work was available as a half-hour network television show under the title The Woody Woodpecker Show (1957-1977). The show was also syndicated under the name Woody Woodpecker and Friends. In the 1970s Universal began to sell packages of shorts that could be used in local cartoon shows. Since Lantz had removed Universal logos and credits from the prints used on The Woody Woodpecker Show, the company added them back by making new prints from the original uncensored negatives. They also included in the packages cartoons that had previously been unavailable. Once more Jungle Jive and other racist cartoons (except Scrub Me Mama with a Boogie Beat) were back in distribution. It was up to the stations using the cartoons to decide what not to show. Even though the stations paid for the use of racist cartoons, most chose not to show them.


  Not everybody is happy with the present state of television censorship of Lantz cartoons. Animator Shamus Culhane says:


  
    What pisses me off is the fact that some of the finest jazz films I directed at the Lantz Studio are considered as racist, and are never shown. Just imagine Meade Lux Lewis and others of similar stature consenting to work on racist films! We always showed the storyboard to every major figure who was going to be on the sound track.... No black entertainer ever objected to a sequence on any storyboard. The clay-animation studio who made the raisin commercials [a widely popular campaign for California raisins in the early 1990s] made caricatures of Negroes that were remarkably ugly, yet I never have heard a complaint about their approach to Negro caricatures.8

  


  Later, Culhane was asked in a phone interview if he knew why the Swing Symphony series ended and why Lantz dropped African American images from his cartoons. He answered, "No, I don't know what happened. I can only guess."9


  Joe Adamson recalled Lantz expressing "great regret" that he had put caricatures of African Americans in his past work, but he never felt they were racist. Lantz never explained to Adamson why he eventually omitted them from his work. Adamson added that Disney director/writer Dick Huemer said to him that he was never aware of any criticism of the black crows in Dumbo. This helps establish that the Negro community in the early 1940s was not complaining too loudly or at all to the film industry about the way they were depicted.10


  



  WARNER BROS.


  At Warner Bros. racist images abounded. Dozens of cartoons had bombs going off and the light-skinned star transformed into a caricature of an African American when the cloud of smoke cleared away. During World War II Bob Clampett produced Coal Black and de Sebben Dwarfs (1943) and Tin Pan Alley Cats (1943) featuring casts composed entirely of black caricatures. The same year Norman McCabe directed really grotesque images of Japanese soldiers and sailors in Tokio Jokio. In Friz Freleng's 1944 cartoon Bugs Bunny Nips the Nips, Bugs is shown handing a Japanese soldier an ice cream bar with a grenade inside it and saying, "Here's one for you, monkey-face."


  It was not until the end of the forties that racist images of African Americans disappeared in Warner Bros. cartoons. Bugs Bunny's last cartoon to include these caricatures is Which Is Witch?, directed by Friz Freleng and released December 3, 1949. Among the stereotyped gags in this chase through Africa is a cannibal shown with a record used as a giant lip plug. Daffy Duck's last cartoon with black images in it is Wise Quackers, directed by Freleng and released January 1, 1949. Daffy plays a slave and does a "yes master" routine.11


  In 1950 Chuck Jones directed Caveman Inki, the last of his Inki cartoons. Inki is an African child with a large bone through his nose. He never talks and spends time in each of his cartoons stalking a mynah bird. Much of the cartoon is a subtle exercise in pantomime, and the characters sometimes move in interesting ways to the music. The first of the series was Little Lion Hunter (1939).


  Chuck Jones says Inki was "just a boy" and not a black stereotype. He remembers the press noting this in the early 1940s, and cartoon fans who know the series agree that Jones avoided stereotypes. Jones explains that he grew up sensitive to the feelings of minorities so he never made fun of them in his work. He says he did not end the series due to outside pressure, insisting that "nobody ever said to do or not to do it." He ended the series because he never fully understood why Inki was successful. He had trouble explaining Inki to people, perhaps because the relationship between the music and movement is an abstract cerebral experience. He told David Williams, a British animation historian, that Inki was a product of his "misplaced innocence."12
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  Publicity card from Tokio Jokio (1943).


  



  Jones was also asked why blackface gags and other racial jokes ended at Warner Bros. He said he never included them in his cartoons and that he was unaware of why other directors ended their use of these gags.13


  Paul Mular, who censors cartoons for KOFY-TV in San Francisco, confirms that Inki cartoons avoided racial stereotypes, but he says, "TV stations play it safe and don't show them." He recalled showing an Inki cartoon to an audience at a comic book convention in the late 1980s and was afraid some of the African Americans in the audience might be offended by it. He said nobody complained.


  Until the late 1960s almost the entire Warner library was made available to television stations. Since then the companies distributing Warner Bros. cartoons have withdrawn cartoons featuring African Americans, but they still distribute cartoons with African characters.14


  



  MGM


  MGM had two well-known black stars, Bosko and Mammy Two-Shoes. Bosko was a little black child with a big round head who starred in adventures with his girlfriend, Honey. He was directed by Hugh Harman and Rudolph Ising. His career ended when MGM fired Harman and Ising due to cost over-runs and replaced them with Fred Quimby. The last Bosko was Bosko in Baghdad, released January 1, 1938.
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  Inki stalks the mynah bird in one of Chuck Jones's Inki cartoons from the 1940s.



  



  Harman and Ising created Bosko in 1929. Before departing with his creators to MGM in 1934, he was a star for Warner Bros., in fact their first star. Since the original Bosko talked with a black Southern dialect in his first cartoons, many people assumed he was a black caricature. In the later Warner Bros. Bosko cartoons the dialect is gone, so his race is more ambiguous. He was redesigned to be a more human character when he appeared in MGM cartoons.


  MGM's second black star was Mammy Two-Shoes, who appeared in 17 Tom and Jerry cartoons between 1940 and 1952. Her face was never shown, her name was never mentioned, and in most of her appearances we see only her legs and shoes (in Saturday Evening Puss, 1950, she is shown up to her neck). Her name comes from a description animators gave her. Her role in the films was to establish the plot by warning Tom, the cat, that he will get tossed out of the house if.... She also appears in some of the films to catch Tom in the act of doing what she told him not to do. (Of course Jerry, the mouse, starts the chase that causes Tom to destroy or disrupt whatever it is that he should have left untouched.) Although Mammy appears in several of the cartoons wearing an apron, suggesting she is a maid, in one cartoon she goes upstairs to her bedroom before going out, suggesting she owns the house and is its only human occupant. Her first screen appearance was in Puss Gets the Boot (1939), the first Tom and Jerry cartoon, and her final appearance was in Push-Button Kitty (1952).


  



  [image: ]



  Bosko, created in 1929, was often assumed to be a black caricature.



  



  Chuck Jones reanimated scenes of Mammy Two-Shoes about 1964 or 1965 before the cartoons were shown on CBS television (1965). He replaced her heavy, dark-skinned legs with thin white ones and removed her maid's apron, and MGM replaced Lillian Randolph's voice. Now, the only human in the cartoons was a white woman.


  In the 1980s, prints with the original Mammy began to reappear on television. Paul Mular believes MGM overreacted when they had Chuck Jones replace her. Mular describes her as totally inoffensive.15


  Black images rarely appeared in Tex Avery's MGM cartoons, but Three Little Pups (1953) contains a typical explosion gag where the face of a white person turns into a black caricature when the smoke clears.


  



  PARAMOUNT


  Paramount never ran its own animation studio. Instead it distributed animation produced by Max and Dave Fleischer (1927-1942), Famous Studios (1942–1967) and George Pal (1941-1947). As noted earlier in this chapter, Fleischer Studios produced cartoons with racist images in them, especially in the early 1930s.


  George Pal's Puppetoons, distributed by Paramount, include several titles that star Jasper, an African-American boy. After World War II Pal was criticized on several occasions for producing the Jasper series. The Hollywood Quarterly said in 1946 that Pal "perpetuated the misconception of Negro characteristics. When we are building a democratic world ... it is libelous to present the razor-totin', ghost-haunted, chicken-stealin' concept of the American Negro." The author spoke well of Pal's upcoming release, John Henry and the Inky Poo, and hoped "clichés and stereotypes will be omitted from Pal's future projects."16


  Ebony, a monthly magazine with a largely African-American audience, presented a somewhat sympathetic story about George Pal in 1947, noting that he had come from Europe in 1939 and that "as a European not raised on race prejudice, he takes America for what he finds in it. To him there is nothing abusive about a Negro boy who likes to eat watermelons or gets scared when he goes past a haunted house. But to American Negroes attempting to drown the Uncle Tom myth that Negroes are childish, eat nothing but molasses and watermelons and are afraid of their own shadow, Jasper is objectionable." Though the article reports that the Jasper Puppetoons "have been criticized by Negro and white newspapers, organizations and notables as perpetuating the myth of Negro shiftlessness, fear and childishness," Ebony quotes Pal's own description of Jasper as "the Huckleberry Finn of American folklore." The article discusses the unusual technique Pal was using to create his films, and praises his production of John Henry and the Inky Poo as well as upcoming releases that would feature Duke Ellington and Woody Herman interacting with puppets.17


  Pal's career was to change a few months after the Ebony article appeared, but it was apparently economics and not criticism of his work that brought the Puppetoon series to an end. Bob Baker, who worked with Pal on the Puppetoons, says that production costs of the shorts had risen from $18,000 in 1939 to almost $50,000 after the war. Paramount, Pal's distributor, objected to the costs and suggested he create sequences for features. His first feature project was the "Romeow and Julicat" sequence in Variety Girl, released in 1947.18


  Paramount also released racist cartoons produced for them by Famous Studios in New York. Famous frequently had black characters in their Popeye, Little Lulu and Little Audry series. (Animation collector Paul Etcheverry believes Little Lulu cartoons are rarely shown on television because so many of them contain the typical stereotype of a black maid. The maid also appeared in the early Little Audry cartoons.) Famous also made seven cartoons with black-voiced character Buzzy the Crow between 1947 and 1954. Famous's last black-stereotype cartoon was Chew Chew Baby (1958), which features a black cannibal.


  Paramount cartoons available for television broadcast still include several racist Popeye cartoons (black stereotypes and anti-Japanese propaganda). It is up to individual television stations to decide which of these films to air. As examples of racist Popeye cartoons, Paul Mular cites Fightin' Pals, 1940 (Fleischer); You're a Sap Mr. Jap, 1942; Scrap the Japs, 1942; Seeing Red, White 'n' Blue, 1943; Pop-Pie a la Mode, 1945; The Island Fling, 1946; and Wotta Knight, 1947 (all Famous).


  The George Pal Puppetoons were last distributed to television about 1957 by NTA, who still owns the rights to them.


  



  TERRYTOONS


  For many years it appeared cartoons made by Terrytoons for 20th Century-Fox were free of racist images. Recently, however, Lory Ringuette, who has a collection of cartoons on 16mm, discovered a racist gag in a print of the Heckle and Jeckle cartoon Satisfied Customers, released May 1954. It is the well-known explosion gag: A bomb explodes near the white grocery store manager, who has been chasing the black birds for most of the film. When the cloud from the explosion disappears we see the manager transformed into a caricature of the black actor Stepin Fetchit. He slowly walks off, dragging his feet in a typical Stepin Fetchit manner.


  Ringuette says that most Terrytoon cartoons shown on television are shorter than they were when shown in theaters. He thinks they were censored for a variety of reasons in the mid-1950s after Paul Terry sold his studio to CBS-TV. He assumes there must have been other racist images cut.


  Terrytoons was the first studio to create a positive animated image of an Asian. In 1959 director Bob Kuwahara developed the character Hashimoto, a Japanese mouse who is an expert in judo. He has a wife and two children, and together they explain Japanese folklore to an inquisitive American reporter. Hashimoto first starred in several theatrical cartoons, and in 1963 he became a star on the Hector Heathcote television show.


  The year Hashimoto appeared in theaters (1959) is the year Warner Bros. produced its final cartoon with offensive Asian stereotypes. China Jones, directed by Robert McKimson, stars Porky Pig with slanted Asian eyes in the role of Charlie Chung. A car in the film has buck teeth for the grill, and the headlights appear to be slanted eyes.


  



  WALT DISNEY


  Caricatures of black people appeared in several works from Disney in the 1920s and 1930s. Disney produced Alice Hunting in Africa in 1924 and Alice Cans the Cannibals in 1925. Among the studio's early sound cartoons are Cannibal Capers (1930), Trader Mickey (1932) and Mickey's Man Friday (1935); the latter co-stars a part-money and part-human companion in a parody of Robinson Crusoe. Four years before MGM introduced the character Mammy Two-Shoes, the name was used for a person in Disney's Three Orphan Kittens (1935).


  The controversy that surrounded Walt Disney's Song of the South is the best-documented occurrence of public resistance to racism in animated film. Song of the South opened in New York City just before the Thanksgiving weekend in 1946. On November 22, 1946, Time called Uncle Remus "a character bound to enrage all educated Negroes, and a number of damyankees." Yet they also called the film "topnotch Disney." On the same day The New York Tribune reported that at a press conference Disney denied there would be any real antagonism towards the film. He said any would come from radicals "who just love stirring up trouble whenever they can." The article went on to say that Disney declared "that the time had not yet come when Negro susceptibilities could be treated with as much delicacy as Hollywood reserves for, say, American Catholics."


  A few reviewers were critical of the film's racist content. Bosley Crowther in The New York Times said, "No matter how much one argues that it's all childish fiction, anyhow, the master-and-slave relation is so lovingly regarded in your yarn, with the Negroes bowing and scraping and singing spirituals in the night that one might almost imagine that you figure Abe Lincoln made a mistake. Put down that mint julep, Mr. Disney." He gave the film a mixed review and disliked Disney's combining live action with animation.19


  Several leaders of the black community spoke out against the picture. Adam Clayton Powell, Jr., Harlem's representative to Congress, called Song of the South and Abie's Irish Rose "insults to American minorities.”20


  Walter White, executive secretary of the NAACP, was asked by his staff to make a statement regarding the film. He had not seen the feature, so he based his comments on memos sent to him by two NAACP staff members in New York who attended a press screening of the feature on November 20, 1946. Staff member Norma Jensen wrote that although the film was "so artistically beautiful that it is difficult to be provoked over the clichés," the film did contain "all the clichés in the book." (On the positive side, Jensen called Uncle Remus's stories commendable and praised the relationship of the rich white boy, Jimmy, with a black child and the white daughter of a tenant farmer as "very touching.") Hope Springarn drew up a list of several objectionable images in the film, including the use of Negro dialect.


  On November 27, the day the film opened in New York, White sent the following telegram to the press:


  
    The National Association for the Advancement of Colored People recognizes in "Song of the South" remarkable artistic merit in the music and in the combination of living actors and the cartoon technique. It regrets, however, that in an effort neither to offend audiences in the north or south, the production helps to perpetuate a dangerously glorified picture of slavery. Making use of the beautiful Uncle Remus folklore, "Song of the South” unfortunately gives the impression of an idyllic master-slave relationship which is a distortion of the facts.

  


  Variety and other papers quoted excerpts of White's press release.21


  In December the Theater Chapter of the National Negro Congress held a one-day demonstration against Song of the South at the Palace Theater on Times Square. One of the 19 pickets carried a sign that read, "We fought for Uncle Sam, not Uncle Tom." An effigy of "Jim Crow" carried in a wooden coffin was confiscated by the police. The paper also reported that the picket line was integrated. Although this was a small demonstration, news of it spread across the nation.


  In recent years most books that mention protests against Song of the South say theaters were picketed in several cities. No records have been found to substantiate that claim. Maurice Rapf, the co-author of the feature, only remembers hearing about a demonstration "out East." It is possible only one demonstration took place.22


  Ebony ran a full-page attack of the film next to a full-page photo of the smiling face of James Baskett, the actor who played Uncle Remus. The headline of the full page article was "Needed: A Negro Legion of Decency." The article stated that the film had "disrupted peaceful race relations," was "lily-white propaganda" in a Technicolor feature, and would unconsciously promote "Uncle Tomism as the model of how Negroes should behave in white company." The article went on to say that band leader Tiny Bradshaw had been offered a part in the film 


  
    but turned it down, declaring it would "set back my people many years." The NAACP and Negro press blasted the plans to glorify Uncle Remus. But it all went for naught. The Disney studio told protesters to mind their own business and went ahead with the film.... It's about time that colored Americans wised up and went to work, counter-punching against the Hollywood that has given them perhaps their worst black eye in the opinion of white Americans.

  


  The magazine said of the film's star:


  
    James Baskett, who symbolically enough was taken from the Amos 'n' Andy radio show to portray Remus, is an Uncle Tom-Aunt Jemima caricature complete with all the fawning standard equipment thereof — the toothy smile, battered hat, grey beard, and a profusion of "dis" and "dat" talk. He lives up to his "lovable" billing — certainly to Dixie audiences for whom any Negro who bows and scrapes is "lovable."23

  


  (The film industry disagreed with Ebony's opinion of Baskett's performance. Actress Ingrid Bergman presented him an honorary Academy Award on March 20, 1948, "for his able and heart-warming characterization of Uncle Remus, friend and storyteller to the children of the world." Baskett died July 9, 1948.)24


  Ebony also mentioned that the NAACP had helped form a group in Hollywood to guide studios on how to portray Negroes on the screen, but that the group had failed. Ebony called for the formation of a new and larger integrated group to stage boycotts and otherwise counter racist images in films. They suggested it could be based on the Legion of Decency (see Chapter One).


  The Disney Studio expressed surprise over objections to the film. They noted that it took place after the Civil War and that the "most sympathetic character in it was a Negro." However, there is nothing in the film that clearly establishes the date, which explains why some critics thought the blacks in the film were slaves.25


  Despite his denials in his November 1947 press conference, Walt Disney knew Song of the South might create a controversy when it was released. Comments from Maurice Rapf, co-author of the feature, and documents from the Production Code Administration files show Disney had been warned several times about the use of black stereotypes in the film. Newspapers were also reporting that the work-in-progress had a racial bias.


  Rapf, an emeritus director of film studies and an adjunct professor at Dartmouth College, says he was writing live-action features when the Disney Studio asked him to write the screenplay for Uncle Remus, the working title of the project that became Song of the South. He says Disney made it quite clear to him when they first met in 1944 that the existing treatment for the project had a racial bias and that it would be Rapf 's job to make changes that would make the feature acceptable to all. According to Rapf, Disney indicated that he knew Rapf was a left-wing screenwriter and wanted to hire him in the hope that a liberal could figure out how to avoid the potential problems that existed in the treatment.26


  When Disney offered Rapf this writing job, Rapf was expecting to enter the Navy as an officer in about six weeks. He hesitated to accept the offer as he did not want to be identified as either the author of racist material or the author of an animated feature. He felt being associated with animation might hurt his writing career when he got out of the service as many Hollywood producers and directors had a low opinion of cartoon writers. When he found out that most of the film would be live action and that he could make extensive changes, he accepted the offer.


  The 60-page treatment of Joel Chandler Harris's Tales of Uncle Remus that Disney had acquired was written by Dalton Reymond, a man Maurice Rapf describes as "very Southern in his thinking." Rapf notes that Reymond's treatment of the story was full of racist clichés and that Reymond always spelled Negro with a small "n." Reymond was not a professional screenwriter, and Rapf was hired to work with him to turn the treatment into a shootable screenplay.


  Maurice Rapf worked on Uncle Remus for about seven weeks. His completed script, a collaboration with Reymond, tried to minimize the racist slant. He made it clear that Brer Rabbit and other characters in the stories who represented blacks were outsmarting the "white" characters with their brains rather than with brawn. He also had the film's white family living in poverty in a run-down farmhouse. Rapf 's script had the father going to Atlanta to seek work so that he could pay his Negro helpers.


  When Rapf got into a personal dispute with Reymond he was taken off the project. Morton Grant, another progressive writer, was assigned to it. Rapf was assigned to write a script for another work in development, Cinderella. He ended up remaining with Disney for 2½ years as he never received his commission from the navy.


  Although Rapf, Reymond and Grant share screen credit as co-authors of Song of the South, Rapf is quick to point out that Disney made major changes to his script after he left the project, including reinstating several racist clichés. Among his objections to the final film are that it shows the white family looking well-dressed and living in a beautiful, well-kept plantation house, and that the homes of the African Americans and poor white families are shown as picturesque shacks made of rough-hewn wood.


  Rapf feels the most offensive flaw in the production was the stereotyped depiction of the plantation workers. They are shown as happy people who love to sing. Rapf would have preferred that the studio omit the sequence near the end of the film where the servants sing spirituals and pray for the recovery of the little white boy. Rapf does not object to Remus talking in a black dialect throughout the film because that was the way he was portrayed in Joel Chandler Harris's book. He does object to depicting Chloe as a stereotyped smiling maid who knows her place working for a white family. Rapf claims he intended to cut her from his version of the script, but her role was amplified for Hattie McDaniel, "undoubtedly at Disney's direction."27 The maid and the happy plantation workers were the kinds of stereotyped characters the African American community found objectionable.


  Another problem Rapf has with the completed film is that it is not clear that Brer Rabbit represents a black person. Although the rabbit is voiced by a black actor, Raft feels his role as a black teacher is not clearly stated.


  Rapf asks that he not be given too much credit for trying to save the film from offensive black stereotypes. He warned Disney about the project's inherent flaws when they first met, but Disney convinced him he could probably fix the film He says his script was not totally successful in doing that. He now feels that there are some films that should never have been made and that Song of the South is one of them. He came to that conclusion at a public discussion of the film in 1947 when a representative of the NAACP attacked him for his role on the project. He said he did not defend himself because the man was right — "it was racist."


  Rapf likes to stress that Disney hired him knowing that he was both Jewish and a communist. He says there were other Jews working at the studio after the Disney strike (1941) and that recent authors who claim the man was anti-Semitic and an intolerant conservative are wrong. Rapf and Disney had different political and religious backgrounds, but they accepted each other's differences. Rapf looks back at his years at Disney with fondness for both his job and his boss.


  The files of the Production Code Administration are another source of information about Song of the South's pre-production. The files contain copies of three memos sent to the studio that recommend script changes to forestall criticism of Song of the South. The three memos discuss what the censors called the "Negro problem."


  The first memo, dated July 31, 1944, notes that "the following specific suggestions are offered with a view to minimizing adverse reactions from certain Negro groups." It recommends that the phrase "old man" be substituted for "old darkie" and that "Mister John" replace "Marse Jawn." The PCA suggests that the script stress that Uncle Remus belongs to a bygone era, and the memo even provides possible dialogue that would help make that point. Another recommendation is to remove Uncle Remus's line "Atlanta! Dat's er mighty tur'ble place." The PCA thought civic leaders in Atlanta might take offense and attack the film.


  While the above suggestions were adopted, there was one that was not. The PCA recommended that the opening of the film make it clear that the setting is the 1870s. Rapf 's script had the film opening with close-ups of pages of Tales of Uncle Remus. The Hays Office said, "Be certain that the frontispiece of the book mentioned establishes the date in the 1870's." Disney's failure to do so led some reviewers to believe the film took place before slavery was abolished.


  One suggestion from the censors backfired. The script contained scenes of Negro groups singing traditional songs. The Hays Office cautioned the studio against any stereotypical, blackface comedy bits in these scenes and told the film's producers to let the scenes depend upon the singing to hold the audience's interest.


  The studio created these scenes as beautiful compositions, with people walking down a lane at dusk in one sequence and sitting on the front porch of the plantation house at night in another. The camerawork by Greg Toland (cinematographer on Wuthering Heights, Citizen Kane and Grapes of Wrath) was exceptional. He avoided close-ups, and there were no bits of comedy.


  The reason the advice backfired is found in the two memos sent to Walter White of the NAACP before he wrote his telegram denouncing the film. Norma Jensen wrote that although the film was "so artistically beautiful that it is difficult to be provoked over the clichés," the film did contain clichés, "literally all the clichés in the book." She considered groups of African Americans singing traditional songs an offensive stereotype. So did Hope Springarn, who also advised Walter White to condemn the film. She drew up a list of her main objections to the film, and her first objection was to the Negroes singing outside the big house. It seems that the Hays Office should have simply advised Disney not to show a chorus of black singers.


  The next memo from the Hays Office to Disney was sent only one day after the first one. It suggests that the studio consult Negroes as "these good people, in recent months have become most critical" of their portrayals in films. The memo also recommends three specific changes: dropping the word "sissy" to avoid its being cut in England, where it has a "very invidious connotation"; dropping expressions referring to the name of the Lord, including "Lord knows"; and eliminating the word "darkie" throughout. Disney made these changes to the production.


  A third warning to the studio was sent on December 13, 1944. The author of the memo first says the film is acceptable in meeting the demands of the production code, but it goes on: "I suggest again the advisability of your taking counsel with some responsible Negro authorities concerning the overall acceptability, from the standpoint of Negroes, of this story.... Our Negro friends appear to be a bit critical of all motion picture stories which treat their people, and it may be that they will find in this story some material which may not be acceptable to them." The memo also advises removing the word "bloody" from the script as the British Board of Film Censors always deletes that word. The word was dropped from the film.


  Further information about Song of the South comes from articles that mention Clarence Muse, an African-American actor. Muse had been hired by Disney in 1944 as a story consultant regarding the portrayal of Negroes. He had suggested presenting Negroes as dignified, prosperous-looking individuals. Muse quit his job after his ideas were rejected. Once Muse left Disney he began to inform people about the nature of the Disney feature while it was still in production. He wrote letters to the editors of black publications and became a founding member of the short-lived Inter-Racial Film and Radio Guild. According to Ebony, Muse said that Disney was going to depict Negroes in an inferior capacity and that the film was "detrimental to the cultural advancement of the Negro people."28


  In 1945 People's Voice ran an article on the growing controversy over the production. Disney's press department, says the article, promised "that the picture will not be degrading to the Negro race, but will be a 'monument to the race.' They say that Uncle Remus will be portrayed as a kindly, philosophical old man." The paper expresses its belief "that the picture has been softened due to the protests of Negroes."29


  The People's Voice article was found in the FBI's file on Walt Disney. The FBI file also contained three pages from an internal security study titled "Foreign Inspired Agitation Among American Negroes in the Los Angeles Field Division," dated January 22, 1945. The study mentions troubles the Disney studio was having with Negroes over the making of the film Uncle Remus. The FBI referred to the project under the original name although it had been changed by May 1944, seven months before the FBI report was written. The report was probably based on newspaper articles referring to statements made by Muse (he must have been at the studio before the name change). If the FBI had contacted the studio for information they would have known the new name for the project.


  The Production Code file in Los Angeles also includes a note dated May 10, 1944, from Spencer Olin, title registrar of Walt Disney Productions. It states that the name of the project is being changed from Uncle Remus to Song of the South. Since Muse referred to the film as Uncle Remus he must have left Disney before May 10, 1944.


  Maurice Rapf recalls Disney telling him after the film was released that he was bothered by the NAACP because Clarence Muse wanted the role of Uncle Remus when the project was announced, and that Muse was behind the trouble because Disney hired somebody else for the part. Rapf thinks Disney's statement was absurd as Muse was very sensitive as to how blacks were being portrayed in films and would not have taken the role. Muse was known for playing dignified rolls on the stage. Rapf thinks that Disney found it easier to make Muse a scapegoat than to admit the film did present problems for African-American viewers and open-minded whites.


  Records of the NAACP in the Library of Congress show that the organization approached Disney with concerns about the film long before Walter White's 1946 statement. When Hedda Hopper announced on July 10, 1944, that the film was being made, White wrote Disney (July 20) expressing interest in seeing a treatment of the film. Disney wrote White a cordial letter (July 29) saying he would be glad to meet with a representative of the group on the West Coast. White wrote Disney again on August 1 to say he would be on the West Coast in November, but no meeting ever took place. June Blythe, director of the American Council on Race Relations, was given a similar run-around when she asked to see a treatment of the film in 1944. On September 5, 1946, she wrote Walter White that she was "worried about how bad the film will be." Neither the NAACP nor the American Council on Race Relations had any opportunity to review the project before the press screening in November 1947.


  In addition to his open statement to the press following the screening, White sent a telegram to Parents' magazine on Jan 9, 1947, expressing shock at the magazine's decision to give the film an award. The memo said:


  
    National Association for the Advancement of Colored People is shocked by award of January Parents' magazine medal to "Song of the South" which glorifies racial stereotypes and virtually justifies slavery by picturing it as an idyllic system. One of the chief causes of racial friction in this country is the half-truths and untruths which are planted in the unsuspecting minds of young people which in later years causes the perpetuation of dangerous and divisive prejudices. Award of medal by publication so highly respected and circulated as Parents' magazine which many of us have read for years is not in keeping, in our opinion, with the high standards which it has always maintained.


    Walter White, Secretary

  


  Nothing in the Library of Congress files on Song of the South connects Clarence Muse to the NAACP’s national headquarters. If the NAACP did anything for or with Muse it must have been at the local chapter level. Also, there is nothing in the file that suggests Walter White supported any picketing or other forms of protest against the film. There was a letter to the NAACP from Karl Phillips of Brooklyn dated November 22, 1946, saying people should protest and picket the film when it opens. There is no carbon of a response to Phillips, so his letter probably went unanswered.


  Song of the South made money when it was released. Variety reported that the film set a new house record for the Palace Theater in New York the week it opened. It grossed $52,000. The grosses went down in the three weeks between Thanksgiving and Christmas, but for the week after Christmas the gross was back up to $50,000. Variety later reported the film grossed $3,579,000 in 1946. The feature was rereleased in 1956, 1972, 1980 and 1986. The Hollywood Reporter said that the 1972 run grossed around $7 million, twice as much as it had earned at the box office in 1946. The film was the highest grossing reissue in Disney's history at that time. The film had cost the studio $2,125,000 to make.30


  Buena Vista, Disney's distribution company, eventually made a public statement about the film's racist bias. On February 25, 1970, Variety announced that the studio's distribution company had put Song of the South away for good as the film was "offensive to Negroes and present concepts of race ... Like Birth of a Nation it is no longer appropriate to show it to the public." It noted that the offensive material could not be edited out. Despite this announcement, two years later the film was reissued for its $7 million gross.


  The feature sparked one final protest in January 1981. The Evening Outlook announced the film would be picketed when it opened at the Fox Venice Theater near Los Angeles. The paper said a coalition of church, neighborhood and political groups was objecting to its racist stereotypes and their influence on children. Michael Cowan, minister of Venice Methodist Church, was quoted as saying that "blacks were shown to be happier as slaves than as free individuals ... Particularly offensive to the coalition is the 'nice and cute' atmosphere in which the alleged racial stereotyping takes place ... Racism is not cute." The article mentioned that other theaters had shown the film without incident.31


  Gary Meyer of Landmark Theaters was a partner in the company that ran the Fox Venice Theater at the time of the protest. He recalls a small picket line the first night and says, "It was politically incorrect for us to show it." He said he would not show it today, but at the time he was not aware the film was considered controversial by some people. Meyer could not remember if it was scheduled for one or two nights, but he guesses that if it was scheduled for two nights they probably closed the theater the second night.32


  The last public screenings of Song of the South were in 1986. The film opened that year as part of a tribute to Disney at the Los Angeles County Museum and went on to play in 1,781 theaters in the United States and Canada. It grossed $4.2 million the first week playing in 1,105 theaters. By the third week the gross was up to $14 million.33


  Disney has not shown Song of the South in the United States in over ten years, but that does not mean the film has been forgotten. Limited edition animation cels based on images in the film are available at art galleries. In recent years the Disney Channel has used an actor to portray Uncle Remus on television. He was used to introduce a moral that was illustrated with a sequence from 101 Dalmatians. The child he was telling the story to called him Uncle Remus. Disney has also released animated segments of Song of the South on home video.


  It appears that criticism of Song of the South persuaded Disney to avoid using African-American stereotypes in future productions. Maurice Rapf's comments suggest Disney probably felt uncomfortable being attacked by the NAACP and other groups. He must have realized he lost some income by alienating segments of the public, and certainly he understood how negative press can tarnish the good name of a company.


  Unfortunately it seems that his studio did not understand the broader applications of the lesson. After Song of the South Disney used unflattering caricatures of other groups of people in a few films. The Native-American stereotypes that appeared in Peter Pan (1953) and Pocahontas (1995) offended some people as did the caricatures of Arabs in Aladdin (1992). The studio has also appeared to be oblivious to criticism of their stereotyped depictions of women. Several articles have appeared on this subject recently in the popular press.34


  Criticism of the film must have been noticed by other producers in Hollywood. After Song of the South other producers avoided using the racist clichés used by Disney. Donald Bogle, a scholar who has written two books on the black cinema, declares that "Song of the South glaringly signaled the demise of the Negro as fanciful entertainer or comic servant."35


  Eventually Walt Disney Studios began to censor objectionable material in older productions and cut out sections before rereleasing their features and shorts. In the late 1940s the studio redrew an anti-Semitic scene in The Three Little Pigs (1933), and in the 1950s and 1960s other cartoons were cut when they appeared on Disney's television show. Among the images removed by Disney censors from early Mickey Mouse cartoons were scenes in which characters spit, refer to bathroom habits, or show strange anatomical features (pulling out a really long tongue, for example). Films that were full of racial stereotypes were put on the shelf to gather dust. They included Alice Cans the Cannibals and Hunting in Africa (both from 1925), Cannibal Capers (1930), Trader Mickey (1932) and Mickey's Man Friday (1935). Another 15 or 20 cartoons had black caricatures cut from them before they were shown on television. An Internet-posted list of images cut from Disney films mentions that black dolls were cut from Broken Toys (1935), Midnight in a Toy Shop (1930), Night Before Christmas (1933), Santa's Workshop (1932), and Three Orphan Kittens (1935). Black maids were cut from Figaro and Cleo (1943) and More Kittens (1936). Blackface gags were cut from The Grocery Boy (1932), Mickey Steps Out (1931) and Mickey's Nightmare (1932). A black cook tying up Pluto was cut from Pantry Pirate (1940). Pygmy cannibals were cut from Spare the Rod (1954). Several black horse trainers were cut from The Steeple-Chase (1933), and a black doorman was cut from Woodland Cafe (1937). Other racial stereotypes cut include a Chinese caricature cut from The Mad Dog (1932), and Irish, Japanese and Chinese caricatures cut from Get Rich Quick (1951). The Cookie Carnival (1935) has a black stereotype gag left in the film.36


  In the late 1960s the studio eliminated four sequences from the "Pastoral Symphony" section of Fantasia that showed black female centaurs. Among these four were a scene of a black female centaur named Sun Flower using a pussy willow to polish the hooves of a white male centaur. (The cut is obvious, says Jeanette Thomas — wife of Disney animator Frank Thomas — because the edit left a glitch in the soundtrack.) In the sequence where Bacchus and his followers are holding a procession, a black female centaur named Otika was removed by enlarging the picture so her image was cropped out. (The viewer can see where this change was made as the picture becomes grainier.) Animation historian John Canemaker says these changes were made as a result of the rise of the civil rights movement.37


  It would be wrong to conclude from this discussion that Walt Disney was a racist. Maurice Rapf points out that everybody at the studio was uneducated concerning what was racist material. When Rapf was told that an NAACP memo criticized Disney for spelling Negro with a small "n" in his letter to the public in the souvenir program of Song of the South, Rapf replied that he had just reread his screenplay and was shocked to discover he too had spelled it the same way throughout his script. A lot of well-intentioned people were not enlightened in the mid-1940s about what was offensive to black Americans.


  Disney had spent many years planning his Uncle Remus picture. A Washington Post news article from 1940 in Disney's FBI file says that Disney "is concerned with 'some real American folklore,' centering around Georgia's first citizen, Uncle Remus. Disney came here from Atlanta and the State's rural precincts where he tried to learn how Georgians really talk and how the Remus tales are standing up now. There will be more on the silver screen about this later."38 Perhaps the stories of Uncle Remus were among Walt Disney's favorite childhood memories, which might explain why he wanted to make the feature despite the subject's Southern theme. In any case he was highly motivated to make the film and had large sums of money invested in it, so it is understandable that he did not want to stop the project even to avoid hurting the feelings of some Americans.


  Disney may have been insensitive and conservative, but he tried to avoid offending people by hiring Maurice Rapf and Morton Grant to correct the script. Following the release of Song of the South, he did not continue to make films that offended African Americans. It is easy to call Song of the South racist, but trying to understand Walt Disney is a more complex problem and one that remains unresolved for this writer.


  



  There is no simple reason why black stereotypes slowly disappeared in the animated cartoon. One cannot attribute their disappearance to a specific incident. Each studio phased out its use of images of African Americans at different times. Walter Lantz eliminated them in 1943 (and caricatures of other ethnic groups in 1944), Disney in 1946, Warner Bros. in 1950, MGM in 1953, Terrytoons in 1954 and Paramount/Famous Studios in 1958. Shull Bonsall produced "The Apes of Wrath," a made-for-television Crusader Rabbit series set in a Pygmy forest in the Congo, from 1957 until 1958.


  To understand what happened one must consider several factors. It seems likely that the consciousness of the people creating animated cartoons changed slowly after World War II due to a growing awareness of racism in the popular culture. Marketplace pressure must have been another element that brought about change. At some point, distributors and exhibitors probably became concerned that people might stay away from theaters showing films they considered offensive. Cartoons were popular, but they were also becoming expensive to produce. A practical business rule in the 1950s might have been to avoid making shorts that were not acceptable to everybody.


  Author Patricia A. Turner has developed a theory regarding the demise of black actors on television from the mid-1950s to mid-1960s, except as musicians or comics, or as actors in minor parts. When Amos 'n' Andy became a television show its premiere was greeted by an extensive protest campaign organized by the NAACP and other groups. After two seasons CBS canceled the show due to low ratings. Turner believes the protest, while possibly not the main reason for the show's cancellation, created an atmosphere where producers and sponsors questioned the wisdom of giving African-American actors major rolls on television. Turner says producers might have feared that if a black actor were given a role acceptable to the NAACP, white Southerners fighting the coming of the civil rights movement would protest. This situation did not begin to change until Bill Cosby landed a starring roll on I Spy (1965-1968), the first noncomedy series role to go to a black actor.39


  Animation producers avoided showing African Americans in their productions for almost two decades. New "positive" images first appeared on television in the series The Harlem Globetrotters (1970-1973), The Jackson Five (1971-1973) and Fat Albert (1972-1981). Animation made for theaters also avoided African American images until the release of Ralph Bakshi's controversial features Fritz the Cat (1972), Heavy Traffic (1973) and Coonskin (1975).


  Self-censorship guidelines adopted by the major film studios in 1927 included the following: "Willful offense to any nation, race or creed ... shall not appear in pictures produced by members of this Association, irrespective of the manner in which they are treated." Ironically, this rule was dropped when the Production Code Administration drew up the more detailed Motion Picture Code of 1930, which would regulate images seen in movies from 1934 to 1968.


  



  THE ELIMINATION OF ANTI-SEMITIC IMAGES


  Jews are another group whose influence in Hollywood is fairly well documented. The Anti-Defamation League (ADL), which was formed to fight against anti-Semitism, has been active in Hollywood for many decades. Before World War I they objected to negative images of Jews in movies and wanted to preview films for anti-Semitic content so they could advise local and state censors before films were released. One series of objectionable images were depictions of Fagan in filmed live-action versions of Oliver Twist made in 1909, 1910, 1912 (two versions), 1916 and 1922. An industry statistic said 10 million Jews went to the movies each day in 1913, so the ADL was representing a lot of moviegoers. In 1916 Carl Laemmle, president of Universal, told the ADL that he would refuse to make films that showed negative images of Jews. Laemmle's policy became a general practice of the industry by 1920, according to Nathan Belth's book A Promise to Keep.40


  Positive images of Jews in live-action films were accepted by the American public. The most famous film was The Jazz Singer (1927, Warner Bros.) with Al Jolson playing the son of a cantor. The son is torn between his career on the stage and his family and religious obligations. There were also several films without religious themes that featured warm-hearted Jewish comics. They included Abie's Irish Rose (1928, Paramount, a part-talkie feature) about the relationship of Jewish and Irish neighbors and a long-running series featuring the Cohens and the Kellys (the series began in 1926, starred George Sidney and Charlie Murray, and ran into the early 1930s).


  Images of Jews appeared occasionally in cartoons. Work from the Fleischer Studios in New York City sometimes included little in-jokes for the studio's Jewish staff members and other New York Jews. In Any Rags (1931), they showed pushcart vendors on streets that resemble the lower East Side. The father in Betty Boop's Minnie the Moocher (1932) wears a yarmulke and speaks with a thick Yiddish accent. In I'll Be Glad When You're Dead You Rascal You (1932), with music by Louis Armstrong, Betty Boop's friends Bimbo and Koko run so fast that a speedometer magically appears on Koko's behind and shows that he is going "60, 70, 80, 90, 100, ?, !," and then the Hebrew letters that spell out "kosher."


  Probably the last of these Jewish in-jokes appeared in 1934, in Betty Boop's Lifeguard. In the short she is transformed into a mermaid being chased by a sea monster. A bearded male fish with several hats stacked on his head (a caricature of a Jewish peddler) sees Betty and the monster swim past. He says something in Yiddish and runs off. Animation historian Mark Kausler says the man says something like "Ein Blu Vasser, I cash clothes" and other phrases with a thick Yiddish or German accent.


  Animator Myron Waldman, who is Jewish, does not remember why Fleischer began to avoid ethnic images. He does remember being told to avoid showing signs with recognizable lettering on them whenever possible. Previously, he said a shop sign might have said "kosher" in Hebrew or English, but now Paramount wanted the letters to be impossible to read so signs did not have to be translated into other languages when the popular Popeye cartoons were shown abroad.41


  The Van Beuren Studio in New York included occasional references to Jews, Italians, African Americans, Orientals, homosexuals and other groups of people. Their cartoons were less sophisticated than the Fleischer product, so they tended to do very little with ethnic images in terms of developing solid gags. Instead they tended to think in terms of basic stereotypes. Chinese ran laundries, Jews were merchants with big noses, and Italians sold fruit and vegetables from pushcarts. In the early 1930s these cartoons were probably viewed with indifference. It is hard to imagine an audience really being fond of an average Van Beuren cartoon. Today they are rarely seen, but when the Jewish Film Festival in San Francisco (1996) showed Laundry Blues (1930) and Doughnuts (1933), two Van Beuren cartoons, they were labeled as cartoons "that reveal an incredible range of derogatory stereotypes of blacks, gays, Chinese, Italians and Jews." Another Van Beuren cartoon with questionable images of Jews is Cubby's Picnic (1933).


  Disney generally avoided Jewish images, with a few exceptions. Mark Kausler says that in Disney's Santa's Workshop (1932) there is a little toy of a Jewish man doing a dance. The same dance appears in Pioneer Days (1930) being done by Indians, and Mickey turns down his nose, puts on a little hat and does the dance in The Opry House (1929).


  Then there is the scene in The Three Little Pigs (1933) that shows the wolf as a Jewish door-to-door brush salesman who speaks with a heavy accent. It is hard to imagine how somebody who was sensitive to Jewish stereotypes would react to these images in the 1930s. The Three Little Pigs was Disney's most popular cartoon for a period of time, yet they saw the wisdom of changing the scene in the late 1940s. Today, says animation historian Jerry Beck, several versions exist. One old version, with the original Jewish peddler image, has a French soundtrack. Another has the original soundtrack, but the Jewish peddler image is gone. A third version, without the peddler, has a new soundtrack.


  In 1996, Disney released Favorite Stories: The Three Little Pigs on home video (#8027). Much to everyone's surprise, the hook-nosed peddler was back, though the soundtrack was the revised version that lacks the heavy accent. At this writing, the Los Angeles office of the Anti-Defamation League has asked Disney to stop distributing the video, but the issue has not been resolved.


  An interesting comparison can be made between the images of Jews from Jewish-run Fleischer Studios and those from Disney. Disney was known for having relatively few Jews on his staff, so the scenes cannot be defended as being created by Jews. The Fleischer images have a subtle quality to them, while Disney hits the viewer over the head with a stereotype. At some point somebody must have woken up to the fact that having Disney do a Jewish joke had become slightly offensive. It is not known when the studio decided the Big Bad Wolf scene was in bad taste or who suggested that it be changed.


  The rise of anti-Semitism in Europe and to a lesser extent in the United States in the 1930s resulted in Hollywood producers generally avoiding Jewish references by the middle of the decade. Jewish stars either assimilated into American mainstream culture or left the film business and found employment elsewhere. Patricia Erens, author of The Jew in American Cinema, says she could not find any trace of an official policy at any studio concerning portrayals and the assimilation of Jews; however, the trends are obvious. Maurice Rapf says he recalls hearing the ADL held a meeting of producers in Hollywood and urged them to give Jewish content a low profile as a way of avoiding adding fuel to the fires of the anti-Semites. A similar avoidance of Jewish images occurred again in the early 1950s when anti-Semites blamed the Jews for the Red Menace in America.42


  For years it has been rumored that Walt Disney was anti-Semitic, but nobody interviewed, including several former Disney employees who are themselves Jewish, knew of any incident that could confirm this. While Walt Disney approved every scene in The Three Little Pigs at story conferences, this was at a time when showing the wolf as a Jewish peddler was an acceptable joke by non-Jews. Although Disney never employed a great number of Jews on his staff, over the years some of his most talented staff members were Jewish. Sam Singer, a pioneer of television animation, worked at the Disney Studios in the 1930s. He says he left the company because the people he worked with, not the administration or Walt Disney himself, were openly anti-Semitic. He stresses they were blatant about their feelings.43


  The only anti-Semitic censorship found in the course of researching this book was Syria censoring Disney's Sleeping Beauty. Syria said the film could not be shown because the prince's horse is named Sampson. Sampson is a Jewish hero from the Old Testament. The Syrians suggested Disney change the name of the horse to Simpson. It is not known if the change was made.44


  



  THE ELIMINATION OF ARAB STEREOTYPES


  In 1993 Disney was asked by the American-Arab Anti-Discrimination Committee to alter portions of the hit film Aladdin. The committee objected to the film's racist content. At first Disney denied the film contained racial slurs, but the studio agreed to meet with members of the group. Eventually the studio decided to change two lines in the opening song before the feature was released as a home video. The change will also be in future theatrical screenings of the film. Albert Mokhiber, president of the Washington-based American-Arab Anti-Discrimination Committee, told the press he was pleased that Disney made some changes, but he was unhappy that the song still referred to the Middle East as "barbaric." Don Bustany of the Los Angeles chapter of the group said, "There still remains the very sleazy, burlesque character in the prologue and the scene where a merchant is going to cut off the hand of Princess Jasmine because she took an apple from his stand to give to a hungry child." He also said, "The supporting characters are all depicted as nasty mean people. While the Aladdin character, Jasmine and her father speak unaccented, standard Americanized English, all the bad guys speak in foreign accents. The lesson is that anyone with a foreign accent is bad. This is horrendous racism."45


  This is not the first time Arab Americans have pointed out racist images in animation. In April 1980 an article appeared in The Link, a publication of Americans for Middle East Understanding (New York City). The article, "The Arab Stereotype on Television," cited cartoons that starred Woody Woodpecker, Bullwinkle and Johnny Quest plus an animated television Christmas special called "Little Drummer Boy" (1968) and the live-action show The Electric Company. The last program, an educational children's show broadcast on PBS, showed an Arab wearing Indian feathers. The character was described as a troublemaker on the show and Middle Eastern music was played when he appeared.


  The other examples cited in the article also showed Arabs as evil. An inept Arab villain in a Johnny Quest episode fails in his attempts to kill people with poisonous snakes. The Arab in the Christmas special was called a "scoundrel in typical Arab clothing who continually exploited the show's protagonist, a poor innocent drummer boy wearing a yarmulke." The example from the Woody Woodpecker cartoon was "Sheik El Rauncho" who rides a camel and kidnaps a dancer whom Woody rescues. The Bullwinkle example shows "Sheik Faraut" giving away watches. Bullwinkle says they will explode, and they do. The writer said the scene hurt the sheik's credibility.


  It appears that Arab Americans are in a position somewhat similar to that of African Americans when Disney released Song of the South. One wonders how Middle Easterners will be depicted in the future, or if the industry will avoid images of them. It will be interesting to see whether old theatrical cartoons set in the Middle East will continue to be shown uncensored on television. When San Francisco television censor Paul Mular was asked about Arab images, he said it never even occurred to him that some people might find them objectionable.46


  3. Uncensored Animation


  



  This chapter takes a look at what happens when the constraints of the censors are lifted and animators run amok in cartoonland. The discussion covers a wide range of issues, including how critics, distributors, theater owners, school librarians, bureaucrats, foreign censors, and other people view these works and sometimes prevent them from being seen. It is also about material recently shown in theaters that could not have been shown in the United States during the reign of the Hays Office. Many of the films discussed still cannot be shown on television in this country.


  In 1968 the Hays Office was eliminated and Hollywood adopted a rating system that was designed to alert moviegoers to the presence of violence, vulgarity, sexuality or other forms of objectionable material in films. The system permitted the production of R-rated and X-rated films, but it did not guarantee there would be financial backing or distribution for a work that was given an R or X rating.


  Since these changes were made there have been several attempts to create animated features and shorts for mature audiences. Several approaches have been taken, from showing the raw street life of New York in the early features of Ralph Bakshi to adding a few risque touches to Who Framed Roger Rabbit? (1988, rated PG), an otherwise family-oriented comedy. Recently animated features from Japan have developed a small following; some offer graphic violence and sex not seen in American-made animated features and television shows. Another recent development is theatrical programs of "sick and twisted" cartoons for audiences anxious to see something too gross, weird or outrageous to be shown on television.


  With no Hays Office to advise them, directors have sometimes gotten into serious trouble with the public. The Lenny Bruce cartoon Thank You Mask Man (1968) may be a cult classic, but it never broke even as many exhibitors were afraid to show it. Bakshi's Coonskin created a disturbance when it was previewed in New York City at the Museum of Modern Art. The disturbance helped kill the film's chance of being a box-office success. Even family films from Disney have been shunned by certain conservative Christian groups. These and other controversies surrounding recent animated films are discussed in this chapter, along with a number of hoaxes that deal with issues of truth and censorship.


  The chapter also looks at the problems that independent animators and students from the United States, Canada and Europe experience in trying to get their work shown. A few of the cases cover basic issues, including what happens when a work contains a nude image. Other cases are downright bizarre, including a fist fight breaking out after the Los Angeles Animation Celebration showed Mary Newland's Pink Komkommer in 1991; a graduate student from UCLA being sued by a parent who claimed the student's film was responsible for her son attempting to poke his eye out; and a Danish animator having to flee from Egypt after angry Muslim fundamentalists became offended by his film.


  



  LENNY BRUCE'S THANK YOU MASK MAN


  John Magnuson, a film producer and close friend of Lenny Bruce, completed Thank You Mask Man in 1968. The animated short was made by Imagination, Inc., in San Francisco and directed by Jeff Hale, who had previously worked for the National Film Board of Canada.1


  The film's soundtrack is a recording of Lenny Bruce delivering a routine before a live audience. The piece is about the "Mask Man" never staying around long enough for people to thank him for what he has done. In the routine he is finally talked into staying so they can thank him and ask what kind of gift he would like from the community. When the Mask Man asks for Tonto the Indian and a horse so he can perform an unnatural act, the crowd becomes disgusted and calls him "fag man." One person says, "I bet you've got mascary under that mask." The Mask Man explains he is not a homosexual, but he has heard about it and he wants to try it once, to see how bad it is. He goes on to say, "I like what they do with fags ... Throw them in jail with a lot of men ... hmmm ... very clever." Eventually, after a display of homophobic reactions from the crowd, the Mask Man rides off with Tonto and the horse into the sunset.


  John Magnuson said part of the public's problem with accepting the film is that the meaning is obscure. Bruce wanted people to think about homophobia and other issues raised by his comedy routine, and he tried to break down barriers. Magnuson said that at first the gay community hated the film and thought it was "fag bashing." Now it is a classic shown at gay film festivals. Indeed, the film is not anti-gay. Actually, it bashes rednecks.


  Larry Jordan, an animator who teaches at the San Francisco Art Institute, says the film still makes an impact on his students when he shows it in class. He says it is a great film to stimulate discussion. He reports that in the past he has had students "freak out when it was shown in class ... One turned white with embarrassment."2


  



  [image: ]



  "The Masked Fagman.... I bet you got mascary under that mask." From Thank You Mask Man (1968).


  



  Magnuson had more than his share of disappointments with the film. It was to premiere on opening night with the feature Z (1969) by Costa-Gavras at the San Francisco Film Festival. Magnuson bought lots of tickets, and some of his friends flew in from around the country for the screening. Although the publicity for the opening said the film was to be shown, no short was shown that night. Magnuson was outraged. A former staff member of the festival says Magnuson ran up the aisle and shouted things like, "They crucified Lenny when he was alive and now that he is dead they are screwing him again!" The festival's director told Magnuson that the producer of Z did not want any short shown that night. The producer was afraid a short might interfere with the triumphant premiere of his film. An alternate reason why the film was pulled is strictly a rumor. Supposedly the wife of one of the major financial supporters of the festival hated Lenny Bruce so much that she threatened to withdraw her husband's money if the short was shown.


  Jeff Hale, the director of the short, said he still gets angry at the festival's attitude. He had no idea his premiere was not going to happen, and he still has no idea why they did not have the courtesy to tell people in advance about the change in the show.3


  Another story Magnuson tells is why the film did not win an Oscar. Animator Bill Melendez was chairman for the Academy Award nominations in animation, and he invited Magnuson to submit the film for consideration. Melendez told Magnuson he loved the film and was sure it would be nominated. Magnuson filled out the forms, arranged to have the film shown in Los Angeles and did everything else that was required for the film to qualify. When the film was not nominated, Melendez asked Magnuson why he did not submit it for consideration. The film was never shown to the screening committee. Magnuson believes somebody at the Academy who hated Lenny Bruce hid his entry form so the film would not qualify. Jeff Hale guesses that "the projectionist took it upon himself to act as a censor."


  Magnuson remembers getting some bookings and then getting cancellations for unknown reasons. A few art houses, who were showing shorts with features, did show it. Thank You Mask Man played with King of Hearts (1966) in several cities when the film was revised in the 1970s.


  One of the few honors Magnuson received for making the short was an in-person screening with Blazing Saddles (1974) in Seattle. Mary Newland, the creator of Bambi Meets Godzilla (1962), was also honored that night. Magnuson said they both spoke and answered questions.


  Showing this short can be bad for one's career. George Evelyn, who has worked for many years as one of the top animators at Colossal Pictures in San Francisco, was a film programmer at Fort Sam Houston, Texas, in the 1970s. He booked Thank You Mask Man without seeing it because, he says, the rental catalog made it sound interesting. His commanding officer got several complaints about the film, and Evelyn was fired.4


  Thank You Mask Man was the first of many films to demonstrate that the open market of film exhibition has its limitations. Self-censorship of programs by exhibitors has prevented many parts of the country from seeing this work. In the 1980s Magnuson said his income from the film had yet to pay for his production costs and he never expected to break even.


  



  RALPH BAKSHI'S FRITZ THE CAT AND HEAVY TRAFFIC


  Ralph Bakshi wasn't always one of animation's bad boys. He learned his trade at Terrytoons in New York, where he spent about ten years working on theatrical cartoon shorts and animation made for television. He got his job at Terrytoons after graduating from the High School for Art and Design in New York, where he majored in cartooning (not animation).5


  At Terrytoons Bakshi gained a reputation as a hot young talent, and he was known for his willingness to try new approaches when he became a director. Eventually he became the creative head of the studio. At age 29 he was hired to head Paramount's Famous Studios as both a producer and a director. The year was 1967, and everything looked great until Paramount decided to close the studio at the end of the year.


  Bakshi's next move was to team up with producer Steve Krantz. They did a few television commercials and some limited animation for television using Marvel comic book heroes before they obtained the rights to R. Crumb's underground comic character Fritz the Cat. Fritz the Cat had appeared in a short story in Snatch comics, a book that had been busted in Berkeley, California, in November 1969. The district attorney had called it obscene, filth and garbage, but the court disagreed and found the defendants not guilty of obscenity. At first they planned to use Fritz in a short or possibly a series of shorts. Eventually Fritz was turned into a feature. They paid Crumb a $7,000 advance, raised about a million dollars and eventually put about 50 animators to work. The film was made in New York and Los Angeles.6


  Crumb later sued the filmmakers, asking that they cease production. Rumor has it that he succeeded in getting his name removed from the credits; however, the credits immediately following the main title say, "Characters created by Robert Crumb." His loyal fans spread the news that Crumb had problems with the film, so they hated it because it did not stay true to Crumb's original story. Bakshi simply used Crumb's character as the starting point for his work.


  Bakshi told the press he loved Crumb's work and considered him a "total genius." He said he decided to use Fritz because he was bored doing kids' stuff. Fritz would be his chance to make the kind of film he envisioned adults would like, and it would be the antithesis of a Disney animated feature.7


  Fritz was to break a lot of new ground by being the first X-rated animated feature successfully released in the United States. Jim Davis, creator of the nationally syndicated comic strip Garfield, was an animator on Fritz. He told Ramparts magazine in 1972 that "the purpose of this film is to lampoon our phony values. And I think we have a lot of phony values."8


  The film opens with construction workers on a high-rise having lunch. One stands up and urinates. The liquid lands on a long-haired hippie. Next we meet Fritz, who has just dropped out of New York University and has decided to live life to the fullest. For Fritz, this means sexual experimentation (sex with all kinds of animals, including group sex in a bathtub), smoking pot, and adventures with bikers, anarchists, Black Power advocates and other radicals. The film is full of bare-breasted females of various species, foul language, cops with pig heads and outrageous images of softcore sex (no insertion shots). The film is a product of the radical politics of the period. Bakshi's depiction of Fritz's life is colorful, funny, sexist, raw, violent and outrageous.


  Fritz the Cat was honored with a special sneak preview screening at the Museum of Modern Art in New York. When the film opened around the country in the spring of 1972, Vincent Canby in the New York Times was delighted by this "low, bawdy cartoon feature that hasn't forgotten that there still can be something uniquely funny in animated films that exaggerate human actions and emotions ... constantly funny ... something to offend just about everyone ."9


  Other publications were less amused by Fritz. The Wall Street Journal said the film "opened to near unanimous acclaim from the older generation," but the reviewer was not amused and gave it a mixed review. Cue said it contained some laughs, but more tedium. Paul Sargent Clark in the Hollywood Reporter called it "powerful and audacious ... seldom is it really shocking or offensive and at no time is it sexually arousing." He went on to say, "Certainly much of it is vulgar ... it's just wickedly funny." Newsweek called it "a harmless, mindless, pro-youth saga calculated to shake up only the box office."10


  Part of the attraction of Fritz was the novelty of a cartoon with an X rating, but being X-rated was not the only reason people went to see it. Dr. Tezuka had already released a feature in Japan called Cleopatra (1970) that included graphic sex, but when the feature was shown in the United States it did not do well at the box office. It opened in New York as Cleopatra, Queen of Sex just as Fritz the Cat was being released. Howard Thompson in the New York Times said "the humor is blue corn and tired corn at that, minus a smidgen of wit ... more infantile than offensive..." He said it was "mostly a voluptuously drawn Cleopatra and a bevy of cuties that trot around bare breasted." He did like the lavish backgrounds and noted that "some of the color and imagery is downright beautiful." Variety gave Cleopatra a mixed review, too, calling it "partly sophomoric ... emphasis on vulgar low comedy ... good animation and color." The reviewer thought the distributor's self-imposed X rating was there to bolster the box office and that the distributor was trying to cash in on the success of Fritz the Cat. But Fritz had something Cleopatra did not. It had a fine script about subcultures that were in the news all the time, along with great visuals and a lot of solid humor. The love life of Cleopatra was a bit esoteric for the public.11


  In 1972 the Hollywood Reporter said that Fritz paid for its costs in four months. A year later the same paper said that the film had grossed $30 million worldwide and was made with a production budget of $1.3 million. In 1993 Ralph Bakshi said, "Fritz the Cat, to me, was an enormous budget — at $850,000 — compared to my Terrytoon budgets...." In an interview published in 1980 he said, "We made the film for $700,000. Complete."12


  Having an X rating was both a curse and a blessing. It certainly attracted the curious to the box office, but Krantz told the Hollywood Reporter that the film lost playdates due to the rating. Not every theater was interested in showing an X-rated film even though it was animated and had a following.


  Another problem was that in some cities newspapers had a policy of not running ads for X-rated features. Krantz told the Hollywood Reporter that 30 United States newspapers rejected display ads for the film or refused to give it editorial publicity due to the X rating. He called this a form of discrimination. In May 1972, Variety reported that Krantz had appealed the X rating, saying, "Animals having sex isn't pornography." The Motion Picture Association of America refused to hear the appea1.13


  Yet another problem for Bakshi and Krantz was finding solid distribution. Warner Bros. was involved with the production until the studio executives saw the first scenes of the film. Eventually Cinemation, a small distributor without a great track record or strong financial backing, took on the project. Their main products to that date had been X-rated features.


  The next Bakshi-Krantz production was Heavy Traffic. At first the trades said the film was going to be based on the book Last Exit to Brooklyn, but that deal fell through. Heavy Traffic became a film based loosely on Bakshi's autobiography.14


  The film was given an X rating and distributed by American International, a company larger than Cinemation. Heavy Traffic had human characters instead of talking animals, but like Fritz, it had something in it to offend almost everyone.


  Animator Mark Kausler worked on the film and says Steve Krantz was so nervous about showing too much nudity and sexual activities that he had several versions of some scenes animated. Kausler says he did the scene where the viewer sees "the key in the ignition metamorphose into a penis entering Maybelline's vagina." He goes on:


  
    I covered this scene with another one of the key changing into the fat black guy, and the ignition slot turning into Maybelline. I covered a lot more cartoony foreplay scenes with a simple close-up of the fat black man's face with his hand covering his eyes. You can get a sense of how many scenes had to be altered, by how many times this close-up drawing was used. It got used a lot! At one point the original version "A" of Maybelline existed. Ralph had a print of it, but I have not seen it since I worked on it. We did versions "A," "B" and "C," with "C" being the tamest and that is what got into the so-called "X" version of Heavy Traffic. Another scene I can recall doing multiple versions of was the guy in the racing cap, pissing on the fat black guy's ass. This was completely eliminated, causing a jump in the action.15

  


  The feature was honored with a special sneak preview at the Museum of Modern Art. When it was released in the summer of 1973 the reviews were similar to those for Fritz. Newsweek said it contained "black humor, powerful grotesquerie and peculiar raw beauty. Episodes of violence and sexuality are both explicit and parodies of flesh-and-blood porn ... a celebration of urban decay."16 Charles Champlin wrote in the New York Times that the film was "furious energy, uncomfortable to watch as often as it is hilarious." The Hollywood Reporter called it "shocking, outrageous, offensive, sometimes incoherent, occasionally unintelligent. However, it is also an authentic work of movie art and Bakshi is certainly the most creative American animator since Disney."17


  Coming on the heels of Fritz the Cat, with a well-established distributor handling it, Heavy Traffic encountered fewer problems being shown. Having an X rating did mean fewer reviews, and again some papers would not carry display ads for it. Variety reported that it was banned by the film censorship board in the province of Alberta, Canada 18


  



  COONSKIN


  
    A GREAT DEAL OF CONTROVERSY HAS BEEN CREATED BY THE FILM COONSKIN. THE FILM HAS BEEN LABELED AS ANTI-BLACK, ANTI-WHITE, ANTI-GAY, ANTI-ITALIAN, ANTI-JEWISH, ANTI-RELIGIOUS, ETC.


    IN RESPONSE TO THIS CONTROVERSY, WRITER-DIRECTOR RALPH BAKSHI SAYS: "COONSKIN IS ONLY ANTI-BULLSHIT!"


    A BRYANSTON RELEASE—OPENS AUGUST 20, 1975 IN NEW YORK CITY19

  


  The problems of Fritz the Cat and Heavy Traffic are minor compared to the reception Bakshi's third feature received. Paramount was planning to release Coonskin during the 1974 Christmas season, but the film was attacked by civil rights groups before it was released. The problems for the film began when it was announced that the Museum of Modern Art in New York was going to honor Bakshi with a sneak preview of the feature on November 12, 1974. A "seminar" discussion with the director was scheduled after the screening. Before the event, CORE, the Congress of Racial Equality, demanded and got a few seats for the screening. What happened next depends upon whose report of the event one believes most accurate.


  In a 1980 interview, Bakshi said:


  
    The museum had seen the film and loved it, a breakthrough in animation. They set up a very special night to screen it for film people....It was quite surprising — I would have thought any group would have waited until they'd seen the film. But it was attacked almost from the titles. The room was filled, although there weren't many protesters from CORE there, eight or nine. Screaming, "You can't watch this film!" People pulling people out of their seats. It was that kind of night. The audience was very frightened. They were being attacked verbally throughout the movie. People kept running up and down the aisles in pitch blackness....20

  


  Bakshi added some more details in a 1982 interview:


  
    I had finished the film on a Friday, I screened it in California for the museum on a Monday, and on Wednesday when I came to New York to screen it there were pickets there. I brought the film on the plane with me, and no one had seen it but my animators and two guys from the museum. But there were pickets there, shouting that the film was racist. I never saw anything so set up in my life, but the press never picked up on that.21

  


  Gregg Kilday of the Los Angeles Times interviewed Larry Kardish, a museum staff member, about the event about eight months after the screening. Kardish recalled:


  
    About halfway into the film about 10 members of CORE showed up. They walked up and down the aisles and were very belligerent. In my estimation they were determined not to like the film. Apparently some of their friends had read the script of the movie and in their belief it was detrimental to the image of blacks.... The question-and-answer session with Bakshi that followed quickly collapsed into the chaos of a shouting match.22

  


  Animation historian Jerry Beck was at the event and says he does not recall any disturbance during the screening, but he acknowledges that there were racist catcalls during the question-and-answer session. "It wasn't much of a madhouse, but it was kind of wild for the Museum of Modern Art," he says, adding that Bakshi's talk was cut short.23


  The Hollywood Reporter presented two more versions in the form of statements by Bakshi and Albert Ruddy, the producer of Coonskin (as well as The Godfather). Four months after the incident, both denied that a riot erupted. Bakshi said, "There were five people who were very angry at me and were very vocal. There were 200 people sitting in their seats that applauded the film tremendously. It's always the five people in a room that want to scream, and those are the ones that are going to be heard. That's what really happened. I laughed at the controversy."24


  Ruddy said he had been told that "there were about 400 people there. I think 10 or 15 blacks took objection to some of the things, and they had somewhat of a scream-out with Ralph at the end.... It was also for the board of the museum. They loved it. They thought it was a classic."


  These two statements were made in 1975, at a time when Bakshi and Ruddy were fighting to protect the film's reputation. Barry Diller, chairman of Paramount's board, had announced that the studio was going to drop its plans to distribute the $1.6 million feature. Diller refused to discuss the reasons for dropping the film and claimed Paramount would back Bakshi and Ruddy's next film, The American Chronicles, which was to start production in August. The article also said Ruddy was already negotiating with Bryanston to take over the film's release.


  What the article did not say is that Barry Diller had been present at the museum screening. That information appeared a few months later in the Los Angeles Times article that included an interview with a museum staff member.


  Also, Paramount was no doubt aware that Elaine Parker, chairman of the Harlem CORE, had spoken out against the film again in January 1975. She told Variety that CORE was still "adamantly opposed to Coonskin." She said, "It depicts us as slaves, hustlers and whores. It's a racist film to me, and very insulting.... If it is released, there's no telling what we might do." The CORE chapter in Los Angeles also demanded that Paramount not release the film as it was "highly objectionable to the Black community."25


  Eventually Ruddy, Paramount and Bryanston drew up an agreement that would allow Paramount to recoup its million-dollar investment in the film. Bryanston was confident that they could lavish the special attention needed to make Coonskin a modest hit. They had previously handled several offbeat hits including Andy Warhol's Frankenstein, The Return of the Dragon and The Texas Chainsaw Murders. The film was set to open in mid-August.26


  In May 1975 the Hollywood Reporter ran a short item stating that Ben Gage had been hired to redo the voice track of Barry White and to remove racist references and vulgarity. Phrases like "mother fuckers" would be cut from the film.27


  Coonskin opened August 20, 1975, in New York. Two weeks later, Bryanston went bankrupt. Details about the reception to the film differ, but there were pickets at one or more theaters in New York or at Paramount's Gulf + Western headquarters in New York. According to the Village Voice some years later, "Coonskin was driven out of theaters by a misguided minority, most of whom had never seen the film. CORE’s pickets at Paramount's Gulf + Western headquarters and, later, a few smoke bombs lobbed into packed Broadway theaters were enough; theater owners were intimidated, and the auxiliary distributor, Bryanston, couldn't book the film. Bye-Bye Coonskin."28


  Reviews that opened by discussing CORE's reaction to the film did not help the film build an audience. Angry letters to the editor did not help either. Eventually positive reviews appeared in the New York Times, the Hollywood Reporter, the Amsterdam News (an African-American paper), and elsewhere, along with favorable letters to the editor. Unfortunately the damage had already been done, and the film died at the box office. People who went to the film said that CORE was wrong and had overreacted, but they spoke up too late.29


  The Village Voice's comments about the film during its opening-week run in New York suggest how successful CORE was at managing the media. They wrote, "The problem here was to get someone to review this film.... The consensus was 'worthless junk.' The cartoon work appears to be the product of a crippled hand and a paralyzed mind."30


  The press that saw Bakshi's new R-rated feature was more open-minded. Richard Eder in the New York Times said, "It could be his masterpiece ... a shattering successful effort to use an uncommon form — cartoons and live action combined — to convey the hallucinatory violence and frustration of American city life, specifically black city life ... lyrically violent, yet in no way (does it) exploit violence." He went on to discuss how Bakshi had updated the Uncle Remus legend of the Tar Baby and how Bakshi's characters had depth to them and were not simple stereotypes. Next he discussed CORE: "It is ironic that such a film should be attacked not by Italians or policemen or rednecks, but by a black organization. CORE has campaigned against Coonskin for nearly a year, delaying its opening and pressuring Paramount to withdraw as its distributor." Finally, he concluded, "Coonskin is clearly savage, and a cartoon is clearly a caricature. But it seems stupid and blind not to see that Bakshi is making a most serious and difficult kind of artistic commitment in trying to capture black Harlem's human condition by heightening rather than softening its miseries."31


  Arthur Knight in his Hollywood Reporter review dismissed CORE by noting their "representatives couldn't possibly have seen the movie before they started picketing," and he felt Paramount "was unwilling to underwrite again the hassles that helped gain attention for their overwhelmingly successful Godfathers.... Despite CORE, Coonskin is not anti-black. Nor is it anti-Jewish, anti-Italian, or anti-American, all of whom fall prey to Bakshi's wicked caricaturist's pen as intensely as any of the blacks in his movie. What Bakshi is against, as this film makes abundantly clear, is the cheats, the rip-off artists, the hypocrites, the phonies, the con men and the organized criminals of this world, regardless of race, color or creed."32


  He went on to give the film a mixed review. He liked some moments so much that he called them extraordinary, but he found the story more complicated than needed. He concluded Coonskin is "filled with good intentions, some of them brilliantly realized, some of them irritatingly tangential. Above all, however, it must be recognized that Ralph Bakshi is a genuine artist in film — an original who places his head, his heart, his talent and his money on the line every time he makes a picture. And we just don't have enough like that around any more."


  The Wall Street Journal called the film "Bakshi's richest most mature work.... Bakshi creates a mood much more suggestive of sympathy than hatred."33


  Some critics avoided the issues raised by CORE and simply gave the film short negative reviews. Playboy said, "Bakshi seems to throw in a little of everything and he can't quite pull it together." Arthur Cooper in Newsweek said Bakshi has no point of view and not much of a sense of humor. He "doesn't have much affection for man or woman kind — black or white." Variety called it a "brutal satire from the streets. Not for all tastes ... not avantgarde," and suggested, "The target audience is youth who read comics in the undergrounds."34


  Apparently the film opened and closed quickly around the country. In Los Angeles the Herald Examiner gave it a very long review that mentioned CORE would be at the film's openings at the Egyptian and UA Cinema Center in Westwood with their picket signs. In closing, the reviewer said, "Certainly, it will outrage some and indeed it's not Disney. I liked it. The dialogue it has obviously generated — if not the box office obstacles — seems joltingly healthy."35 Mark Kausler, who worked as an animator on the feature, said the film opened August 20, 1975, at the Egyptian in Hollywood, played a week, and was not shown again in the area for several years.


  Variety reported that for the screening in Buffalo they changed the title of the film to Bustin' Out. Again the film did not do well at the box office.36


  Coonskin quietly disappeared. It has shown up on rare occasions, including a 1987 screening at the second Los Angeles Animation Celebration. That same year it was renamed Streetfight and released on home video by Academy Entertainment. Ironically, the film was made under the working title of Harlem Nights. One can speculate that if it had been released under that name the controversy with CORE might not have happened and Bakshi might have continued doing films based on his personal experiences growing up in New York.


  The reception to Coonskin was a personal disaster for Bakshi. It nearly put an end to his studio. Hey, Good Lookin', his next work, had been completed by the time Coonskin was released. It was made for Warner Bros., who played it safe and kept the film on the shelf for many years.


  Bakshi's first three films had clearly redefined what an animated feature could be, but in order to survive Bakshi had to make something safe and acceptable that would find an audience. His next picture was Wizards (1977), a sword-and-sorcery film for kids that carried a PG rating. That was followed by Lord of the Rings (1979) and American Pop (1981). At his distributor's request he refrained from including any black characters in these films.


  In 1982 The Village Voice, which could not find anybody to review Coonskin in 1975, ran an article by Carol Cooper called "Coroner's Inquest into the Killing of Coonskin." Hey, Good Lookin' was about to receive a sneak preview at the Museum of Modern Art. (It was released later that year.) Cooper's article included the depressing information that other films had been shelved by the industry after Coonskin's negative reception. Several films by blacks were considered too sophisticated or obscure for mass distribution so their exhibition plans were canceled. Cooper also noted that Bakshi had trained about ten black animators to work on Coonskin and Hey, Good Lookin' at a time when there were no black animators working at Disney. Apparently there never had been any at Disney, and there were very few elsewhere in the animation industry. Unfortunately, Bakshi's animators had to be laid off after Hey, Good Lookin' was shelved. However, when he made Wizards he hired Brenda Banks, "for a time the only black female animator working in Hollywood."37


  



  CHARLES SWENSON'S DIRTY DUCK


  Dirty Duck is "a zero rated feature, it doesn't rate at all" says Charles Swenson, who wrote, directed and animated it. It was never submitted to the MPAA for a rating, so it was released unrated by New World Pictures in July 1974. Publicity said it was a comedy by the Oscar-winning Murakami-Wolf Production Company, but when Swenson talked about the film in the early 1980s he said he did almost all of the animation himself. He was paid directly by New World to do it, and the entire production budget was $110,000. Swenson says New World did not spend very much on advertising, so he assumes that between the brief theatrical run and video sales the film has made some money for New World. It was called Cheap! at one point.38


  The uncensored film proved that there is not necessarily a large audience for an animated work that shows a lot of sex and demonstrates free speech by starring a nice-looking, foul-mouthed fowl. Swenson says, "it didn't have a big following ... but it is still in video stores." He says he was never informed of any censorship problems with the work, but he was not in close contact with New World once he was paid for his work.


  When the film came out the distributor did not promote it heavily, most reviewers disliked it and apparently audiences did not tell their friends to rush out to see it. It played about two weeks in New York. When Swenson showed it at an ASIFA–San Francisco event in the early 1980s, he got bored about halfway through the tape and asked if anybody needed to see it to the end. He then went on to discuss other things he had worked on, including his directing John Korty's Twice Upon a Time. (Other credits include The Point—the first American-made animated television feature — as well as American Tale II, Rugrats and AAAHH!!! Real Monsters.)


  Jerry Beck wrote a short review of Dirty Duck in Mindrot that called it raunchier than Bakshi. He went on to say:


  
    The animation and humor of the film is good, but the design and drawing is downright awful. It seems to be sort of a cross between Jules Feiffer and Gahan Wilson, if that can be imagined. The main plot concerns a human insurance investigator, with wild sexual fantasies, who meets this duck and they trek around the country looking for the meaning of life. It's very similar to R. Crumb's Mr. Natural and Flakey Foont. There is no reason that the duck should be a duck. Every character in the film is human and he just seems to be a duck just to give the film a catchy title. There are some highly imaginative animated ideas here, but the film's entertainment value is at a minimum.39

  


  Playboy noted that the ad for the film said, "This film has no socially redeeming value." The reviewer agreed: "Well that's dead right, yet this movie has some value as a promising X-rated cartoon in the tradition of Ralph Bakshi's Fritz the Cat."40


  Variety called it a "crudely constructed entry, obviously aimed for an adult trade easily satisfied.... has little to recommend."41


  Charles Solomon in the L.A. Times called it "a sprawling, undisciplined piece of sniggering vulgarity that resembles nothing so much as animated bathroom graffiti." He also called it "degrading to women, blacks, Chicanos, gays, cops, lesbians, and anyone with an IQ of more than 45."42


  The New York Times said, "Rather zany, lively, uninhibited, sexual odyssey that manages to mix a bit of Walter Mitty and a touch of Woody Allen with some of the innocence of Walt Disney, the urban smarts of Ralph Bakshi...."43


  The Village Voice called it "a free-association trip — leanly drawn lines and a cluster of unrelated vignettes.... If you don't haunt the underground bookstores for the latest comix, then Dirty Duck is not your film."44


  



  IMPORTING FOREIGN PRODUCTIONS


  Not so long ago it was illegal to import books, films and other works of art that did not meet the approval of United States Customs. Sinderella, an animated short made in England by David Hamilton Grant, was banned from entry into the United States in 1972. The 6½ minute short was seized as obscene material by the United States government, and Sherpix, the American distributor, lost both its court case and an appeal in 1974. The case was called "US v. One Reel of 35mm Color Motion Picture Film Entitled Sinderella."45


  The film was also banned twice by the British Board of Film Censors. In one of the British cases a Bow Street magistrate banned it from his jurisdiction, but the film could be shown elsewhere in England.


  Variety mentioned the film in 1972, noting that it includes depictions of intercourse with Sinderella, Little Red Riding Hood, Puss'n Boots, the Three Bears, Goldilocks and Prince Charming. The distributor may have been singled out for prosecution as the San Francisco-based corporation distributed XXX-rated features and ran a chain of porno theaters. They were under federal investigation for several years in the 1970s, and this is just one of the cases they had to fight in the courts.46


  The first foreign-animated film that received both an X rating and wide distribution in the United States was Tarzoon, Shame of the Jungle. Stuart S. Shapiro, the American distributor of Tarzoon, does not recall any problems bringing the film into the country. He told customs the film was a work in progress and that it would be edited to be suitable for theatrical release in this country.


  The film began as a French-Belgian production directed by Picha, a Belgian artist, and Boris Szuizinger. Variety reported that in a 15-minute pilot was shown at the 1974 Cannes Film Festival and that the film was finished by September 1975. The following year the estate of Edgar Rice Burroughs sued the producer of Tarzoon and 20th Century–Fox, the film's distributor in France, for alleged plagiarism. The estate lost the case after the French court determined the film was a legitimate parody. About 1978 Tarzoon was imported into the United States by International Harmony and an English soundtrack was made using the voices of John Belushi, Bill Murray, Christopher Guest, Johnny Weissmuller, Jr., and other actors. The MPAA gave the film an X rating, but Daily Variety reported in March 1979 that Harmony made changes in the film that persuaded the MPAA to change its rating to an R.47


  The film's United States premiere took place in San Francisco in 1979. The publicity was handled by a man whose business card reads, "Edwin Heaven writes like hell." Heaven says he showed the X-rated version, and his first problem with it was finding a good theater willing to show it. Local radio stations censored his ads, eventually letting him use the phrase, "You're going to laugh your X off." Local papers were not interested in running his display ads, so he ended up papering the town with giant posters. Thanks to Heaven's creative advertising the film made money in San Francisco, but he says "the X killed it" in other towns.48


  Stuart S. Shapiro says the X hurt the film, but making an R-rated version out of the film meant "lots of cuts [that] took the bite out of the film. It lost its outrageousness." Worse, a new lawsuit from the Burroughs estate demanded that the name of the film be changed. They could not sue the film again over the plagiarism vs. parody issue, but their lawyer found a New York State statute covering disillusion of trademark. They argued that Tarzan was a wholesome trademark and that the current product degraded the name of Tarzan. A judge agreed. Shapiro says the same argument has been used several times since then with the case against Tarzoon as precedent.


  Shapiro remembers that the suit was filed about three weeks into the New York run and that it killed the film. Shapiro continued to distribute it under the name Shame of the Jungle, but after the film's name was changed it did not do as well at the box office. People were attracted to the film by the name Tarzoon, and the new title did not have the same appeal.


  The court also ruled that the name Tarzoon had to be removed from the soundtrack. Shapiro guesses the Burroughs estate expected this ruling to end distribution once and for all, since the name appeared over 100 times in the film and rerecording the soundtrack would be prohibitively expensive. But Shapiro figured out a solution that let him continue to handle the product. He took his original soundtrack negative, and every time the name Tarzoon appeared, he cut it out and spliced it back into the soundtrack upside down. He says the new prints made from the doctored negative sounded weird, but "it sort of worked.... Now the name sounds like Newsrat." He is proud that he found a solution to the soundtrack problem in an "independent manner."


  When the R-rated prints were screened in New York, the film got lousy reviews. Vincent Canby of the New York Times said it was an "unsuccessful attempt to parody the life and adventures of Edgar Rice Burroughs' Tarzan." He noted Tarzoon was ineffective making love to Jane and that the voices included John Belushi as the Perfect Master and Johnny Weissmuller, Jr., as the voice of Tarzoon.49


  Tam Allen in the Village Voice called the film "an uncomfortably accurate reflection of that civic eyesore known as toilet art." She said it lacked the social commentary of Fritz the Cat and the free-speech posturing of Dirty Duck.50


  Playboy reviewed the film in May 1979. They praised the artwork, but said the film became "monotonous after a good start — still, in the off-the-wall category, the most literate, prurient and amusing challenge to community standards since Fritz the Cat."


  When asked about the reviews Shapiro laughs and says the reviewers worked hard to express their hatred of the film. He thinks he got the worst review of all times from somebody in a small city in Pennsylvania. That person wrote, "The director, producer and distributor should all be thrown into a snake pit."


  Tarzoon, Shame of the Jungle was banned by the New Zealand Board of Censors in 1980. It was called "gratuitous to the degree of prurient exploitation." The board ruled it could not be shown in festivals or in general distribution.51


  Stuart S. Shapiro went on to discover Tim Allen, giving him a part in his film Comedy's Dirtiest Dozen (1989). Shapiro's other credits as a producer include Only the Strong (1995), Mondo New York (1988), Tunnel Vision (1976) and credit as producer and director of NightFlight on the USA Network (1980–1986).


  



  INDEPENDENT ANIMATION


  The oldest known censorship problems confronting independent animators (artists who create their own visions outside of the studio system) date back to the 1930s in Europe. A French film called L'Idée (The Idea) by Berthold Bartosch (1931) was banned from public screenings in France. Its idealistic concept of a better life for factory workers and other laborers was considered too radical to be shown to the public. When the film was imported into England the text at the beginning was censored because it was believed to be Socialist propaganda, according to Dr. William Moritz of CAL Arts. He says the British distributor added a new, rather abstract text to the film to get it approved for public screenings. In Germany, L'Idée and Lotte Reiniger's Adventures of Prince Achmed, a silent animated feature made using her silhouette animation techniques, were among the films banned by the Nazi government for being decadent.52


  Elfrede Fischinger, the wife of the German abstract animator Oskar Fischinger, says her husband was invited to enter his film Composition in Blue (1935) in the Venice Film Festival. The director of the festival was so anxious to show the work he traveled to Berlin to pick up the print. The film won a special jury prize. When the German government found out that a "decadent" artist had won honors abroad, they sent Oskar Fischinger a threatening letter telling him to submit his work to the proper government officials in the future. Elfrede says that at that point Oskar was calling his work "decorative" so it might be overlooked by the bureaucrats who were banning work by modern artists. She says that getting the letter scared them and influenced their decision to leave Germany for the United States.53


  Elfrede adds that when they came to America, the State Department made Oskar Fischinger sign a form that he was not receiving any income from the sale or rental of his films in Nazi Germany. Considering his abstract work represented ideas about art that had been banned, he could honestly say his work was not producing income for him in Germany.


  Dr. Moritz adds a few details to the history of Composition in Blue. In an essay on Fischinger, Moritz notes the film won the Grand Prix in Venice and was then requested for the Brussels Film Festival "where Fischinger had not even entered his films in competition." The film received a special prize, which "further enraged the German censors."54


  Norman McLaren, the great Canadian animator, had two films that presented censorship problems. Born in Scotland, McLaren worked for the British government's General Post Office film unit in London before emigrating to the New World. His first hand-painted abstract short, Love on the Wing (1938), was censored by the British because parts of it contained images with sexual overtones, including phallic shapes. Maynard Collins wrote in 1976, "The Postmaster-General of Great Britain was not pleased with the lack of dignity of this film especially McLaren's forceful (and often hilarious) use of Freudian and erotic symbolism."55


  McLaren's Oscar-winning Neighbors (1952) has been censored in the United States by the film's educational distributor. Most 16mm prints in distribution have a scene missing at the end. In the film, two men are fighting over who owns a flower. First they rip each other to shreds, then they destroy each other's houses. As they knock over the cardboard or plywood sheets representing the houses they reveal that behind each building is a mother and child. Each man symbolically kills the other man's wife and child and tosses them out. The women and children do not appear in prints found in most United States film libraries. The film is a cry for world peace and ends with the phrase "Love Your Neighbor" on the screen in several languages.56


  During the cold war a great deal of censorship took place behind the Iron Curtain. Klaus Wishnewski, director of the Leipzig International Film Festival, says that West Germany forbade the screening of films made in East Germany and that for many years they also forbade stage performances of Bertolt Brecht.57


  In most or all Iron Curtain countries bureaucrats controlled the production of animated and live-action films. Ideas for projects had to be approved by these officials before the government would fund a project and provide film and processing. Film projects that did not glorify communism or the state in some way were rarely funded.


  Gene Deitch, who has lived in Prague for many years, says, "Censorship here existed in subtle ways for the animators during the communist era. Sometimes there was outright shelving or rejection of scripts, but mostly people censored themselves, knowing full well what could or couldn't go. The funniest was when the word went out that no cartoons could be made featuring large bears, which might be interpreted as a slur against Russia!"58


  Jan Svankmajer is a remarkable animator who was banned from working in film for many years by Czech bureaucrats. He is a militant surrealist who belongs to a circle of artists in Prague that adhere to a surrealist manifesto written in 1934. The group was formed that year when Andre Breton visited the city. They have been meeting on a regular basis since then despite being discouraged by bureaucrats of Hitler, Stalin and others.


  Although Svankmajer created 15 short films between 1964 and 1973 and won international prizes and critical acclaim, the Czech bureaucrats decided they could do without his talents for a few years. Part of the reason is that in 1973 a Czech critic called his work "pessimistic" and "individualistic." Apparently that meant his work was not good communist propaganda. From 1974 he was banned from the studios, so he put filmmaking aside and continued his career in puppet theater and as a painter and creator of collages.


  In 1982 Svankmajer produced the film Dimensions of Dialogue, almost unnoticed by the system. The 12-minute short won the Golden Bear award at the Berlin Film Festival. When the award was announced, the Czech government demanded that the film be returned. The Berlin Festival defied their demand and sent the print on to Annecy, where it won that festival's top prize. For a second time the Czech film studios made it clear that Svankmajer's "pessimism" would not be tolerated. Since all Czech film studios were then owned by the state and all processing labs were run by the studios, the bureaucracy again assumed that Svankmajer had been pressured to go "gardening."


  During Svankmajer's second period of being banned, Michale Havas, a New Zealander living in Germany who had studied at the Prague Film Academy, introduced the Brothers Quay and their producer Keith Griffith to Svankmajer and his work. Svankmajer told them that he long dreamed of directing a version of Alice in Wonderland, which would be his first feature. Griffith and Havas teamed up to find financial backing that would allow Svankmajer to create his unique vision with a great deal of creative freedom. Money for the 35mm color feature came from England's Channel Four (the Quays' chief sponsor at that time), a television station in Frankfurt, Germany; from a private investor; and from Condor Features in Switzerland.


  Next the producers had to find a way for him to work underground on the two-year project without interference. Money and film stock were channeled to him and his small freelance crew through a multimedia firm licensed by the Czech government. Officially, they were paying the firm to produce a program titled Demystification of Time and Space, directed by Svankmajer. Somehow the project evolved into Alice.


  Keith Griffith says Czech bureaucrats found out about the project when a screening room was rented to project the feature for German and English backers. Somebody at the projection facility tipped the government off, which resulted in a heated meeting between irate officials and Svankmajer. Griffith said that "despite being somewhat annoyed that Alice had not been produced through 'normal channels,' they recognized the changing economic climate of Eastern Europe. They swallowed hard and accepted the valuable foreign currency and more positively they helped promote the film at the Berlin Film Festival."59


  Alice was completed at the time of Perestroika. Since that time, life has been much easier for Jan Svankmajer. When Griffith was interviewed a year after our first talk, he said, "Some of the bureaucrats who made it difficult for Svankmajer to work have been replaced, but others are still in their old positions. The head of Czech TV has been changed four times since November and most of the TV department heads have been changed twice."60


  Svankmajer's Alice includes personal, hidden references to the political atmosphere of his country. Griffith says the trial over the stolen tarts resembles the Stalinist trials of the 1950s when innocent people were forced to confess to made-up crimes and to read their absurd confessions to the newsreel cameras. Svankmajer sees the tea party in the film as the absurdity of life in Eastern Europe, or anywhere that a bureaucracy gives people the run-around. Griffith says Eastern Europeans are more likely than Westerners to catch Svankmajer's hidden meanings, but an audience will not be confused by the film if they are not aware of these personal references.


  With the completion of Alice (which premiered in the United States in 1988) and the change of political conditions in his country, Svankmajer made The Death of Stalinism in Bohemia (1990). The film could not have been made during the communist era as it shows the destruction of sacred images of communist leaders. It even shows animal parts from the stockyard coming out of Stalin's head. It is hard to miss the symbolic spirit of the work.


  Symbolism may be important to Svankmajer, but not to Emanuele Luzzati and Giulio Gianini, who made La Gazza Ladra (The Thieving Magpie, 1974). This film, which combines splendid visuals with the music of Gioacchino Antonio Rossini, won an Oscar nomination and an award at the international animation festival in Annecy.


  A curious problem arose for this short. It did not have any symbolic meaning in Italy, but when it was imported to the United States some people saw symbolism that was not intended by the artists. Prescott Wright, who distributed the Tournée of Animation for many years, says that the film did not sell well in the educational market in the United States because the birds who steal things are black. Had the thieves been any other color the film would probably have been purchased by more media libraries.


  Another film that has had a hard time with some of the public is Paul Vester's Sunbeam (1980, Great Britain). It is a beautiful visual experience set to a delightful bouncy tune that reminds some people of the music of the Andrews Sisters. Unfortunately some people only see that the film includes images that are based on racial stereotypes of African-Americans in the 1930s and 1940s.


  Vester's film has a subtext that most people never notice. He started working on Sunbeam while he was living in Venice, California, in the early 1970s. As a struggling artist he was somewhat disillusioned by what he saw. Venice had and still has a large black population living in poverty. Vester saw thousands of people trying to be "discovered." In the film people of all colors work hard and somehow hope they will be taken to the top of the mythical sunbeam. The film ends with a close-up of a closed metal gate, which to Vester was symbolic of the more realistic dead end most people find when they pursue the myths of Hollywood.61


  Dr. Terry Lindvall, president of Regent University, writes that the film is "a fine and magnificently subtle parable (and it is the nature of a parable to be subtle, hidden, and incomprehensible to those who do not have eyes to see or ears to hear) indicting the injustice of an era that held out so many illusory promises to ethnic and social outcasts."62


  Irene Kotlarz, a British film scholar, festival director and film producer, says that one of the issues Sunbeam raises is how people should react when confronted with stereotypes, be they ancient or contemporary. Too many individuals simply try to avoid exposure to stereotypes and feel films that contain them should never be seen. This approach does nothing to develop understanding and knowledge and keeps films like Sunbeam from trying to convey serious content.


  She feels that instead of silencing debate, people should try to understand the context in which the images are used. She suggests that those who try to avoid controversy are preventing animators from engaging the problems of society and from sticking their necks out to speak about these problems.


  Another issue Kotlarz mentions is a debate among women animators. "Some feminists, some not, have never reached a consensus for instance on the way female characters should be represented. Can they ever be shown nude, can they have breasts? There are those who think they shouldn't."63


  While there are no specific cases where Sunbeam was censored, there are festivals and other venues that have probably rejected showing it due to the film's reference to stereotypes. The film has provoked strong discussions when it has been shown, including a screening that Dr. Lindvall attended at the Bristol Animation Festival in England in 1987. A student in a college class once blurted out, "You can't show that, it's racist." That was the beginning of a very meaningful discussion.
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  From Paul Vester's Sunbeam (1980).



  



  Animated films have run into problems for a host of other reasons. Dan McLaughlin, who heads the UCLA animation workshop, made the film God Is Dog Spelled Backwards in 1966. The film shows brief images of paintings and drawings from the history of art including famous nudes. The first problem McLaughlin had with the film was not over the nudes, but over the title. When the film was shown on the Smothers Brothers Summer Show on ABC in 1970, the show's producer refused to show the title of the film.64


  The title also presented problems for Pyramid, the film's distributor. Somebody at the company did not like the title and changed it to Art. McLaughlin says Pyramid had other problems with the film, so they made their own version of it and stopped selling prints of his film. Possibly the nude paintings were a problem, though none is shown for more than a fraction of a second.


  Nudes in films are a serious liability for educational distributors. Their main customers for independently produced films are school libraries. Back in the days when there were large budgets for film acquisitions, distributors sold experimental animation and other works as educational films. They developed teaching guides to show instructors how to get a discussion going about the hidden meaning of the films or how to discuss the techniques used by the artist. The school systems supported film artists, but sales dropped when a nude appeared in a work. In some cases distributors or librarians made cuts. Some prints of Chuck Jones's The Dot and the Line (MGM, an Oscar winner in 1965) have had the image of a nude female statue cut from them, and prints of Ernest Pintoff's The Critic (Oscar winner in 1963) have had a naughty word cut out. Pintoff, for one, says he never authorized any such change. Since the cut was made in the preprint material it was made by the non-theatrical distributor or their film lab.


  One of the strangest stories about nudes concerns an experimental film made by Ben Van Meeder in the 1960s. It showed animated dots and a zeppelin being projected over the breasts of a woman. The film lab Van Meeder took his film to sent the processed film to the FBI instead of returning it to the artist. Apparently they were concerned the footage was pornographic. Van Meeder eventually got his film back. He later went on national television and told Art Linkletter and thousands of viewers about the incident. They joked that his work of art could not be shown on television. He has a kinescope of the interview, and he shows it when he is invited to show his work in person to the public. As for the lab, they went out of business in the early 1970s.


  A National Film Board of Canada (NFB) producer once explained that if one of their award winning films has any nudity in it they can expect sales of the work in the United States to be considerably less than for an NFB film that is free of nude images. One of their films that suffered from this fear of flesh was John Weldon's Oscar-winning Special Delivery (1978). Many schools used to buy National Film Board award winners without hesitation, but a lot did not buy this classic when they found out it had a brief scene in which the mailman is imagined to have gotten drunk, taken off his clothes and passed out. Some film buyers also had problems with the soundtrack saying the mailman had once had an affair with the woman in the film. The film sold well in Canada and was shown several times on Canadian television. In the United States the film had little or no television exposure according to the NFB producer.


  Animated images showing nipples can be a problem on United States television. Director Sybil Del Gaudio and producer Patty Wineapple ran into difficulties with their Animated Women, four half-hour documentaries on four women animators. The series was funded by ITVS, and the program first aired on KQED-TV in San Francisco in January 1995. The episode on Canadian animator Lynn Smith won an Emmy, but the episode on New York animator Ruth Peyser was censored at least twice.65


  The series was shown by 30 to 40 public television stations (PBS). When the Peyser episode was shown on WNYC in New York City at 9:30 P.M. the station scrambled images of nipples. They placed large digital boxes over the offending anatomy, just as stations distort images of people who want to talk to reporters on news shows but do not want to be recognized. They put the digital distortion over two other scenes. One shows an animated woman putting her hand in her panties. Del Gaudio says the censoring of this image called attention to it and implied there was something crude being cut. Actually nothing happens other than the innocent movement of the hand under the elastic of the underwear in Peyser's short Another Great Day. In Peyser's Go to Hell another image was censored. The image shows a woman's buttocks and her urinating out a window onto a man who is urinating on the apartment building she lives in. The station also bleeped out what they felt was offensive language in the soundtrack.


  When Del Gaudio spoke with the station manager he admitted ordering the censorship for fear he could lose his job if there was a complaint about showing nipples. He did not think it was necessary to ask ITVS, who paid for the show, or the producers, who lived in the same city, for permission to censor their work.


  When the same episode was shown on KMPT-TV (channel 32) in San Francisco after 10:00 P.M., the station cut the program before it was over, running a station ID for several minutes to avoid showing the remaining two or three minutes of the documentary. The program was cut when a crowd that has gathered applauds after the woman urinates on the man. Apparently the station had not previewed the show as there was nothing left in the program that would have offended anyone.


  Del Gaudio found that most stations ran the series later in the evening when PBS stations run shows with mature subject matter. Only the Peyser program presented potential censorship problems for station programmers, but apparently some stations decided not to show the series in prime time due to that one show. PBS ran the program in Philadelphia during prime time without censoring anything.


  Del Guadio raises an interesting question about censorship when she points out that there are about 150 affiliate stations in the PBS network and that the show was free for all of them to use as many times as they wished (it is distributed free by satellite). She is trying to understand why only 30 or 40 affiliates bothered to run her free series. What does the decision not to run the series mean? Most PBS stations decided not to put documentaries about Faith Hubley, Joanna Priestley, Ruth Peyser and Lynn Smith on the air. Is this a statement about the country's cultural values? Del Guadio also noted that none of the stations that showed the series ran it a second time, even after one episode won an Emmy.


  Joanna Priestley, one of the four women honored in the Animated Women television series, says that soon after she was given a grant by ITVS to make the short that is included in the program about her, she was asked not to talk to the press about the attack on the National Endowment for the Arts by Congress. She resented being asked to remain quiet as she was upset that Senator Jesse Helms and his supporters were attacking artistic freedom. At that point she decided to make her funded film "spicier as a protest to what he [Helms] was doing."66


  Probably the spiciest film made in the last few years is Mary Newland's Pink Komkommer. He asked eight other world-famous animators (Paul Driessen, Alison Snowden, David Fine, Craig Bartlett, Chris Hinton, Janet Perlman, Sara Petty and Stoyan Dukov) to create their own visual interpretations of what a press release called the "same erotic, yet sleazy soundtrack." Seven created "lurid dreams" and the eighth person created non-erotic visuals. The results are delightful and sometimes humorous.


  Newland wanted the film to be so raunchy that no festival would show it. Instead, it inspired five festivals to give retrospectives of Newland's commercial and independent work, and several other events around the world invited him to show the film.


  This author witnessed a small riot the film caused, when it was shown in 1991 at the Los Angeles Animation Celebration. A woman upset by the work of Newland and his friends kept sharing her thoughts with people sitting around her. When the lights came on the man sitting next to her tried to talk to her about her behavior. Their discussion got really loud, and at last the woman threw the ice from her soda cup into the man's face. It's not clear who threw the first punch, but fists were unquestionably swinging when ushers or members of the audience pulled the two apart. They were escorted separately to the lobby, but they ran into each other again near the popcorn machine and exchanged a few more blows before this violent disturbance over Pink Komkommer ended.


  Newland says he has never had a censorship problem that involved an actual cut. He says television stations in Europe have purchased Pink Komkommer and have shown it without cutting footage. In the United States, television film buyers simply will not buy a film like Pink Komkommer.


  Censorship resulted in a horrible legal experience for one artist. A former UCLA student who does not wish to be identified made a film in the late 1980s about losing her vision after a car accident. The film was shown at a festival in Ann Arbor, and a showing was then invited at a festival in Sacramento.


  In the Sacramento audience was a teen with a history of emotional problems. A few days after the event he started to act strangely and tried to poke out his eye with a fork. A psychologist said his actions were based on his subconscious. The teenager claimed a cartoon in a film show had upset him. He could not recall anything about the cartoon, but his lawyer decided that it was probably shown at the program in Sacramento. Since there were only two animated works in the show and one was on architecture, the UCLA film was singled out as the probable cause of his problems.


  The teenager's mother sued the film student for "causing" her son's problems, even though he had previously tried to attach his hand to a table by sticking a knife through it. The mother obtained a court order banning future showings of the film. The animator had to decline invitations to show her film in several programs that might have been important to her career.


  Eventually a judge ruled that the mother's suit was without merit and the injunction was lifted. The judge, however, had taken a dislike to the film student because, being unable to drive, she had trouble getting to hearings on time. (The court was in Sacramento and the woman lived several hundred miles away in Los Angeles.) She had also missed at least one hearing. The judge called her a scofflaw and ordered her to pay the court costs, which amounted to thousands of dollars. As for the film, it has not been shown since; the artist was too intimidated by the legal action.
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  From Mary Newland's Pink Komkommer (1991).



  



  Another animator who had an upsetting experience is Turkish-born Ayhan Unlu, who was living in Denmark when he was invited to show his first film at the Ismailia Festival in Egypt in 1993. That film, The One Thousand and First Night Fairytale, is about a shoemaker who makes magic shoes for women. When a woman wears the shoes, she becomes filled (for one night only) with an irresistible erotic desire for the craftsman. Each day the man sells a pair of shoes to a different woman, and each night that woman returns to be with him.


  On the one thousand and first night, a woman who has just bought a pair of the shoes is attacked by a gang of men on the way home. She tosses one of the shoes at a man and hits him on the head. That night the man visits the shoemaker, and from that time on the shoemaker creates only men's shoes.


  Islamic fundamentalists in the audience saw the film as an insult to Muslims. The film was set in an Arab country, so the fundamentalists claimed it showed Muslim women as cheap whores. Apparently they were also offended by the homosexual ending. After the film was shown, arguments developed among the fundamentalists and liberals in the audience. The animator was accused of being insensitive to other people's traditions and religion. The event was reported in a daily newspaper by a journalist whose preposterous account suggests he probably was not at the event.
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  From Ayhan Unlu's The One Thousand and First Night Fairytale (1993).



  



  The next day the festival scheduled two special screenings of the film. The quarrel started over again, and a rumor circulated that the Egyptian Minister of Culture was going to ban the work. While the crowd shouted at each other, Unlu made his way to the airport without his film and headed for home.67


  Today Ayhan Unlu teaches at the Animation Workshop in Viborg and is working on an abstract film about time. Though he claims he wasn't scared, he says that the uproar in Egypt was quite disturbing and that he remained upset by the event for some time afterwards.


  



  PROGRAMS OF SHORTS — FROM THE TOURNEE OF ANIMATION TO SICK & TWISTED SHOWS


  One of the great cultural assets for the world of animated film is the work of Prescott Wright, who for 16 years compiled and distributed the Tournée of Animation. The Tournée was founded in Los Angeles in 1965 by Les Goldman, Bill Littlejohn and others as a way for members of ASIFA-Hollywood to see exceptional animation from around the world. The first show was held at the Los Angeles County Museum of Art, and for many years the museum continued to premiere the annual event. When animator David Hilberman, who had founded the animation program at San Francisco State, asked to show the program to his students about 1967, the idea for a traveling package was born. In 1970 Prescott Wright took over the management of the annual program and expanded both the quality of the series and the number of museums and theaters around the United States that exhibited each show. In 1986 rights to the Tournée were sold to Expanded Cinema, who turned the show from a 16mm package to a 35mm program so it could be shown in a larger number of commercial theaters each year.


  The Tournée inspired others to exhibit packages of animated films. The first shows in the late '60s were titled Fantastic Animation Festival, Kinetic Art Series and Film Genesis. They were short-lived and focused on animation as a fine art. When Expanded Cinema took over the Tournée in 1986, the company decided to put together other programs so it could show films that did not fit into the Tournée. Expanded's first non-Tournée packages included the First Animation Celebration and the Festival of Claymation. These were followed by Outrageous Animation in 1988.


  Outrageous Animation was a new departure for the company, which advertised the package as "the wildest cartoons ever." The program stated that the films were for adults only and said they had been "called everything from scandalous and shocking to hilarious and unbelievable." Many of the works in the show were professional-looking and were produced by artists who seemed to be enjoying a departure from their regular type of work. Several of the artists in the program had careers doing television commercials or educational shorts or teaching animation.


  One favorite in the show was Bob Godfrey's Instant Sex. Godfrey teaches animation in England, and his humor is in the style of a sophisticated British humor magazine. In Instant Sex an older and slightly embarrassed man buys cans of Instant Sex in the supermarket. He goes to his room and shuts the door. All we see is the outside of the door to his room, but we hear a can being opened, followed by wild music, sound effects and lighting effects. The man keeps buying more cans, so when we finally see inside his room, he has a stack of cans that reaches to the ceiling. When he is about to open a can in our presence, something happens that causes the pile of cans to collapse. The man is killed, and the can that was in his hand rolls towards the camera. It comes to rest so the side of the can fills the screen, showing a government warning label that reads, "Too much sex can damage your health."


  Several other shorts in the program were done by animators who also appreciated starting with a well-developed script. In Michel Ocelot's Four Wishes (from France), a couple is covered with multiple copies of their sex organs as the result of an injudicious wish. When they use up another wish asking for the organs to go away, they are left with no genitals at all. Their final wish is for their bodies to return to the way they were before they started wishing. The film ends with Saint Martin, who granted them the wishes, saying, "Next time, ask for brains."


  Another well-made short in the show is The Haploid Affair by Dorothy Kaminski and Ken Lidster (from Canada). In it a flock of sperm meet up with a cute egg. After a few penetrate her, she starts to avoid the others and spits out the intruders. The egg says, "Screw that crap, I'm going to have a career," and swims off.


  Looking back at this show, it was not really too outrageous, except for Danny Antonucci's Lupo the Butcher from Canada. Lupo is first seen cutting beef ribs; then he begins to cut off his appendages. He swears with an Italian accent. The final image is his severed head, dripping blood and swearing. On paper it sounds simply gross, but audiences find the character of Lupo quite funny. In the mid-1990s he was cleaned up for a Converse Tennis Shoe commercial in which he chops up a shoe and hits himself in the face with his meat cleaver.


  Reviews of the Outrageous Animation program were mixed. Mick LaSalle in the San Francisco Chronicle hated the whole show except for Bill Plympton's One of Those Days (made right after his Oscar nominated Your Face). He called the rest of the show "childish cynicism and poo-poo-kaka humor. There's no Elmer Fudd joie de vivre. No yabba-dabba-do."68 On the other hand, David Armstrong in the San Francisco Examiner gave the show a three-star review and said it had "some of the rude vitality of the great old Warner Bros. cartoons – and a good deal of the sexual explicitness denied those old favorites from a more cautious age."69


  The importance of Outrageous Animation is that it opened the doors to a new kind of film packaging that could be shown in theaters. The show grossed over a million dollars theatrically and did well in the videotape market. In 1994 Expanded released a second show called Too Outrageous Animation. The show encouraged others to see if they could come up with an even wilder program. 


  Expanded's biggest competitor, Mellow Manor Productions, was founded in 1978 by Craig "Spike" Decker and Mike Gribble. The partners were living in Riverside, California, where they promoted local rock concerts and midnight movie shows. Spike and Mike's first showings of their festival were in La Jolla, Riverside and elsewhere in Southern California. Today their programs are shown in most of the major cities in the United States and Canada.70


  What has separated Mellow Manor from Expanded is the promotion and presentation of shows. Instead of spending most of their advertising budget on newspaper ads, Spike and Mike used to hit the streets and hand out thousands of handbills. Mike, who unfortunately died in 1994, became known for his outrageous clothing, hair colors and unusual beards, as well as his unique emcee style. The partners discovered they could warm up their audiences by tossing out large balloons and other inflatables for the crowd to hit into the air. In the early 1990s Spike discovered that his dog, Scotty, loved to pop and destroy the inflatables. Scotty took to the stage and became Scotty, the Shredding Wonder Dog, dealing death to balloons, love dolls, and inflatable sheep.
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  From Bill Plympton's One of Those Days (1988).


  



  The competition between Mellow Manor and Expanded has made both companies hungry for quality product. The happy result for audiences is that between them, the two companies make most or all of each year's Oscar-nominated and Oscar-winning shorts available, along with other fine work from around the world.


  In 1990 Spike and Mike decided to do Saturday midnight shows. Although they advertised "extra twisted films," most of the program came from their regular show. They added whatever they could find that was offbeat or outrageous. They included Danny Antonucci's Lupo the Butcher, Miles Thompson's scatological cartoon called Dog Pile, Bill Plympton's One of Those Days and a few other unusual shorts. It was not a great show, but it was a start.


  In 1991 they put together their first All Sick and Twisted Festival of Animation. The program promised "some wild and zany films that could never be shown to our 'normal' audience." They promoted Mike Grimshaw's Quiet Please as "the sickest short film ever made," and Spike wrote on the back cover, "Let's face it. It's a sick and twisted society in which we live."


  The first All Sick and Twisted Festival included a few old classics such as Mary Newland's Bambi Meets Godzilla (1962) and John Magnuson's Thank You Mask Man (1968). The highlights of the show included Lupo the Butcher and the theatrical premiere of Mary Newland's Pink Komkommer. Mike Grimshaw's Quiet Please was indeed a sick film, shocking and disgusting. (The grotesque star of the short kills a screaming baby and then shoves it up under its mother's dress.) For laughs the show included Dog Pile and One of Those Days. There were also several outstanding shorts that could have been in the regular family show including Christoph Simon's Hello Dad I'm in Jail, David Anderson's Deadsey (about a person who changes sex) and Nick Park's first Oscar winner, Creature Comforts.


  A film that was easy to overlook in the show was Mike Judge's In Bred Jed's Cartoon. Spike and Mike saw something of value in Judge's early work. They produced In Bred Jed's Cartoon and his next two shorts. His Frog Baseball, featured in the 1992 midnight show of Sick and Twisted, stars two boys with a bat and a frog; the boys are named Beavis and Butt-Head. Spike and Mike's third production with Judge was Peace, Love and Understanding. It premiered in the 1993 Sick and Twisted show, and it, too, stars Beavis and Butt-Head. Spike is listed in the credits for "idea."


  When MTV showed an interest in Judge's work, Spike and Mike held on to the theatrical rights and let Judge and MTV have all other rights. When they gave up their financial interest in the characters, they had no idea that Beavis and Butt-Head would produce millions of dollars worth of income for Judge and MTV.


  Since Spike and Mike founded the sick and twisted genre, they have supported several animators by commissioning works. When they began these shows not many people were making shorts that fit the needs of the program. Now several works are made each year by college students from around the country. Most are made as graduation projects, then sold to Spike and Mike.


  Most of the scatological works that have been purchased for their Sick and Twisted festivals have been amateurish. If the overall quality of the work does not improve, there may come a time when the novelty wears itself out and the shows are replaced by another novelty. At present, however, thousands of people look forward to each year's Sick and Twisted Festival of Animation. They are anxious to see if the new works are as delightfully awful as some of the hits of recent shows including Art School for the Criminally Insane, Hospital Hell with Rick the Dick, Hut Sluts, Lloyd Loses His Lunch, Mutilator, Cocks, and Wrong Hole.


  In case you are wondering, showing sick and twisted films has been a very lucrative business. While people with the company do not talk about box office figures, it is obvious from the packed houses that the grosses (so to speak) are good. The company does not say much about the quality of the show either, but it is worth noting that patrons receive free barf bags as they enter the theater.


  The show is rarely reviewed as critics generally have a rough time watching these programs. Charles Solomon reviewed the 1991 program in the Los Angeles Times and summarized it as "gags about raised middle fingers, urine, feces, blood, other bodily fluids, sex, sexual organs, cadavers, wheelchairs and violence. Unfortunately none is funny." He related the show to high school locker room jokes and found the works by Judge and Grimshaw "juvenile and lame."71


  Better judges of the show may be college students. Reviewing a Sick and Twisted Festival for a term paper assignment, students of animation history at San Francisco State have offered some insight into people's enjoyment of these programs. One person said, "People like to test their tolerances.... It promises to be wild and raunchy. These are cheap thrills and good thrills." Several students said they liked to be shocked. They wanted a change from their daily life and a chance to see something they could not see on television or even in movies. Comments about the show included, "I see the show every time it comes around." "I expected worse." "Boring, very low quality animation." "After a while ... it lost its shock value." A woman observed that the program was for people "who burp and fart in public without saying 'excuse me.'" Another woman wrote, "Not too long ago, the nation's young people would gather together to celebrate life, love and free sex.... (Now they) are gathering together to celebrate death, hate and necropolis.... Why?"


  Mellow Manor has not had censorship problems with the Sick and Twisted program as the company avoids playing cities where trouble might be expected. For example, the program does not play in Cincinnati, Ohio, where the police arrested the director of the city's art museum for showing photographs by Robert Mapplethorpe.


  Mellow Manor hires uniformed security people and makes an effort to police the crowd for problems, including would-be attenders who are under 18. Nevertheless, kids who look 18 or have fake IDs do get in. The company also avoids problems with newspaper advertising by steering clear of outrageous graphics that might attract undue attention to the show. The promoters know that once the young audience hears the show is coming to town, word will spread quickly through the community.


  Not every theater wants to show programs like Sick and Twisted Animation. In 1995 a show of animated classics by Tex Avery and Bob Clampett was banned from the Riverside Community College campus in Riverside, California, evidently because someone found its title, Cartoon Sex and Violence, offensive. When flyers were put up a few days before the program, there were protests, according to the booker of the show. A dean decided to cancel the show rather than risk trouble.


  



  UNCENSORED JAPANESE ANIMATED FEATURES


  One of the more exciting things to happen in animation in recent years is the development of new kinds of animated features in Japan. Many appear to be the work of directors uninhibited by concerns about censorship. More importantly, a few are by intellectually brilliant individuals who make outstanding works based on contemporary and classic Japanese literature. Unfortunately these works have a difficult time finding an audience in the United States among teens and adults who prefer the stereotyped action-adventure Japanese animation features full of sex and violence.


  The Japanese feature is a descendent of the animated films and comics of Dr. Osamu Tezuka (1928-1989). His Phoenix 2772 (1980) is an impressive science fiction feature with a plea for world peace. His best known works in the United States are the television series Astro Boy, which began in 1962, and Kimba the White Lion (aka Jungle Emperor and Jungle Taitei), which began in 1965. His early features dealt with mature erotic themes. They include One Thousand and One Nights (1969), Cleopatra (1970) and other titles.


  Dr. Tezuka and other pioneers of Japanese animation showed the next generation of producers and directors that there was an alternative to the Disney approach. The new directors and producers turned to Japanese comics, classic literature and contemporary science fiction for inspiration. They are working in a culture that appears to have few if any restrictions on what can be shown in theaters. The Japanese have developed an audience for a wide range of animated features, from films with cute animals like Hayao Miyazaki's My Neighbor Totoro (opened in New York in 1993) to works intended for mature audiences interested in seeing intense action, violence and sex. While some of the animated product from Japan is acceptable to people of all ages, there are dozens of films shown in the United States that would have been heavily censored or banned if the Hays Office was still in business.


  Among the better films from Japan that may be of interest to mature adults is Twilight of the Cockroaches by Hiroaki Yoshida (1987, released in the United States in 1990). It is a morality story that suckers the viewer into becoming fond of the animated cockroaches in the first half of the film. These bugs live a good life in an apartment, unaware of the dangers of the world. The main stars have charming personalities, and we enjoy discovering the secrets of their lives. Then the owner of the apartment gets a girlfriend who hates bugs. The total annihilation of our animated bug friends by the live-action human enemy is a powerful experience. The images of death are quite disturbing and call to mind many instances of human genocide. This is not a film that could have been shown during the reign of the Hays Office, and it is unlikely a film like this could be made in the United States today as it does not have any songs, happy endings or characters that would make nice toys to give away at fast food restaurants. Unfortunately, Twilight of the Cockroaches did not make a lot of money in the United States despite excellent reviews.


  Another fine work with a noble purpose is Barefoot Gen (1983). The film confronts the atomic attacks on Japan by following the nightmarish experiences of Gen and his pregnant mother. It is a powerful story of humans trying to survive before and after the bomb was dropped. The concerns are hunger, shelter and medical attention, not patriotism and heroism. Some of the images are gory because Keiji Nakazawa, the author, wants to remind people of the truth about what atomic weapons do. The film is based on his actual experiences. He began telling his tale in a serialized comic in 1973, and eventually the story ran about 2,000 pages long. Fans who know both the comic and the film say the comic book is gorier and more dramatic.72


  A totally different kind of adventure is found in the well-written The Order to Stop Construction (1987, written and directed by Katsuhiro Otomo). This short film, which is included in the compilation feature Neo Tokyo, is a science fiction story about a bureaucrat sent to stop construction on a giant project in a far-off jungle. He is the only human in a world of robots that are programmed to let nothing interfere with their tasks. The film is an excellent psychological adventure as the man struggles to disable the machines.


  Otomo, the director of The Order to Stop Construction, is also the director of Akira (1989). Akira is a remarkable work of art set in a violent Tokyo of the future. It ends with the city of Tokyo being destroyed in an atomic explosion. It is the most popular Japanese animation to date in terms of box office and sales of videotape units.


  The Sensualist (1990, directed by Yukio Abe) is a breathtakingly beautiful work of art based on a seventeenth-century story by Saikaku Ihara. The story is about sexual abandon, debauchery, a beautiful courtesan, a wealthy merchant and a foolish tailor. It is erotic, sensitive and unfortunately still unreleased in the United States. The film was shown at the fourth Los Angeles Animation Celebration in 1991, but United States distribution rights proved prohibitively expensive.


  Sex in The Sensualist and other animated films from Japan is often quite graphic. Many of the films go far beyond the kiss followed by a fade-out. Female breasts are frequently shown, often being touched by men, and discrete images of couples having intercourse are common. Less common are actual images of the penis (especially erect) and graphic depictions of insertion.


  In some of the films popular with the young adult fans of Japanese animation, sex scenes may include strange surprises. In Wicked City (1992, directed by Yoshiaki Kawajiri) a domineering woman seduces a man, then turns into a spider and attempts to devour him.


  Among the better-made films popular with the fans is The Professional: Golgo 13 (1983, opened in New York in 1992, directed by Osamu Dezaki). The film is a cat-and-mouse chase with lots of twists. The cold-blooded hired killer in the film becomes the target of an industrialist who wants him destroyed. The film is almost as much fun as a James Bond adventure, but the visuals of violence and sex are too graphic for American television or the average American film fan.


  The depiction of violence in many of the Japanese features includes bodily fluids, ripped flesh, angry fights, cold-blooded killing, and dramatic explosions. Not all violence in these films is between a hero and an enemy. The Running Man (1987, by Yoshiaki Kawajiri, another short film included in Neo Tokyo) takes place on a twenty-first-century auto raceway. It is an intense race in which the winners and losers drive themselves into oblivion. We see the winner slowly self-destruct. It is a vivid sequence that includes exploding veins and liquefying skin. In Japanese animated features the endings are not always happy and the level of the drama can be intense. Heroes do not always win, and some may be killed during the film.


  A disturbing form of violence that prevents many Americans from becoming fans of these films is sexual violence against women, including ugly rape scenes. Most of the imports popular with the young adult fans exhibit sexist attitudes. Women may be shown as Amazons and killers, but they are also shown as sex objects. News stories in 1996 about sexual harassment at a Japanese auto manufacturing plant in the United States claim sexual harassment of women by their bosses is tolerated in Japan. One news report on the case mentioned that men going to and from work on trains often read "adult pornographic comic books" in mixed company. The subservient image of women and the violence against them in the animated films stems from this traditional view of women in Japanese society. But not all American audiences reject this image. For example, Carl Macek of Streamline Pictures says the sexual content of The Professionals has been criticized by reviewers, but he did not feel the comments hurt the film's box office.73


  Guy Cables of Tara Releasing has been booking Japanese animated features for several years, and he has found that several newspapers will not review or carry advertising for these films. He says part of the problem is that reviewers and editors think all Japanese films are beneath them and are just for kids. Actually, says Cables, the present audience for Japanese animation is mainly young male adults who enjoy the action-adventure films that contain lots of sex and violence. These are the films that do the best box office. When he goes to conventions for fans of Japanese animation, he says, about 80 percent of the people there are young males. (Another friend said that when the fans have parties and dress up the young women often wear sexy low-cut outfits as if they were Playboy bunnies.)74


  Another problem in booking Japanese features is that some papers refuse to review or advertise films not rated by the MPAA. The newspapers want to see the rating so they can be assured they are not promoting something that might offend some of their readers. On the other hand, the art houses, theaters and college film groups that book the films find their audiences are attracted to works not approved by the Hollywood system. To these audiences, the lack of an MPAA rating that means they are going to see something not available on television or at mainstream movie houses.


  Cables points out that when an independent distribution company like Tara goes to sell a feature to a video distributor they sometimes have to have the film rated by the MPAA. The distributor needs the rating as an all-clear signal for stores that do not carry X and NC-17 rated tapes. Thus the theatrical distributor may have to makes cuts in the film when it is being prepared for the video release. Cables says it is worth making the cuts and having the film rated, since thousands of stores in the United States do not carry X-rated material. Nevertheless, a distributor who has gone through the rating process warns it can be a real pain. There is a lot of paperwork and there may be a difficult fight to get the desired rating if the product is a borderline R/NC-17. Furthermore, the service costs a lot, although the charge is on a sliding scale: A small independent company may pay only around $1,000, while a large independent may pay upwards of $5,000, and a major studio will pay even more.


  Although the best of the Japanese animated features represent an entertaining and exciting new type of film, the audience for them is still quite small. When Carl Macek distributed Akira to theaters, it had more bookings than any other animated film ever imported from Japan. Macek says about 90 theaters in the United States were interested in booking it, and the film played two or three times at most of them. All together Akira had about 215 playdates and grossed just under a million dollars. (In comparison, Pixar's 1995 film Toy Story grossed about a million dollars a day in the United States for the first six months of its release.) In video sales, however, Akira made a real profit in the United States, selling over 100,000 tapes.


  



  ROGER RABBIT'S NAUGHTY SECRETS


  Some animators love practical jokes. One form is hiding something personal in a commercial work. One woman who worked on Gumby in the 1980s told this author that she once spelled out the names of her nephews and nieces in toy blocks. Another hid the phrase "Paul is dead" in a television commercial that had a jumble of words flashed on the screen.


  It turns out that when the laser disc edition of Who Framed Roger Rabbit (1988) came out in 1994, people who went through the disc with the single-frame button found three naughty little touches that theater audiences never noticed. The first is near the beginning of the film, when Roger Rabbit is having some trouble on the set of a Baby Herman cartoon. As Baby Herman storms off the set in disgust, he walks under a woman's dress. In the home video or laser disc version, we can see that his hand goes up under the dress as he passes. When he emerges, a finger is extended as he brings his hand down. He has a wicked smile on his face, and his tongue hangs out, suggesting the dirty old baby is quite pleased with himself. A friend who worked on the film says there was never any thought of cutting this sequence as it was one of director Robert Zemeckis's favorite moments.


  In the scene where Bob Hoskins walks into an out-of-order bathroom in Toontown there is a lot of graffiti on the wall. One inscription reads, "For a good time call Allyson Wonderland," which according to Variety is a reference to a brothel that was in business at the time the film was made.75 A friend who worked on the feature says Allyson was not the name of a brothel, but of a production secretary at the studio who got teased a lot. A phone number on the same wall belonged to the head of the Disney Studio, Jeffrey Katzenberg.


  The biggest surprise in the film comes in the scene where Jessica Rabbit is tossed out of a car as it crashes. She spins around, and for three or four frames her legs are apart and we can see up her dress. On the tape of the feature all we see is a dark area, but on the laser disc some detail of the female anatomy can be seen. The press found out about this shot from the Variety article and did their part to promote sales of the disc. They also wondered who put the image there, and how it had escaped notice. Disney refused to comment.


  There is a simple reason why nobody at Disney could explain how the image got into the film. This part of Roger Rabbit was animated in England, and the naughty animator was British. Years later he was working in the United States for a well-known production company when he was interviewed for this book. (He asked not to be identified.) He explained that he drew the images of Jessica's anatomy as a joke. He thought "ink and paint would simplify" the art. He says the fuss over the laser disc caught him by surprise as he had looked at his video copy of the film and could not see anything. ("I can't see the loving detail I put into it!" he lamented.) He then forgot about the scene until it became a news item in 1994.


  For connoisseurs of censored images, the laser disc of Who Framed Roger Rabbit includes a scene cut from the video release of the film, showing a frame of Betty Boop with bare breasts. The sequence was shown in theaters when the film was released and apparently the public never noticed the one frame containing nudity. It is important to note that the film was intended for an adult audience, so a touch of adult humor was acceptable to Touchstone Pictures, the Disney-owned distributor. The film was produced by Steven Spielberg, and the animation director was Richard Williams.


  In Trail Mix-Up, the last Roger Rabbit short (available on a laser disc containing all the Roger Rabbit shorts), a poster appears briefly in the background. People who freeze-frame laser disc images discovered the poster of a sexy woman in a bikini sitting with a chainsaw between her legs. The poster advertises "Rigid Tools." There was talk of recalling the disc and cutting out the image, but since thousands of discs were already in stores, it was too late for a recall.


  Someone who works at Disney says that he expects the secret naughty gags like those found in Roger Rabbit films will "probably not be possible in the future." People who go through films frame-by-frame are making too much of an issue out of these images, he says. As a result, the practice of adding unauthorized jokes and waiting to see if the ink-and-paint department removes them will probably come to an end.


  



  DISNEY BASHING


  
    We find it curious that a group that claims to espouse family values would vote to boycott the world's largest producer of wholesome family entertainment. We question any group that demands that we deprive people of health benefits and we know of no tourist destination in the world that denies admission to people as the Baptists are insisting we do.


    —An excerpt from a statement issued by Disney's public relations department, June 199676

  


  Trouble at Disney always makes exciting copy, and pressure groups who are aware of this fact have taken advantage of the media's interest in unusual stories about the company. In 1993, for example, the American-Arab Anti-Discrimination Committee garnered some media attention when it protested racial slurs in Aladdin (1992). When American Indians objected to their depiction in Pocahontas (1995), the press was there.


  While the objections to Aladdin and Pocahontas did not receive extensive media coverage, protests against Disney by conservative religious groups were treated as a major news story in 1996. That was the year the Southern Baptist Convention voted to boycott Disney. Actually, the Florida Southern Baptist Convention had voted for a Disney boycott in 1995, but that vote did not get national press coverage, so the church voted on the issue again at a larger convention and made sure the press was informed. Somebody did an impressive job of getting the word out, and the story was covered by most papers as well as the national radio and television networks.77


  Before the Baptists' first vote the American Family Association (AFA) had been bashing Disney in its AFA Journal. The association carried stories about the protests against Aladdin and Pocahontas, and complained about images "hidden" in Disney animated films, including a tower on the videotape box of Little Mermaid (1989) that resembles a phallus. Slightly less phallic-looking spires are on the Aladdin video package cover. The AFA claimed that The Lion King (1994) has the word "sex" written in the sands of the desert somewhere in the film, and that The Little Mermaid shows a priest becoming noticeably aroused while presiding over a wedding. The association also got upset that in Pocahontas "Disney censored out the historical fact that the heroine in the story converted from paganism to Christianity." Of course, Disney publicity never claimed the movie was historically accurate.


  The AFA's search for naughty things hidden in Disney animated films resulted in the announcement of a major find on January 12, 1996. The headline on the press release reads, "Disney Blasted for Using the 'F' Word in Donald Duck Cartoon." Anybody who can understand anything Donald Duck says is a formidable linguist, but the Reverend Donald Wildmon, president of the AFA, says the offending word is in Clock Cleaners. He notes that he did not believe the story until he listened to the duck's dialogue in the short. Wildmon claims that Donald says, "Fuck you" to the clock when it comes to life and begins to taunt him. Wildmon calls this discovery "the latest in a growing list of anti-family incidents by the company that has long been a stalwart of family entertainment." The press release does not bother to note that the cartoon was made in 1937 and for almost 60 years nobody reported hearing the f-word in the film.


  The anti-Disney literature has uncovered a few interesting facts about the animated films, but mixed in with these amusing little stories is the real reason for the boycott: homophobia. The Christian right is upset that Disney established a company policy extending insurance benefits to the live-in partners of homosexual employees. Disney has also allowed "homosexual celebrations" in the theme parks, which means they allow gay groups to hold events in the park just as they allow other social, religious, and civic groups to do.


  As further evidence that Disney is pro-homosexual, the AFA claims that two animal characters in The Lion King are gay. The September 1994 issue of the AFA Journal announced, "Two actors who spoke for the characters Timon and Pumbaa in The Lion King claim their characters were the first homosexual Disney characters ever to come to the screen." The January 1995 AFA Journal announced that the two homosexual characters would be included in the Lion King television cartoon series.


  The list of complaints against Disney also includes charges that its publishing arm, Hyperion Press, has published books about gay culture; that Disney has taken out ads in homosexual publications; that Michael Eisner is quoted as saying he thinks 40 percent of Disney's 63,000 employees are homosexual; that Disney hired a convicted child molester to direct the movie Powder; and that Disney ended a 17-year-old traditional Christian Christmas display and replaced it with a secular "tropical Santa" display. The list of complaints also includes the broadcast of objectionable shows on Disney-owned ABC-TV (Dana Carvey is at the top of that list); the hiring of Martin Scorsese to direct films (he directed The Last Temptation of Christ, a film several religious groups boycotted); and the fact that a Disney-owned company made the "anti-Catholic" movie Priest. The AFA also called Kids, a film distributed by a Disney-owned company, "nihilistic pornography," and complained that Jefferson in Paris, distributed by a Disney-owned company, is reported to "speculate that Thomas Jefferson fathered children by a 13-year-old slave." It has even been claimed that the phone number Tim Allen gets from his wife in The Santa Clause is actually the number of a phone sex service!


  A man who works in the public relations department at Disney says, "People lie in wait for us." He suggests that there are too many people who have nothing better to do with their lives than to study Disney films with the hopes of finding something that they can use to embarrass the company.


  The AFA has built a strong organization, and its followers not only give generously but apparently are quite active in following the AFA's instructions to write letters of complaint. The AFA has attacked several national chains that retail magazines the association considers pornographic (such as Playboy and Penthouse). It has threatened boycotts of sponsors who advertise on television shows the AFA finds objectionable. The shows are reviewed in the AFA Journal, and the names and addresses of sponsors are on the pages that feature the reviews. Research shows that the AFA has won some of its battles and lost others.78


  The Southern Baptists and the AFA are not the only groups critical of Disney at the present. An example of true extremism is the viewpoint of Joseph R. Chambers, who writes for The End Times (published by Paw Creek Ministries in Charlotte, North Carolina). According to Chambers, The Lion King and the toys relating to the film are part of a conspiracy to brainwash the youth of America into believing in voodoo. He describes the feature as "a picture of a pagan society ... acted out in the panorama of idolatry and pagan bondages. The struggle between good and bad is a classic occultic picture of black and white magic. Even the relationship of the king and his evil brother draws attention to the pagan suggestion that Jesus and Satan were brothers...." Chambers cites the appearance of a baboon shaman who uses the methods of witchdoctors and the references to the worship of a sun god as further proof for his thesis. He does not suggest a boycott of Disney, but he does warn that "almost every toy, television series, comic books [sic] or items [sic] targeted for the young generation is steeped in occultic practices and psychic phenomenon [sic]." For people wanting more information, Chambers offers a booklet called "Rebuilding the Foundation of Your Home," which "exposes the dangers of The Lion King, Barney, Cabbage Patch Dolls, Mighty Morphin Power Rangers."79


  



  HOAXES


  In February 1996 a student informed this author that there was an organized boycott of Toy Story (1995) by the AFA because Woody, the name of the film's star, is a slang term for the penis, and Buzz, the name of the co-star, is a drug term. She ran back to her dorm and brought to class the weekly newspaper that had printed the story. The author of the article reported that the information had come from a gay weekly, which had taken it from the Internet.


  Although the student believed that there was a real boycott of Toy Story, a quick call to Pixar revealed the story was a hoax that somebody had started with a letter published on the Internet. The American Family Association had issued a memo denying that it had written the letter or that it had ever called for a boycott of the film.


  The hoax letter, dated December 5, 1995, claims to be from Donald Wildmon of the AFA. It calls Toy Story "obscene pornography disguised as 'family entertainment.'" The letter mentions that the names of the film's stars are a sexual and a drug reference and that the film includes "a sex-obsessed talking potato, a sex-obsessed Bo Peep doll who cannot keep her hands (or lips) off ‘Woody,’ and an Etch-a-Sketch whose 'knobs' must be 'adjusted' to produce results." Finally, the letter asks people to boycott the film.


  The AFA memo says there are several errors in the letter. First, it gives the wrong website address for the AFA. It mentions an article about Toy Story in the December issue of the AFA Journal, but there was no December issue and the November/December combined issue did not discuss Toy Story. Other errors are pointed out, and the memo states the AFA never called for a boycott of Toy Story.


  In fact, the AFA has said positive things about the feature. The July 1996 AFA Journal has an article about people going to good films at the box office, and it lists Toy Story as one of several films that "brought a broad audience of moral Americans back to local theaters."


  Nobody knows where the hoax letter came from. A man with Disney's publicity department says the hoax was probably created "by people on the Internet with too much time on their hands."


  The trouble with hoaxes is that many people believe them. Some are funny and harmless, while others can do damage to the reputations of the parties mentioned. The Toy Story hoax did not do much damage to Disney as the film grossed about a million a day for the first six months of release, both at home and abroad, making it one of the most successful animated features of all time. A questionable biography that has damaged the reputation of the late Walt Disney is Marc Eliot's book Walt Disney, Hollywood's Dark Prince. Millions of people now believe Disney was an FBI spy, and the fabrications in this book may be believed by people in future centuries. Eliot falsely reported the content of FBI documents to weave his yarn about Disney and the FBI. For example a newspaper article in Disney's FBI file dated November 10, 1940, states that Disney was in Washington, D.C., for a two-day visit to see the sights. Eliot reports:


  
    On November 10, 1940, Disney apparently struck the following deal with the Bureau. It appears that in exchange for its continuing assistance in his personal search to find out the truth of his parentage, Walt agreed to assist Hoover's crusade against the spread of communism in Hollywood by becoming an official informant of the FBI.

  


  Nothing in the FBI file suggests that any of this information is true.


  Eliot claims to know for certain of two tasks Disney undertook as a spy: to fly to New York City in 1943 and 1944 to attend left-wing cultural events. Eliot says Disney then returned to Los Angeles each time and wrote reports on the events for the FBI. While it was clear Disney donated money to the events and was listed as a "sponsor," nowhere in the file, which includes news clip-pings, advertisements and two FBI reports about the events in New York, does it say Disney attended either event. The FBI reports were filed in New York, not in Los Angeles, and the authors' names are blacked out so we do not know who filed them. It would not have made sense for Disney to attend the events, as he would not have recognized who was in the audience. The FBI had more than enough people available in New York to spy on the crowds.


  Another distortion of the truth in Eliot's book is his statement that Disney traveled to an event in Reno and gave an "impassioned" speech. The FBI file says Mary Pickford read a telegram sent by Disney to the Reno event. Eliot quotes what he claims to be part of the speech, but actually he quotes the entire telegram!


  On January 12, 1955, the FBI made Walt Disney a Special Agent in Charge-Contact (SAC-Contact), which means he was recognized as an unpaid reference person that they could trust and call upon for information. Eliot calls the position a promotion for Disney and claims (but offers no proof or examples) that other spies reported to Disney once he became an SAC-Contact. As a friend of the FBI he did meet with the organization on a few occasions. He made a four-part newsreel about the FBI for the Mickey Mouse Club, and he once discussed making a film with their help about child molesters. He probably provided them information from his company's employment records, probably answered general questions about subjects that he was an expert on and possibly suggested where they might go to find information about questions he could not answer. There is no reason to believe Walt Disney ever knew he was called an SAC-Contact. It was simply an in-house designation that the FBI used to designate trusted friends, according to news stories that came out after Eliot's book was published.80


  Can a hoax be good, clean, honest fun and not something that is damaging? In 1987 Re/Search published a book called Pranks! that covers various mischievous acts by artists and other assorted characters including Timothy Leary, Paul Krassner, Jello Biafra, John Waters, John Cale and dozens of other individuals. One group in San Francisco that has been inspired by the book is the Cacophony Society, a fun-loving group that does unusual things like dressing up in formal attire for an unauthorized guided tour of storm sewers, or celebrating somebody's birthday on the Golden Gate Bridge. In 1991 they held an organizational meeting and developed a secret plan for a prank that might fool the press and the public.


  In June 1991, the media received a press release from C.A.F.E., the Coalition Against Fantasia's Exhibition. It announced "a protest demonstration outside the Castro Theater in San Francisco on Sunday, July 7, at around 3:30 P.M." The press release gave the names of the groups joining in the protest and attached was the front page of SPASM Bulletin #5 dated Summer 1991. The bulletin explained that SPASM stands for Sensitive Parents Against Scary Movies, and the front page included an article on the upcoming protest. Both pages listed Dwayne Newtron as the person to call for more information.81


  On Wednesday, July 3, the San Francisco Chronicle reported that the demonstration was planned for Sunday and that Dwayne Newtron was a 32-year old paralegal, who "became outraged about the film when he took his 6-year-old daughter to see it not long ago." The Chronicle went on:


  
    The kid was terrified by the "Night on Bald Mountain" sequence, and Newtron was mighty offended himself. He found people who objected to almost everything in the movie: references to dancing mushrooms and opium poppies upset foes of drugs; a group called Dieters United were furious at the dancing hippos and elephant ballerinas; naked Cupids angered fundamentalists, who also didn't like a sequence on evolution and supposed satanic glorification. Minority, feminist and gay and lesbian groups were said to be angry at "the color-coordinated, stereotypical heterosexual centaurs" in one sequence.

  


  On Monday, July 8, Martin Snapp in the Oakland Tribute called the event the "Politically Correct Demonstration of the Year." He reported how each group that showed up had had an ax to grind. He mentioned that the Bay Area Drought Relief Alliance Party (B.A.D.R.A.P) "objects to Mickey Mouse wasting water in the 'Sorcerer's Apprentice' sequence...." Also mentioned were The Bay Area Say No to Drugs Committee, Dieters United and Sensitive Parents Against Scary Movies. Actually, all these groups were created by the Cacophony Society, but Snapp was apparently taken in. "Are these people serious?" he wrote. "Well, yes and no. I checked them out, and these are all bona fide groups. But they're not above using a little political theater to make a serious point. 'None of you people in the media gave me the time of day when I played it straight' says Gardenia Gorlick of Dieters United. 'If this is what it takes to get your attention, I'll do it.’”


  While the Cacophony members were satisfied with what they had accomplished, they were not ready for what happened next. The August 12, 1991, issue of Time reported, "In San Francisco last month, a motley flock turned out to picket the classic Disney movie Fantasia. One man complained that the spooky Night on Bald Mountain scene had terrified his child.... Only Fantasia conductor Leopold Stokowski escaped chastisement, perhaps because he was dead." Each group in the demonstration was mentioned in Time.82


  The article in Time resulted in more articles about the protest. A column on the subject by David Grimes noted that California was "on the cutting edge of the censorship fad." That column was carried by the New York Times wire service and appeared in newspapers across the United States and even in The News, published in Mexico City.83


  On April Fool's Day, 1992, the Wall Street Journal ran "They'll Ask the Humane Society to Picket Beauty and the Beast" by Carrie Doland. She wrote, "Many protest groups in this city claim the media don't take them seriously. But one group is gloating over its widespread credibility...." She then explained how no more than fifteen protesters and as few as six had organized the protests against Fantasia and how "the protests were politically correct so a number of papers gave them coverage." She told how Peter Doty, "assistant janitor" for an acting company, explained how he had created the prank. She quotes him as saying, "We were talking ridiculous arguments and making them appear legitimate. It was fun."


  Doland contacted the newspaper writers who had been taken in by the protest. She later told Doty that a reporter for the Washington Post had responded, "All I know is what I read in Time." A San Francisco Examiner writer told his readers on April 1, 1992, that he had fallen for a hoax, and he explained what had happened.


  When Doty was interviewed about his prank for this book, he said he targeted Disney because the studio is easy prey for groups seeking publicity. He said he and his friends had actually tried four times to get publicity for their causes and that only one demonstration was really successful. They had picketed the Castro twice; it was on the second time that they got local television and newspaper coverage. Doty adds that when the media were present the crowd got angry at the "protestors" and shouted pro-Disney comments. The group also picketed a Blockbuster store later in the year for selling tapes of Fantasia, as well as the U.C. Theater in Berkeley for showing the feature one night.


  Doty said one of the big surprises to him was seeing the Time article as he had assumed Time believed in accurate journalism and always checked their facts. He had sent them a press release with his phone number on it, but they never bothered to call him.


  4. Censoring Animation on Television


  



  It's no secret that some television shows try to titillate and shock to attract viewers. NYPD Blue is famous for frontal nudity, Roseanne Arnold got lots of publicity when she kissed another woman and Bart Simpson was the first animated star to say "damn" and "hell" and to expose his behind on television. The people behind the scenes who determine how far these shows can go are the Standards and Practices departments. (Broadcast Standards and Practices, or BS&P, is the original term for television censors and it denotes they work for broadcast stations. When cable came along — a non-broadcast form of sending out information — the cable censorship departments became known as Standards and Practices, or S&P.) This rarely mentioned area of the industry plays an important role in the constant reshaping of American popular culture. Some of their decisions are intelligent and logical, while others tend to be absurd and even outrageous. They are the industry's judges and they have the power to ban works.


  



  A JUSTIFICATION FOR TELEVISION CENSORSHIP


  The power invested in BS&P departments comes from rules that were established in 1952 in The TV Code of Standards of the National Association of Radio and Television Broadcasters (NARTB),1 These are regulations designed to safeguard the public against objectionable material. It is the responsibility of BS&P to keep broadcasters out of trouble while letting producers of shows come as close as possible to creating the kinds of entertainment they think their audiences want to see. It's their job to watch over every talk show, game show, situation comedy, drama, commercial and everything else on television except live news stories.


  The preamble of The Television Code is quite clear about the industry's responsibility for content. First it establishes that the television audience "is primarily a home audience, and consequently ... television's relationship to the viewers is that between guest and host." It goes on to say that "by law the television broadcaster is responsible for the programming of his station. He, however, is obligated to bring his positive responsibility for excellence and good taste in programming to bear upon all who have a hand in the production of programs."


  The preamble notes that programs for children need extra care "for decency and decorum in production as well as the highest standards of respect for the American home." Hinting at the value of pressure groups, the final paragraph suggests that "parents in particular ... be urged to see to it that out of the richness of television fare, the best programs are brought to the attention of their children."


  Most of the censorship rules are contained in the section on "acceptability of program material." To be avoided, according to these rules, are objectionable language (including slang words); attacks on religion and religious faiths; casual treatment of divorce and marriage; depictions of illicit sex or the administration of illegal drugs; positive depictions of drunkenness or narcotic addiction (consumption of liquor is to be de-emphasized overall); depictions of gambling devices, fortune-telling, astrology, phrenology, palm-reading, and numerology except when required by the plot; ridicule of people with physical or mental problems; gratuitous horror; and negative depictions of law enforcement. Criminality must be shown in "undesirable and unsympathetic" ways. Showing suicide as an acceptable solution for human problems is prohibited. Exposition of sex crimes has to be avoided along with "the presentation of cruelty, greed and selfishness as worthy motivations." There are also rules regarding the presentation of simulated news programs or of professional advice by legal, medical and other experts. Any use of animals in any program must meet accepted standards of humane treatment. Crime techniques are not to be shown "in such detail as to invite imitation."


  The code's discussion of "decency and decorum" is brief, but to the point. To be avoided are any costumes that could embarrass or offend home viewers; lewd movements by actors and dancers; camera shots that "emphasize anatomical details indecently"; and offensive depictions of any race or nationality. The showing of "locations closely associated with sexual life or with sexual sin must be governed by good taste and delicacy."


  There are also sections on the treatment of news and public events, the presentation of advertising and the acceptability of advertisers and products. (Interestingly, what we now call "infomercials" were forbidden by the 1952 code.) The last section outlaws advertisements for hard liquor, gambling, fortune-telling and related practices, and ads that make questionable claims. There are sections concerning contests (lotteries are forbidden), premiums and offers. Finally the code covers basic concerns to the management of stations including rates, the code review board, and so on. The rules have been modified several times; for instance, tobacco products were later added to the list of things one cannot advertise on television.


  The code is quite clear about broadcasters' responsibility towards children:


  
    Television is responsible for insuring that programs of all sorts which occur during the times of day when children may normally be expected to have the opportunity of viewing television shall exercise care in the following regards:


    a. In affording opportunities for cultural growth as well as for wholesome entertainment.


    b. In developing programs to foster and promote the commonly accepted moral, social and ethical ideals characteristic of American life.


    c. In reflecting respect for parents, for honorable behavior, and for constituted authorities of the American community.


    d. In eliminating references to kidnapping of children or threats of kidnapping.


    e. In avoiding material which is excessively violent or would create morbid suspense, or other undesirable reactions in children.


    f. In exercising particular restraint and care in crime or mystery episodes involving children or minors.

  


  



  FCC VS. PACIFICA FOUNDATION


  Television's responsibility to censor material was tested in courts of law in the 1970s. The case known as Federal Communications Commission (FCC) vs. Pacifica Foundation began on October 30, 1973, when WBAI, a Pacifica Foundation FM station in New York City, aired a George Carlin comedy routine in the afternoon. The recorded monologue, known as "Filthy Words," includes Carlin repeatedly uttering seven words he claimed could not be spoken on television: fuck, shit, motherfucker, cocksucker, piss, cunt, and tits. Before airing the routine, the station warned listeners that anyone who might find the broadcast offensive should change stations for the next 15 minutes.2


  The FCC received one complaint about the show from a man who heard the Carlin monologue while riding in his car with his son. The FCC acted on the complaint and informed the station that it was in violation of FCC rules regarding the broadcast of indecent material during hours when children might be listening to the station.


  The decision was appealed by the Pacifica Foundation and argued before the U.S. Court of Appeals in Washington, D.C. The court ruled in favor of the station on March 16, 1977, stating that to ban the broadcast of "Filthy Words" was an infringement of the station's free speech.


  The FCC appealed the ruling, and the case was heard by the Supreme Court on April 18 and 19, 1978. On July 3 the court overturned the Court of Appeals decision. Pacifica asked for a rehearing, a request denied on October 2, 1978.


  The Supreme Court ruled that the monologue was indecent as broadcast and that the FCC was not forbidden to ask stations to censor material. That right was given to the FCC in the Federal Communications Act of 1934. The court also said the FCC was correct to declare the broadcast indecent and that its decision did not violate the broadcaster's First Amendment rights to free speech. The court noted that the material could be broadcast in the late evening when children were not likely to be listening.


  The importance of this case is that it establishes a station's responsibility to police material aired during hours when kids might be listening or watching. The court decided that protecting children is more important than protecting free speech.


  



  CENSORING THE PAST


  In the press, the first serious discussions about censoring animation on television were articles in the Hollywood Reporter (1957) and TV Guide (January 4, 1958). Both articles were about Walter Lantz syndicating 52 of his old theatrical cartoons on television. Lantz said he had to cut 25 sequences for a variety of reasons including tipsy horses, tobacco-spitting grasshoppers, neurotic birds and images of African Americans.3


  The neurotic bird was Woody Woodpecker in his first film, Knock Knock (1940). In the film he acts crazy and eventually is taken away by even nuttier birds. Apparently the advertising agency Lantz was working with was aware of the NARTB Code restrictions against ridicule of people with mental or physical problems. Lantz told the Hollywood Reporter, "When we got through cutting this one, what was left didn't make much sense." Disney animator Mark Kausler told this author, "They just lopped off the original ending which shows Woody going crazy and being taken away in a straitjacket."


  Lantz had to cut out all references to drinking. In one cartoon a horse gets tipsy from drinking cider in a bucket. Lantz said that the drinking scene was cut, so although viewers saw a groggy horse trying to walk a tightrope, they did not have a clue as to why he was groggy.


  Images of African Americans were omitted from the package. Lantz was considering including several of the Swing Symphonies in the series. The eight that featured black characters were automatically omitted even though Lantz told the Hollywood Reporter, "We never offended or degraded the colored race and they were all top musical cartoons, too." He also told the paper that Abou Ben Boogie was cut from the package because the dancer in it was too risque for television: "It showed a little harem girl wriggling her hips."


  Lantz had a simple explanation for the cuts: "The (advertising) agency reasoning was that if there was a question at all on a scene, why leave it in? It might cause some group or other to bring pressure, and if there's one thing the sponsor doesn't want, it's to make enemies."


  For years fans have complained that Disney cartoons are censored when shown on television. An impressive and fairly comprehensive "Compilation of Lopped, Cropped, or Chopped Cartoons" from the Disney Studios appeared in Persistence of Vision.4 It was also posted on the Internet. The list included about 90 cartoons that had been cut in some way and specified what was cut, what might be cut in the future, the original running time of the cartoon and the edited running time.


  Cartoons were cut for showing characters smoking; guns being aimed at people or going off; bad guys displaying guns, knives and other weapons in a threatening manner including an Arab attacking with a sword; and racial stereotypes of African Americans, Chinese, Japanese, Mexicans, Irish and American Indians. Blackface gags were also cut, including a bust of Napoleon covered with soot so he looked like he was in blackface. A shot of Goofy with his mouth full of cold pills was cut along with images of people lighting fires, a cat drinking liquor, Donald spanking a penguin, Pluto drowning and Donald attempting to commit suicide. Most of the cartoons on the list have less than 20 or 30 seconds of footage cut from them, but a few have had over a minute removed.


  Disney's World War II propaganda films are never shown. Disney refuses to let the public see these films with strong anti-German and anti-Japanese messages. The Spirit of '43, Education for Death: The Making of a Nazi (1943), Victory Through Air Power (1943), Reason and Emotion (1943) and other films from the period are important historical documents. While they are not appropriate as family entertainment, they do belong on shows covering the history of the war. They are remarkable and powerful films and capture the patriotic zeal of the United States during a time of crisis.


  War cartoons from other studios have survived and are shown on television from time to time, but the virulent stereotypes seen in the Disney shorts are not to be found in these films. In 1995 the Arts and Entertainment cable network ran Cartoons Go to War, a documentary on World War II propaganda cartoons that included sections of rediscovered Hook cartoons made by Warner Bros. and Lantz for the navy. According to a consultant for the show, the producers were afraid to show clips from the stronger propaganda cartoons for fear they might offend somebody. They played it safe and used only nice images. Unfortunately this kind of doctoring of the record distorts the public's image of wartime propaganda, and the show was extremely bland as a result of the network's decision.5


  One Bugs Bunny cartoon from the war that has remained in circulation is Friz Freleng's Bugs Bunny Nips the Nips (1942). This cartoon caused trouble for MGM-UA after its 1993 release on videotape. Early in 1995 a Japanese American complained that the cartoon was offensive. Of course it is offensive. It was made, at a time of inflamed passions, to be insulting to a wartime enemy. How should a viewer react today to a cartoon that has Bugs handing out grenades concealed inside ice cream bars? He says things like, "Here's one for you, monkey-face" and "Here you go, slant-eyes" to Japanese soldiers. Should society exorcise these ugly racist reminders of the past, or should the films be released uncensored with a warning that they are historical documents that contain offensive passages? About 8,000 copies of the tape were sold before somebody complained. The company decided in February 1995 to recall the remaining copies in stores.6


  Uncensored cartoons from Warner Bros., MGM and other studios have been released to television networks and individual stations over the years. In some cases racist cartoons have been included in packages even though it is unlikely any station will ever show them. The distributors have simply left it up to each station's S&P staff to decide what to do with the films.


  Mark Kausler, a Disney animator who is one of the most knowledgeable animation historians in the country, raises a very serious question about how our society should handle cartoons with images now widely seen as offensive. He asks, "When did we decide to allow our film heritage to be chopped up and hidden away from us for the 'public good' and 'political correctness?' I'm not surprised by this, only saddened. People ultimately don't gain rights when history is altered or censored, they lose them. I'm afraid if this trend continues, we will lose still more of our cartoon heritage because these 'offensive' films won't be preserved."7


  Some of our film heritage is already lost through suppression of works that do not fill the needs of standard film libraries or do not fit into theme packages of video and laser disc releases. Most of the films discussed in this book cannot be shown on television, and movie theaters rarely run programs of short films. The only major program of "politically incorrect" cartoons to be show in recent years was a four-part series shown in New York City in 1995 at the Film Forum. This series provided no more than a few hundred people with some knowledge of how the content of cartoons has changed.


  Mark Kausler is correct to warn that parts of American culture are slowly disappearing. This book is published on archival paper so it may last for hundreds of years, but 16mm and 35mm films are manufactured with materials that are far less permanent. Some color film stocks fade within a decade or two, and other materials used to manufacture film are likewise subject to deterioration. Eventually video tapes and laser discs will self-destruct, and existing prints of old films will become too fragile to be shown. People in upcoming centuries will be able to see only glimpses of the incredible animation created in the twentieth century. There may come a day when all that is left of the art form are a few tenth- or one hundredth-generation copies of a few selected works.


  



  A FRANK TALK WITH A CENSOR


  Paul Mular, who is the head of BS&P at KOFY-TV (Channel 20) in San Francisco, and his assistant watch everything before it is broadcast. It does not matter if a film has been shown on television before; it must be inspected for objectionable material. Mular and his assistant also indicate where breaks for commercials should occur, and they may cut material out of programs so the show fits perfectly into the allotted time slot.


  The station has only a few formal guidelines about what should be considered in bad taste. When a problem arises that is not covered in the guidelines, the station trusts Mular to make the correct decision. He sometimes leaves marginal images or words in a show and waits to see if anybody complains. He is instructed to take out objectionable slang words unless they are important to the plot's development. "Fuck" and "shit" are always removed, as are most vulgar words referring to men and women. When Mular finds the unacceptable word "asshole," he generally cuts out the second part of the word so only "ass" can be heard. He says cable stations often leave these words in if the program is shown during adult viewing hours and is accompanied by a notice telling viewers that the show may contain objectionable language and images.


  Questionable words do show up in cartoon shows. In 1995, while inspecting a show called Two Stupid Dogs, Mular discovered a voice actor was trying to sneak "fuck" and other unacceptable words into the show. The actor was playing with similar-sounding words and said, "cookies, cookies, fruckies, nuckies, fuckies, fruckies." Mular called Hanna-Barbera, who made the show, and suggested they warn other stations that had prints of the program to inspect their prints and make the necessary cuts.8


  Once Mular got several complaints about an obscene word that people claimed they heard. He had actually cut it, but people noticed the lip movements and thought they had heard the word. Recently he has experimented with a process that redubs offensive words at a lower volume so there is less emphasis on the words. NBC has used a different process that runs the word backwards. "They go by so quickly that they almost sound normal, but the words are gibberish," says Mular.


  Most television stations have a policy of not showing racial stereotypes in cartoons or live-action films. They cut out offensive sequences, or if there is too much to cut, they refuse to show the work at all. Most of the animated images cut are of blacks and (in World War II-era cartoons) Asians. Racial epithets are also removed unless they are part of the context of the plot. For example, derogatory words might be left in a feature or documentary if they were necessary to demonstrate prejudice.


  Mular believes objections to racial images in classic cartoons and other films from the past come and go in cycles. A series of complaints occurred in 1989 after the local media carried a story about the Longs drugstore chain selling video tapes that included racially offensive cartoons. Shortly after the story broke, Mular got calls about the cartoons shown on KOFY-TV. One viewer objected to an MGM cartoon with a brown horse in it. Mular pointed out that the horse was in a race with blue, yellow, purple and other colored horses and that no racial reference was intended by the animators. As for the tapes, Longs and other stores pulled them from their shelves. Today, tapes including racial stereotypes of African Americans are once again available.9


  A recent cut Mular made to an animated show was in the opening of a made-for-television series. Each show opened with a suggestion that kids watch with their talking Toby Terrier (a doll that depicts the star of the show). The station decided the mention of the toy was a subtle ad, which violated federal guidelines that demand advertising be separated from the program. The station felt it could be fined for running a brief mention of the toy in the show opening.


  Other stations that carry this show may not cut the opening, but Mular defends his station's decision. He says it is not uncommon for local censors to play it safe by making cuts to new shows. NBC executives have even ordered cuts in Saturday Night Live after it has aired on the East Coast, but before it airs three hours later on the West Coast. Linda Simensky, a former producer with the Nickelodeon channel, says Nickelodeon and MTV have also prevented people on the West Coast from hearing offensive words that got broadcast on the East Coast by mistake. When this happens the engineer lowers the sound at the correct moment. Later the tape will be censored so the incident does not happen again.


  Mular has recently started to provide the station with two prints of questionable cartoons. One is censored for daytime use and the other print is complete or nearly complete for evening use when young kids are supposed to be in bed. One film available in two versions is Bob Clampett's An Itch in Time (1943). In 1996 somebody called the station and complained about the ending in which a cat declares, "Now I've seen everything," then shoots itself in the head. This is a stock joke in Warner Bros. cartoons that was used several times over the years. Rather than censor every cartoon that contains this joke, Mular decided to show the cartoons and wait to see if people complain. The not-so funny joke has been shown on television thousands of times without complaints.10


  



  ANCIENT CENSORSHIP STORIES


  Television began as a very conservative industry. In the 1950s words like pregnant, virgin and cat house could not be said on radio or television. Several subjects were taboo, including sex, divorce, drugs and alcoholism. Executives expected shows to have happy endings and police dramas to show that crime does not pay.


  When it came to animation, people in the industry knew what was expected of them, so they practiced self-censorship. There were no censorship rules at first, according to David Hilberman, who animated television commercials in the late 1940s. He says that when somebody complained, a rule would be created. Rules developed after the fact. For example, if somebody complained about a dress showing too much cleavage, animators would avoid depicting ample breasts in the future.11


  Sam Singer, who worked for Disney and other Hollywood studios in the 1930s, moved to Chicago in the late forties and worked on a television show called Uncle Mistletoe (1948-1952), illustrating stories that were told to kids. He drew about 200 illustrations a day on acetate sheets which were projected using three overhead projectors and three screens. Three television cameras would be focused on the three screens so the person in the control room could switch from one screen to the next as the story advanced. By switching quickly from the first screen to the second and then to the third, a primitive form of animation was achieved. The movement might be a hand being raised or some other basic action.12


  Singer remembers one story they did that had to be changed the second time they presented it. In the story a fox lived close to an airport and had trouble sleeping because of the noise. The fox put peas in his ears to block out the sound of airplanes. Parents called the station and complained kids were putting peas in their ears after having seen the fox do that. Singer was one of the first people to discover a basic rule of television censorship: Do not show anything dangerous that a child might imitate. Singer went on in television to create some of the first animated series, including the beautifully drawn Paddy the Pelican shows (1957), The Adventures of Pow-Wow for the Captain Kangaroo show (1957-1960), Bucky and Pepito (1958), Courageous Cat (1960) and Adventures of Sinbad, Jr. (1965).


  Another television pioneer who liked to recall his early experiences in the medium was Bob Clampett. One of his favorite stories is about slipping something past the television censors. In the days when Beany and Cecil were broadcast live on Time for Beany, a daily 15-minute hand puppet show (1949-1958), Cecil used to sing on the program. Clampett says that every night, Cecil would say, "music my-ass-tro, please," and nobody every complained."13


  When Clampett did an animated version of Beany and Cecil (1962-1967), an episode in which the villain Honest John was selling cheese from the moon had to modified. Honest John's packages of cheese were marked "Krafty." ABC decided Kraft Foods might sue the network for using a name similar to their trademark, so Clampett had to remove the name from the show.14


  The first animated show that really challenged the industry's standards was J. Ward and Bill Scott's Rocky and His Friends, which premiered on the ABC network on November 19,1959. The show later aired as The Bullwinkle Show. Ward and Scott loved to poke fun at the real world. In "Jet Fuel Formula," the first story, they poke fun at congressmen, rocket scientists, Russian spies, show business in Las Vegas and other subjects that were in the news in the late 1950s. Charles Ulrich, the editor of the unofficial J. Ward newsletter, says if you look closely you can see a book on the shelf of the Moonmen's cabin is titled Sex on Planet X.15


  The second Rocky and His Friends story was "Box Top Robbery," which had Boris and Natasha trying to corner the market in box-top prizes. Their method was to manufacture counterfeit box tops and obtain all the merchandise so people with real box tops could not get anything when they tried to claim their prizes. Boris is shown at one point gloating over his warehouses full of yo-yos, cowboy hats with real bullet holes, and other merchandise. "I'm rolling in vital consumer goods," he says.


  The advertising agency that placed the show on the air had not asked to see scripts ahead of time for approval. General Mills, the cereal company that sponsored the show, apparently panicked when it got word that box-top premiums were the subject of J. Ward's humor. Bill Scott told Paul Etcheverry in an interview, "General Mills just screamed bloody murder. They said 'This has got to be the shortest story on record.’" The story makes an odd twist and quickly ends on the twelfth episode.16


  Scott said that after "Box Top Robbery" General Mills required its ad agency to review scripts before they went into production. He said General Mills would call the ad agency right after a script came in and start pressuring the agency to review it right away to avoid holding up the production schedule. Working under such pressure, the agency people "would temper their comments considerably, Scott said. "We did run into some crazy instances of censorship, but ... most of the stuff was after we'd already done things....All they could do is scream after the fact. They could say, 'Don't do that any more! Can't have that.'"


  One show that got on the air because it was too late to change it had Rocky and Bullwinkle in the standard cartoon ploy of being captured by natives and being put in a pot. In a radio interview Bill Scott said, "The network screamed bloody murder. No cannibalism on children's shows....J. asked whether it was cannibalism to eat a moose and squirrel." The network also objected to the look of the natives. "After that all the natives were white," Scott said. "They were in costume and talked crazy."" (Charles Ulrich confirms that all the Africans portrayed in George of the Jungle shows were white. Black Africans appear in an early episode of Peabody's Improbable History, the "Stanley and Livingstone" episode.)


  In the same interview, June Foray said J. Ward would not tolerate having anything cut. She also recalled that when pressure groups first went after the networks to improve television shows for kids, the network was so concerned about possible problems that when soundtracks were recorded they had a network executive in the booth to censor anything potentially objectionable.18


  One episode of Dudley Do-Right was withdrawn from distribution after it was shown once. The episode stars Dudley and Stokey the Bear. Snidely Whiplash has hypnotized Stokey (who wears a Canadian mountie's hat) into starting fires instead of putting them out. The episode was withdrawn after the United States Forestry Service lodged a complaint with NBC that the bear satirized the service's beloved Smokey, who wears a National Park Service hat. All that remains of Stokey is his image in the titles for the Dudley Do-Right show.19 (It is not known what happened to the missing show. Tom Sito, president of the animators' union in Los Angeles, heard a rumor from one of Ward's writers that it was confiscated by the government. If any prints still exist they are probably in a storage space controlled by the Ward estate.)


  Ward received a few threats of lawsuits against him for using unauthorized material. One threat came from actor Durward Kirby, a radio announcer who was a regular on television on The Garry Moore Show (CBS, 1950-1967) and was Allen Funt's co-host on Candid Camera. Kirby objected to Ward and Scott's story about the "Kirward Derby." Apparently unamused by the play on his name, he threatened them with a cease and desist order. Ward offered to pay Kirby's legal expenses if he would sue them. That was the last time they heard from Kirby.20


  Ward ran into one censorship problem that killed a perfectly good idea for a television special. An unproduced special with Moose and Squirrel was called The Stuporbowl. Alex Anderson, who along with J. Ward developed Crusader Rabbit (the first limited animation show to get fairly wide exposure on television), says the show was not made because it included Boris attempting to fix the outcome of the game. He says it was a "nifty show, but NBC nixed it." Bill Scott wrote the show and Anderson did the layouts.21


  Bill Scott gave a slightly different version of why the show died. He said the football leagues objected to the caricatures of the team owners that made them look like "crooks and varlets and idiots.... We had Marlon Brando's Godfather as one of the owners."22


  Another unsold show Anderson remembers was going to celebrate a day of the year not filled with specials — April 15, the deadline for paying taxes. The studio developed a storyboard for the special, which was to be a parody of The Night Before Christmas. Ward's version featured Uncle Sam, but instead of acting like Santa and handing things out, Uncle Sam came and took everything in sight. The project died when somebody asked, "Who is going to sponsor it?" (Anderson suggested the IRS.)


  Anderson says Ward was willing to challenge the status quo and was not interested in catering to the mentality of the networks. They used to joke that their shows were "J-rated." He says Ward loved puns and loved to shock people, but he hated sexual innuendoes. In that regard he was "almost a pilgrim." Ward's approach to the animated television show was wonderful and unique, but it presented problems for sponsors and networks. One can speculate what television animation might have been like if Bill Scott and J. Ward had continued producing television shows after they did four half-hour George of the Jungle shows for the 1968-69 season. They tried to develop shows, but nothing went into production. Instead the Hanna-Barbera Studio and other companies were to dominate the production of animated television shows. Ward continued to produce commercials that starred Cap'n Crunch. As for Alex Anderson, when production of Crusader Rabbit ended he went into advertising. He loved developing ideas for possible projects and he visited Ward from time to time, but he remained a vice-president of the agency Guild, Bascom and Bonfigli in San Francisco.


  One of the few animated shows produced in the 1970s or 1980s that might have challenged television censorship rules was A Doonesbury Special (1977), directed by John and Faith Hubley working with Garry Trudeau. The special covered several sensitive topics including peace demonstrations, pot smoking, campus bombings and other political and social issues. Nevertheless, Faith Hubley could recall only one problem they had with Broadcast Standards and Practices: "The only censorship I remember is that NBC had some difficulty with the toilet flush at the children's center. We convinced them, and the flush lived." She is referring to an off-camera noise that is heard on the soundtrack. The noise establishes where a character has been and is important to the story. Leaving it out might have created some confusion.23


  



  SELF-CENSORSHIP


  Only a few people in television animation have stories to tell about work being cut after it was aired. Instead, when asked about censorship, they discuss the self-censorship rules created by BS&P. Joe Barbera writes in his autobiography that the Hanna-Barbera Studio never had a serious censorship problem because they "steered clear of problematic content — unless you consider a pie in the face violent." This self-censorship approach to the business is the way most companies approach the problem of censorship.24


  Writers of cartoon shows are responsible for creating scripts free of problems. One writer who broke into the business writing material for the Smurfs says he has watched the concerns of S&P change over the years as new issues become important to pressure groups who want to see changes made in the content of kids' television. He has never seen an official list of rules, since the areas of concern keep changing. For example, when Arab Americans protested the depiction of Arabs in Aladdin, Disney's S&P staff became concerned about ethnic stereotypes in other television shows being produced for the Disney Network. A strange quirk is that things that are taboo on one show may be acceptable on another show a year later. A writer learns the rules by making mistakes and getting memos from BS&P. Writers also gain important knowledge by talking to the producers of the shows they work on.


  The most universal rule of self-censorship for television animation is to avoid showing acts that a child can imitate. Linda Simensky, director of programming for the Cartoon Network and a former producer for Nickelodeon, says you cannot show a clown juggling knives, but you can show him juggling chain-saws. The chainsaws may be more dangerous, but the average child cannot lift a chainsaw. You cannot show a gun being fired at people because some kids can find guns in their homes. It is okay to show machine-guns, which are presumed to be unavailable to children because it is against the law for individuals to own them. It is also okay to drop an anvil on a person in a cartoon because a kid cannot lift an anvil.


  Most of the material in the next few paragraphs comes from writers who were willing to discuss Standards and Practices issues as long as they were not identified. Most still write for animation studios and do not wish to lose work as a result of their published statements.


  Recalling one of his first censorship experiences, the person who began his career working on the Smurfs says the show's producer told him that the network had been getting complaints from outside groups concerned that the use of magic in the stories had Satanic undertones. Although the producer wanted to avoid any connection between Smurfs and Satanism, the writers still were allowed to do stories that occurred in an imaginative fantasy world in which magic was used (good magic by the Smurfs and bad magic by the villains).


  While working on the Smurfs he discovered ways to get around some of the rules about what could not be included in a show. For example, ABC has a long-standing rule against showing glass shattering or even having that noise on a cartoon soundtrack. It is permissible, however, to show a ceramic pot breaking as long as the sound effect does not sound like glass breaking. The writer quickly learned to have his Smurfs break pots, not glass. In another scene he found that although he could not show a Smurf hitting a giant on the toe with a hammer, it was okay for a pinecone to hit the giant on the head if a Smurf shook a tree and it just happened to fall in the right place.


  Jack Mercer, the voice of Popeye in most of the Popeye cartoons (since 1934), was asked to help write and voice an animated Popeye television series produced by Hanna-Barbera in 1978. To his surprise, Mercer learned that the sailor could no longer get into fights. About the only acceptable violence was causing an object to bump into something else and having the second object fall on a person by accident. Most other shows had similar rules against punching or slapping.25


  In recent years violence in television animation is generally avoided. One rare exception was a scene in which a giant absolutely had to be hit on the head. The writer was told to have the giant put on a helmet to protect his head before he was hit.


  A writer who worked on The C.O.W. Boys of Moo Mesa says he could not show cowboys using conventional guns. Instead they had to create a weapon that fired tennis balls, and even the balls could not be fired directly at the bad guy. In one scene a ball had to bounce off a wall, hit a barrel, and cause the barrel to fall over, hitting the villain. On Robocop writers were told the robot should avoid using his gun at all, unless forced into using it as a defensive measure.


  On the G.I. Joe show the star could fire bullets to blow things up, but he could not fire them at people. On another show TNT could not be shown going off, but it was okay to show TNT being carried off screen and to have it explode (on the soundtrack) out of sight.


  Showing or suggesting the death of a character is to be avoided. If a person falls off a cliff or is knocked over by an explosion, that person has to get up and be okay. On the animated Batman television show people falling off buildings always managed to land in water or in bushes, which of course saved their lives.


  Drug references are to be avoided at all costs. Somebody once called a skeleton a "dead head" in a script. The phrase had to be cut as it could refer to followers of the Grateful Dead and some of their followers are known to use drugs.


  Other problems with language include the use of puns and words that might have a sexual connotation, or words that refer to bodily functions. One unusual decision from S&P concerned the use of a bodily sound. It was not acceptable for a nice person to burp, but the writer was told that a bum could burp. Until The Simpsons and Ren and Stimpy came along the word "underwear" could not be used. The words "bad breath" and "bimbo" are still considered inappropriate for use on most kids' shows.


  Most S&P departments are very careful about the use of foreign words and names. It is important to know what a word or name means. On the Disney television show Aladdin, lawyers check Arabic names and phrases to determine their meaning and to see if they are trademarks before allowing the show to use them.


  Things are beginning to change, even at some of the conservative studios. Shows like The Simpsons are loosening things up. Some executives are saying, "We want to use more wedgey material." (Note for the uninitiated: to give a "wedgey" means to give somebody's underwear a hard, sudden pull, straight up. Executives who use the phrase are asking writers to come up with slightly outrageous gags.)


  A cartoon series in production for a network is reviewed several times by BS&P before it can be aired. A show may be inspected for possible problems at every step of the production, from the original concept for the show to the first merger of picture and soundtrack. Animators, layout artists, background painters, and other people working on the visuals sometimes receive very specific instructions. A former UCLA student who worked in the industry as a background painter said the funniest memo she got instructed her not to draw blades of grass with pointed edges. Everything had to be round and jolly.


  The following list of 20 rules comes from an unknown animation studio. It probably dates from the early 1980s. It was provided by Dan McLaughlin, who teaches animation at UCLA. (A few years ago his students did a weekend workshop where they worked together writing and animating a cartoon that violated every rule on this list.)


  
    1. No hitting in the face, or on top of the head.


    2. No falling on head. Backsides are OK.


    3. People in cars must wear seat belts. Children in car seats.


    4. Helmets on motor cyclists.


    5. Do not have heroes destroy property without adding a line or indicating they will repair or reimburse for the damages.


    6. No ropes or binding around necks.


    7. No grabbing around necks.


    8. No holding by neck.


    9. Include minorities in supporting roles, not as villains or in demeaning jobs.


    10. Never put character in automatic washer, dryer, oven, etc.


    11. No character in life threatening situation that a child might possibly imitate.


    12. No lead character should intentionally hurt another; it should be accidental.


    13. Never have an announcer say, "We interrupt this program for a special announcement."


    14. No name calling, chump, jerk, dumbbell, etc.


    15. No poking fingers in eyes.


    16. No guns or weapons of war, tanks, cannons, bombs, etc.


    17. Do not relegate women to sexist roles or jobs.


    18. Be careful in calling for music that is not public domain.


    19. Do not use names that are commercially identifiable such as Steven Spielpac, Paca Cola, Caddy (Cadillac), etc.


    20. Some lines have an off-color meaning or could be looked upon as offensive. Even though they are extremely funny to us, the network will just make us change them.

  


  
    
      Example of this year's great deleted lines:


      a. Waldo, take your medals and stick 'em!


      b. Take a peek at the family jewels!


      c. Not worth a diddly squat!


      d. Where there's ghost monster balls there's ghost monsters!

    

  


  A shorter list appears in Jim Korkis and John Cawley's entertaining book Cartoon Confidential. It is a memo to the staff at Filmation Studio from 1980:


  
    Program Practices at CBS has ruled that a character that has been hit or in a fight Can not have: 1. eyes at half-mast 2. eyes twirling 3. tongue hanging out 4. dazed or hurt look 5. closed eyes 6. circle of stars around head. No Expression Of Pain Or Dazed Expression! The characters Can react with frustration or anger at having been foiled again. Camera: Do not shoot scenes you find with the no-no's in them.26

  


  



  IMPORTED ANIMATED SHOWS


  When importing animated television shows from Japan and other countries it is vital to know the ins-and-outs of Standards and Practices. When Harmony Gold imported its first show from abroad in 1984, the company was surprised by the reactions to the new product. The show was Robotech from Japan, an 85 episode series. Carl Macek, who was with the company when the show was imported, says most of the episodes were found unacceptable for a variety of reasons even though Harmony had edited out obvious problems such as heads exploding and bodies being blown apart. Some stations who saw the series would not buy it because the characters were too real. Some stations bought it and discovered problems with the series when they started to air it. Some of these stations decided to edit out material, and others dropped the series.27


  Problems Harmony did not catch when it imported the show included scenes with people drinking alcohol, as well as violent images that Harmony thought were acceptable. One image dealt with mass immolation from an atomic bomb explosion. A girl is shown talking to a soldier who is suddenly vaporized. The scene was found to be too adult because it suggested war creates casualties!


  Another subtle problem was a hint of miscegenation in one episode. Although the couple's sexual relationship was not obvious, several stations in southern states chose not to air the episode because it showed a black woman being a friend of a white man.


  Macek found some station managers were "frightened" by a character in another episode, a cross-dresser who the managers feared might be gay. One sequence that did not get cut contained "modest" nudity. It showed people in a communal bath.


  Stations that ran the series found there was a devoted audience for it. One station in Texas showed the series twice a day. Robotech was praised for its intelligent writing, good visuals and positive attitude. The show handles delicate subject matter well. A company called Lifetime Learning uses segments of the show for teaching civics in elementary grades.


  Chris Wiler, an animation student at San Francisco State University, was an avid fan of Robotech when it was first shown. He watched many of the reruns and was surprised at the number of scenes that were deleted. He says violence was trimmed down, a scene where a town was attacked with atomic weapons was cut and drug use was removed. One cut sequence showed aliens injecting their troops with a drug that prevented them from feeling pain. He also saw the show on another channel that trimmed each episode to allow time for extra commercials. "It's truly sad," Wiler says, "since this series was toned down from its original Japanese broadcast version and then trimmed down even more."28


  Robotech's censorship problems show that there is a difference between television standards in Japan and in the United States. Carl Macek wrote an article about this issue for a trade publication, but the editor did not run it as he "didn't want to discuss the controversy."


  Joe Bacal, founder and co-chairman of Sunbow Entertainment, uses a different approach to handling possible censorship problems. He began his career in television working at the advertising firm Benton and Bowles. He had the General Foods account and helped develop some of their highly successful cartoon characters for cereal ads. Eventually they were featured in Linus, The Lion-Hearted (1964-1969).29


  In 1979 Bacal formed Sunbow to produce shows. The company's first major project was to import Star Blazers from Japan and dub the show into English (1979-80). Sunbow avoided trouble by running the series past network executives who advised them about what cuts to make for violence and other Standards and Practices problems that might arise. These cuts were made before the show went into release, so things went smoothly for stations that aired the series.


  Bacal says that when he created the series Transformers there were no censorship problems "as we had full control of the content." Sunbow had the production animated in Japan to their specifications. At present Sunbow is becoming a major player in the production of television series. In the 1980s the company's shows included G.I. Joe and My Little Pony. A recent list includes The Mask, The Tick, Conan the Adventurer, The Brothers Flub, a new G.I. Joe series and other products.


  



  CENSORSHIP AND THE TELEVISION COMMERCIAL


  Animators who work on television commercials often say they have no artistic freedom as anything they do can be changed by the ad agency, sponsor or BS&P for whatever reason they give. Commercials have been taken off the air or have had to be reanimated a few days before the completion deadline because the sponsor or the ad agency changed its mind.


  Bill Plympton did an Oregon Lottery ad that was taken off the air early because a viewer complained it was too violent. Colossal Pictures once had to change an ad at the last moment because an agency executive somehow perceived cruelty to animals in an abstract line in a collage of images that included a cycle of a horse running. The animation director, bewildered though he was, had no choice but to change the ad.30


  An animated beer ad that was completed but did not air featured Godzilla-like characters. The ad was killed because somebody thought it might encourage kids to drink. An ad for Levi Strauss had a wolf snarling at the moon. The ad was changed at the last moment because somebody decided that the sharp teeth might scare children.


  An advertising executive who does not wish to be identified explains that today's ads aimed at kids are highly regulated. He says BS&P is more rigorous than cable S&P in inspecting ads before they air, but both are very careful about what is in each message. Advertisers have to be careful not to mislead. They must avoid lies, and they have to use the actual voice of the kid seen playing with the product. They must say that each item is sold separately. They must avoid imitable acts that parents might not approve of, like a kid putting a pot over his head (Mother might get upset because she will have to wash the pot after the kid plays with it). An animated ad generally shows the real product at the end so the child will see the difference between the fantasy in the ad and the reality of what the actual product looks like.


  Ad agencies show an impressive degree of sophistication in working with and around the rules. Some sponsors do two versions of the same ad to take advantage of the slight differences in cable and broadcast guidelines. Some advertisers self-censor what they do by using disclaimers on the soundtrack. For example, an ad full of exciting stop-motion animation of a doll or truck may have a short disclaimer stating that the toy does not actually move by itself.


  Television rules about advertising toys are constantly changing. In 1996 a friend in the industry mentioned that one of the major networks had just decided to ban ads using stop-motion images. The network had come to the conclusion that young kids do not always understand that stop-motion animation of toys does not show the way they actually work. Advertisements showing computer-generated simulated images of toys in action will still be permitted.


  



  HOW A NETWORK BS&P DEPARTMENT WORKS WITH PRODUCERS


  Ken Pontac, co-creator and co-producer of Bump in the Night at Danger Productions (1994-1996), says there appears to be tremendous pressure on the networks to single-handedly correct all the problems of society, including bad parenting and bad schools. For Pontac, this pressure has resulted in a thick file of letters from ABC's BS&P department concerning changes in his show. Although Danger Productions self-censors its scripts and does its best to avoid unacceptable images, BS&P manages to spot some surprising problems.31


  Pontac says BS&P has found word plays with hidden meanings that he did not know were there, even in scripts he wrote himself. BS&P also watches closely for "dangerous and imitable" acts and "interpersonal violence." One character shaking another is an example of interpersonal violence. It could be imitated by a kid, possibly resulting in a young child being shaken too hard and ending up with brain damage.


  The network's BS&P department has influenced the look of Bump in the Night by asking Danger Productions to develop an ethnic balance among the doll characters. The department also requested that certain disgusting things not be shown for fear that food sponsors would be offended. Furthermore, when the audience views the images from a toy robot's point of view, there should be no crosshairs or other markings that might indicate the robot is equipped with a guidance system for weapons.


  ABC is quite thorough in its inspection of material being produced for the network. Bump in the Night has to be approved by network executives and BS&P at almost every level of production. They approve the one-page premise for each episode, the script outline, the script, the storyboard and finally a rough cut of the picture with a temporary sound mix. The rough cut and mix often become the final product unless the network asks for changes.


  



  S&P IS OFTEN INCONSISTENT


  S&P is by no means consistent in what they do. Several people who have worked with television censors express surprise at what S&P cuts or leaves in.


  The opening titles of the Ren and Stimpy show offer a hint of how arbitrary S&P can be. The title sequence was made out of footage from "Big House Blues," the pilot for the series. The opening includes a two-second sequence showing Ren drinking or eating something from a toilet — a sequence cut from the show itself!


  Some things that get cut are so obscure in meaning that producers have no idea if S&P made the right decision or not. Linda Simensky, a former producer at Nickelodeon who is now director of programming at the Cartoon Network, says the only censorship problem that has come up with the show Rocko's Modern Life on Nickelodeon was the use of the slang term "Johnson Rod." According to S&P both words can refer to a penis, while the writers of Rocko maintain the term is used by bikers to refer to a fake motorcycle part. She believes the words were eventually cut just in case they might offend somebody.32


  Simensky points out that S&P rules vary depending upon what hour something is to be shown. Shows with adult-oriented material are generally shown after 8:00 P.M. when young kids are supposed to be in bed. A "parental discretion" notice may accompany some programs both as a warning to parents with children and as a magnet that attracts curious viewers.


  Animator Tony Eastman was surprised at the material that was acceptable when he worked on the series Doug for Nickelodeon. Two sequences that he thought would be cut were the showing of drops of blood when somebody cut their finger and using the slang expression "quit ragging me." Eastman does not recall Doug having any S&P problems.33


  Some censorship decisions are based on personal associations that one would never expect. A woman in S&P once refused to let a character in a show toss ice at somebody because she was hurt as a kid when somebody tossed ice at her. A musical composer for a show on a major network was told not to use any jazz in his soundtrack for a cartoon series because someone decided that "kids don't like jazz."


  Other associations are more obvious. When a character was created that lived in a toilet tank, a creative executive (not BS&P) told the show's producer the character could be any color except brown. It was made blue, a choice inspired by the color of liquids frequently used in television ads to demonstrate the absorbency of diapers and napkins.


  Pixar, the company that produced the hit movie Toy Story, ran into BS&P problems with bumpers for ABC's fall 1996 season. (A bumper is a brief transition piece or interstitial segment between the regular part of a show and the television commercials. On kids' television shows they generally say, "we will be right back.") Pixar discovered that things that were okay to show in the theatrical feature were forbidden images on ABC/Disney television. The bumpers could not show already existing toys, but only toys created for the movie. To show Mr. Potato Head and other well-known toys that were co-stars in the film would suggest the bumpers were subliminal ads. Showing toy weapons was also forbidden — even Buzz Lightyear using his pretend laser beam.


  Eventually BS&P problems killed most of the best gags Pixar thought up. The writers found ABC's BS&P department a lot harder to work with than Disney's. One person close to the project says, "You don't do your creative best because you fear BS&P will not accept it."


  Arguments do occur. An individual who does not want to be identified was really irked a few years ago by a memo regarding sounds of flatulence. This person was told to remove the reference to the sound from the script. When the directive was challenged, S&P said it was okay to substitute a burp. Later, when flatulence was again mentioned, S&P tried to bribe the individual by offering two burps for each fart removed from the sound track. The person who related this story points out that "S&P has the power to wreck your show." The craziest part of the argument is that the sounds when heard on television do not really sound like burps or farts. They are just strange noises. The argument was really about the censor's reluctance to approve certain words in a script.


  A story editor who worked on several shows for ABC said he worked directly with the network's BS&P department and found its people quite flexible and willing to work with him when there were problems. Sometimes he agreed that they were right to ask for changes, but when he felt strongly that they were wrong, he occasionally fought to keep his script the way he wanted it. Sometimes BS&P agreed to let things stay the way they were, sometimes they worked out compromises and sometimes the writer lost the battle. He says working with BS&P can be a challenge: "Sometimes it is frustrating when they are nit-picking." Another producer adds that if the S&P person "isn't smart, it's a frustrating, futile quest. If you're on a dumb show, the fight isn't worth it. You don't fight very hard then." ("When I was a freelance writer," this person remarked, "we used to call BS&P 'Bullshit and puke.'")


  Maria Elena Rodriguez, a producer in Los Angeles who worked on The Simpsons for two seasons, says, "The 'vague' nature of Broadcast Standards and Practice is something I've almost come to appreciate. It allows you a one-on-one relationship with whomever/whatever is doing the 'approving.' This makes it a more case-by-case judgment."34


  



  MEMOS FROM BS&P


  The following quotes come from actual BS&P department memos to writers and producers. These quotes should give a good idea of where the lines tend to be drawn. All quotes refer to scripts for animated shows. Some of the memos are so strange it would seem the material in question was written just to annoy BS&P, but people who provided the quotes say that was not the case. The last thing they want is more memos from BS&P. The quotes have been grouped into six basic categories. (Special thanks to the people who provided this material.)


  Acts of Interpersonal Violence


  
    Please insure that the action in which the character's limbs are tied into knots does not appear as painful.


    Please delete the steam coming from the boiling lobster pot.


    Please insure that the grabbing of the chicken's neck should not appear as a choke.


    Please ensure that the storyboard artist equips the character with a table knife, since he is simply preparing to eat lunch, rather than a knife which would play as a lethal weapon. Thanks.

  


  Dangerous and Imitable Actions


  
    As agreed, the car will accelerate into flight so that it is actually flying through the air by the time it approaches the wall. This bit of action distances the stunt from the real-life world of children's play, where the laws of physics must apply, thereby (we hope) reducing the likelihood of a child's trying to drive his Big Wheel through the wall. [Note: The term "as agreed" is a trick of the censor when leaving a paper trail; there is generally no previous "agreement" in these instances.]


    As agreed, please lose the character's action of smashing through walls. This action is dangerous and imitable.


    Please avoid references to a game entitled "Suicide Roller Skate Death." Also, do not discuss the normal outcome of this game as being a trip through the washing machine rinse cycle. Substitute something which is not potentially dangerous, imitable or attractive.

  


  Tastefulness


  
    Caution on the appearance of the "snot." As agreed at script stage, we expect this to look clear and shiny rather than thick, green and disgusting. As you know, any depiction of nasal mucus brings with it questions of good/bad taste as well as problems for our Sales Division. Please ensure that what is shot is not overly graphic. [Note: A common BS&P tactic is to invoke the specter of sales problems, since any network arbitrator will favor commerce over art if a tie-breaking decision is needed.]


    Please delete the action of the character "letting one fly." While a "burp," indicating stomach gas, would be allowable, lower intestinal flatulence is unacceptable.


    [Note: The same production received the following memo some time after the last one. It shows BS&P rules can change.]


    Because of the rude, antisocial aspects of belching, we need to avoid our character's belching unless comment is made about the behavior being inappropriate. Parents and teachers will not appreciate our series undermining their legitimate attempts to teach children what is — and is not — acceptable behavior. Thus, please lose both of these "belches" or keep one, adding a line of reprimand regarding the belch, and substitute for the second.


    Please lose: "Hold your water."


    Please do not use the alternate line: "...his booger box gets bigger." I agree to only one reference to nasal mucus as "boogers" and that line occurred on page 7.


    Please substitute for "stinkpot" as it is a vulgarity. Thanks! [Note: According to BS&P, "stinkpot" is a slang term for vagina. Their definition of the phrase does not appear in slang dictionaries.]


    We are evaluating the line: "Get bent" to determine if the expression has a hidden slang meaning that would not be acceptable for Saturday morning broadcast.


    We are researching the term "Hour of the Antelope" and will get back to you.


    The regurgitation of the map must be handled in good taste. I would suggest a cough or hiccup rather than a belch or vomit action. Can we discuss? Also, caution that the map is not covered with stomach contents or secretions.

  


  Adult Sexual Humor


  
    As agreed at script level, please delete the word "masticated" from the line. As an unfamiliar word referring to something which happens inside the closet, it will play as "masturbated." Let's discuss.


    Please do not use the following pictures: "The Birth of Venus" and "Christina's World" as both of these pictures contain nude women. [Note: "Christina's World" contains no nudes. It is a famous painting by Andrew Wyeth of a fully dressed woman sitting on the ground.]


    The cocktail sausage line plays as adult sexual humor. Please substitute acceptably.


    Please substitute for the underlined language: "Get off my butt" and "Zip your lip, dirt bag!" These expressions are either overly crude for Saturday morning broadcast or have adult sexual connotation.


    Also, caution on the expression, "Torque my cork." Is there any way we can play this line, perhaps with a gesture towards the character's head, so as to ensure that this line is not interpreted as a penis reference?


    As agreed, "Then I say we BLOW UP your clothes!" will be replaced with "Then I say we DISINTEGRATE your clothes!"


    Make sure that the voice artist reads the food snack as "hotdog balls" and does not say "hot, dog balls."

  


  Offensive or Ridiculing References


  
    Kindly substitute for the expression "What a gyp!" The word "gyp" is short for "gypsy." In the context of theft or cheating, it perpetuates negative stereotypes about persons of Romany descent.


    Kindly substitute for the joke: "I feel a severe case of narcolepsy coming on." We do not permit humor at the expense of disabled or medically compromised persons.


    Please delete the unscripted: "And you thought ebola was tough to shake." We wish to avoid ridicule of those with the deadly ebola virus.


    Kindly remove the logo "For a Chil'n" from the huge jar of food. The expression "Chil'n" is Black dialect, and may be interpreted as negative racial comment.


    Please lose the reference to "bingeing and purging." We do not wish to indulge in humor at the expense of people with the very real problems of anorexia and bulimia.


    Please delete the phrase "You're so stupid!" We wish to avoid negative IQ references.


    Please substitute for the underlined: "I'm a trained idiot."


    Please delete the word "mad." We do not wish to ridicule people with mental health disorders.


    As agreed, "I have gone blind!" will be replaced with "I can't see!"


    Please lose the "three-legged dogs" lines. This plays as an inbreeding joke and is inappropriate for Saturday morning.


    Thanks for agreeing to lose the cracks about kosher ham and union grapes.


    As agreed, the line: "Cattle mutilations and stuff, of course," will be cut due to the many animal activist organizations.


    Please delete all "Voodoo" references and the term "Voodoo Queen."


    Please delete the "weird hant." This type of material connotates [sic] occult rites and is of concern to many of our viewers.


    Please substitute for the remark from character when the acid passes through his hands: "Stigmata! How divine!"


    Please delete the Indian head from the station test pattern. We do not wish to ridicule American Indians.


    Please delete the reference to President Kennedy's assassination date. This is not an appropriate vehicle for humor.


    Regardless of what the to-be-agreed-upon attack consists of, it will not be acceptable to have this battle punctuate the cherished Christmas hymn "Silent Night." The latter contains a great deal of religious content. Thus, the scripted parody of battle over phrases such as "Holy infant, so tender and mind" is certain to offend many of our viewers.

  


  Sarcasm


  
    Please substitute for the cynical remark about Christmas as being indestructible because "It's too big, too marketable."


    The line: "It goes to show that violence is never the answer" plays as sarcastic and must be deleted for Saturday morning broadcast.


    Please modify character's line: "Contrary to popular opinion, Saturday morning cartoons aren't comprised solely of base humor and glorified violence." We are concerned with the sarcasm of this line and the statement is a direct put-down of our own product.


    As agreed, the sarcastic: "That was the moral, kids, in case any of you didn't catch it," will be replaced with "Darn."

  


  



  BREAKING THE RULES IN THE 1990s


  The Simpsons, which premiered as a series in January 1990, was the first prime-time animated show with writers who took risks and challenged the status quo. Next came Ren and Stimpy with its gross humor. It was followed by Beavis and Butt-Head, a really sick and twisted show. Three shows that pushed the envelope in 1994 were The Critic, The Brothers Grunt and Duckman. All three use profanity from time to time, but in other respects they have little in common. Each show had its fans, but there were not enough of them to keep the last three shows on the air.


  THE SIMPSONS


  The Simpsons began as short bumpers on the Tracey Ullman Show in 1987. The Tracey Ullman Show was an adult comedy program on the Fox Network, so cartoonist Matt Groening, producer James L. Brooks and animators David Silverman and Wes Archer were free to experiment with mature approaches to humor. Silverman says that when he started to work in animation things were at a low point with a lot of "pap" being made for television, including My Little Pony and The Smurfs. He welcomed the chance to do animation for a show that did not require typical Saturday morning material. The team did all kinds of animated sketches, and in the process they found it was okay for Bart to show his behind to the public and for Homer to say "What the hell" and other phrases not approved for use on Saturday mornings.35


  In 1989 Fox asked Klasky-Csupo to produce 13 half-hour episodes of The Simpsons. Silverman directed five episodes, including a Christmas special that aired in December 1989. The show premiered as a weekly series in January 1990. (By the time the series was in development the characters of Bart and Homer were well defined, but Silverman said Lisa was still a vague personality until she got her saxophone later on.)


  The Simpsons was the first animated prime-time series since The Flintstones. Los Angeles Times critic Charles Solomon called it some of the best animation writing since Rocky and Bullwinkle. The scripts owe more to irreverent live-action comedies like All in the Family (1971-83) than to animated shows of the late 1980s. Many people find it easy to identify with the Simpsons. Homer, a dysfunctional father, is a poorly educated blue collar worker and a slob. As for Bart, says David Silverman, he "has high self-esteem, but he just doesn't give a damn about school or authority." Although he hangs out with delinquents on occasion, he is really a good kid trying to find his own identity. When he makes mistakes the audience sometimes learns a moral lesson at the end of the show, but it is not always clear that Bart comprehends the lesson.36


  Over the years the show has used scripts that broke the archaic rules of the TV Code of Standards. The creative team has boldly experimented with subjects that have always been taboo for animated series. Two stories show Homer trying to have an affair. Marital problems are discussed in some episodes, as are sexual fantasies. Marge has been known to sleep in the nude and has exposed her bare back to the world in scenes that show her in bed. Homer drinks at a bar, he swears, he questions authority, and he makes mistakes at work that cost the nuclear power company money and cause radioactive gasses to escape into the atmosphere. The series makes fun of religion, and Bart and Homer dislike going to church. Marge's gambling debts are referred to in a few episodes. Suicide is discussed in an episode when Lisa is depressed and is considering jumping off a bridge. (She meets Bleeding Gums Murphy, a sax player, who picks up her spirits and teaches her about the joys of music. He dies in an episode a few seasons later.) In another episode Krusty the Clown fakes his own death.


  It is somewhat surprising how often Homer ridicules religious faiths. In one show he invents his own religion and God appears to him in a dream. That idea for the show was controversial enough that several sponsors decided not to run commercials the night the episode first aired. Over the years Homer has made fun of Flanders, his next door neighbor, a religious goody-two-shoes. Homer has also made fun of a bar owner, a snake-handling Christian fundamentalist. He has made fun of a Hindu shrine at the local convenience store and of Krusty the Clown collecting money for a charity for Jewish clowns.


  In public appearances, David Silverman sometimes presents a program that includes censored scenes from the television series. Nevertheless, he has stated that he and his colleagues can do almost anything they want to on the show. There are still a few words that cannot be said, a few subjects that have not been discussed, and they are careful not to show any suggestion of Bart's genitals when he exposes his behind. He says Fox encourages them to include wild material in each show, and Fox loves to include images of Bart and Homer showing their butts in teasers for the next show. The images help attract an audience to the upcoming program. He adds that while Fox has discovered the value of showing a naked behind, ABC's BS&P department would not let the producers of The Critic show similar scenes.


  Silverman says Fox has cut no more than three or four scenes from the show. A few good gags have also been cut out of syndication prints, but that was not for Fox Standards and Practices. Local stations want to run more television commercials per hour, so they cut the shows to allow more ad time.


  One scene that was cut in the United States shows the Simpsons' dog running neck-and-neck with the leader in a dog race. Outtakes of this scene show the two dogs in a medium and telephoto shot with one dog higher than the other. It looks like one dog is humping the other. The uncensored scene has been shown on television in New Zealand and possibly in other foreign countries, according to the director. (The uncensored version was broadcast to the world by satellite, but Silverman does not know if other countries broadcast the uncensored sequence.)


  Another sequence cut from the show was in the story where Bart and Lisa visit the studio that animates Itchy and Scratchy. Fox cut a sequence where the kids are shown a room full of writers. There is a cat on a table, and one writer sticks dynamite into the cat's mouth and lights it. Bart and Lisa leave, the door closes behind them, and as they start to walk down the hall we hear an explosion and see smoke coming from around the closed door. Silverman says he was told one could not do that to a real cat. He says he replied, "A real cat? This is an animated cat!"


  Another scissored sequence shows Itchy and Scratchy on an escalator. Itchy the mouse bolts Scratchy's feet to the treads. The cat sees pointed teeth at the top of the escalator and treads going in under them. He freaks out and tries to get loose. The censored portion shows the cat chewing his feet off his legs to escape. The rest of the sequence shows Scratchy's fur getting pulled off, the mouse selling it to a fur store, a woman walking out of the shop wearing it, and the shivering cat (muscle fibers exposed) grabbing the fur back from the woman.


  When asked if somebody might find something of interest by freeze-framing the shows, Silverman said there are "no naughty images" hidden in the backgrounds. He said there are a few "wild signs" in the backgrounds, but nothing that could be censored.


  



  BEAVIS & BUTT-HEAD AND THE S&P RULES


  Cable television has its S&P departments even though it is deregulated and is not covered by the NARTB code of standards. A few of the cable networks are liberal in what their S&P will permit to be shown. That is why the innovative shows are often on MTV and Nickelodeon rather than on the three major broadcast networks, which have the most conservative S&P departments.


  The S&P department at MTV watches Beavis and Butt-Head very carefully. An assistant to the producer of the series who requested anonymity says it is "very carefully regulated" even though it is known for pushing the limits of taste. The show's storyboards (sketches of each scene) are sent to S&P for approval before the animators ever see the material. If something is questioned by S&P it can be changed, revised or simply removed. One common remedy at MTV and Nickelodeon is to make something in question "more cartoony." A staff member at Nickelodeon says, "We live by that rule." Staff members at both networks have also been able to persuade S&P to approve some of the storyboard sequences that were originally questioned.


  The assistant to the producer of Beavis and Butt-Head was not comfortable talking about what is regulated, calling this a "sensitive area." (Producer John Andrews did not respond to five or six phone requests to discuss the show.) What is known is that really rude and offensive material is cut along with clever word plays and other witty things that might make MTV's stars appear intelligent.


  J.J. Sedelmaier, whose studio produced several episodes of the Beavis and Butt-Head show during its first season, says soundtrack and script problems were worked out ahead of time so he did not have any problems with S&P. He was instructed not to show "the finger," but it was okay to show the first and last fingers up in the air in Air Guitar sequences.37


  Nudity is beginning to be included in animated shows like Beavis and Butt-head and The Simpsons. The most common image is an exposed male behind. Sedelmaier said he could not show a bare butt if the pants were down to the character's ankles, but it was okay to expose the butt if the pants were pulled down only to the bottom of the character's behind.


  Obscene words were never a problem before 1990, since up till then cartoon shows simply avoided objectionable language. Now profanity is being used on several shows aimed at older kids and adults. The obvious four-letter words are not used, but others are, and at least one group of words is handled in a peculiar way. Characters cannot say the word "asshole," so MTV lets them call someone an "ass" or an "ass wipe."


  Tony Eastman, an animator who worked on Beavis and Butt-Head with Sedelmaier, recalls he was told to be careful not to show any genitals when he drew one of the stars getting a tattoo on his butt. He also recalls that when he drew an insane escaped killer with a knife he was told the weapon should be held pointing down, not up in the air.38


  Spike Decker and the late Mike Gribble, who created Sick and Twisted Animation, produced the first Beavis and Butt-Head films with animator Mike Judge. When MTV purchased the rights to produce the series they also bought the existing films, Frog Baseball (1991) and Peace, Love and Understanding (1992). MTV censored two images in the latter show. They used electronic technology to erase someone giving the finger in one scene and in another removed the name of the brand of glue being sniffed. It is okay to sniff glue on MTV, but it is not okay to tell kids what brand the stars use!


  Like other networks, MTV does not show acts of violence that a child could imitate. Although S&P at MTV is careful to enforce this rule, in 1993 Beavis and Butt-Head was twice accused of showing overly violent acts that may have been imitated by real kids. The first occurrence was when animal lovers claimed somebody blew up a cat in Santa Cruz, California, after seeing the boys perform this act on television. MTV says the cat sequence never existed, and it is not mentioned in published episode guides to the show. If it did exist it has been banned from television. If it did not, the rumor might have been based on an episode where the boys execute a grasshopper with a chainsaw after watching it squirm. In the process they cut one of their fingers down to the bone and watch it squirt blood. They describe their actions as "cool."39


  The second round of bad press came when a five-year-old boy in Ohio set a bed on fire, killing his two-year-old sister. Nobody proved the boy had seen Beavis and Butt-Head play with fire on their show, but it did not matter. Critics demanded MTV do something before the show inspired a child to commit a violent act. MTV responded by moving the program to a later hour when young children are assumed to be asleep.


  MTV also responded to its critics by quietly withdrawing two episodes of Beavis and Butt-Head and cutting scenes in other programs. The network no longer shows the episode where the boys torture their friend Stewart. At one point Stewart's parents' kitchen is filled with stove gas. When it ignites, the room is destroyed. MTV ran a disclaimer when the show first aired that read, "If you're not a cartoon, stove gas will kill you." This is probably the episode that comes closest to the news story that the show might have inspired a kid to set a bed on fire. There does not appear to be an episode where they actually set a bed on fire.


  In the second banned episode the boys are hired by Mr. Anderson to paint his house. A major section of that episode deals with their inhaling paint thinner, which causes them to paint the behind of a cat and do other stupid things. MTV ran a disclaimer when the show aired that read, "Breathing paint thinner will damage your brain. Look what it's done to Beavis and Butt-Head."


  A show that has the boys learning Haiku poetry now has a scene cut from it. The scene showed Butt-Head igniting an aerosol spray and burning Beavis with it. Another scene cut from a show has one of the boys pulling the skin around his eyes towards his temples so he will look Asian.


  It appears MTV's S&P has changed its policy about possibly controversial images (including showing fire) and is now more cautious in what it permits to be aired. Las Apasionadas (1994), a live-action video with electronic effects directed by Colossal Pictures' Tim Boxell, was one of the first victims of this change of policy. This black comedy made for MTV's Liquid Television (produced by Colossal) stars Afro-European terrorists who are trying to save the world from bad art. When MTV reviewed the completed parody it sent Colossal 1½ pages of changes that had to be made before the work could be aired. Boxell says that if everything requested had been cut from his seven-minute work it would have become two incomprehensible minutes of material. He was asked to remove the showing of a gun in the opening title sequence, to avoid pointing a gun at somebody's head and so on (MTV suggested the weapon could be pointing in the general direction of the person). It is ironic that MTV still airs the violent Aeon Flux series on Liquid Television and that Beavis and Butt-Head can still use a frog as a baseball. Boxell's work ended up showing at film festivals. It won top prizes in San Francisco and Houston.


  Fire is fast becoming a forbidden image. Jerry Beck, who worked on a new television series of Baby Huey animated cartoons in 1995, was told by an executive that no images of fire should be included in the show. He assumed the rule was based on the Beavis and Butt-Head incident.


  



  FORBIDDEN REN AND STIMPY IMAGES


  Ren and Stimpy (1991-1996) was a bold, exciting animated show when Nickelodeon introduced it to viewers. But Nickelodeon is primarily a children's network, and John Kricfalusi's Ren and Stimpy was full of humor intended for adults who grew up on Mad Magazine, Fritz the Cat and Saturday Night Live. The show was gross and demented, with disgusting jokes about boogers and such. Ren was also mean spirited when the show began. A good number of fans loved the humor; a good number of the network's administrators evidently hated it. Friction between Kricfalusi and the network grew over missed deadlines, budget overruns and the production of an episode that Nickelodeon still refuses to air (it was made with their approval). During the second production season Kricfalusi was terminated. Bob Camp, Kricfalusi's co-director, was put in charge of the production and turned a great series into one that many fans eventually abandoned.40


  The series' rocky history includes three shows that caused Nickelodeon a good deal of grief. In the episode "Powdered Toast Man" (August 1992), which many viewers see as a fable about idiots getting control of the government, Powdered Toast Man burns the Constitution and Bill of Rights to keep warm in the White House. Several outraged people complained after the show was aired the first time. Nickelodeon then ran a censored version of the show until late in 1994 when the network decided to run the uncensored version again.


  In another Ren and Stimpy episode the last name of the character George Liquor was cut from the soundtrack before the show aired. Some fans insist that the cuts were made by a woman at Nickelodeon who thought the name referred not to alcohol but to a sexual act ("lick her"). Nickelodeon officials deny this rumor, but they do not explain why the last name was cut out of the show.41


  In the episode "Sven Hoek," Stimpy and Sven are sitting in a closet in Stimpy's cat litter box. Nickelodeon ends this scene with Stimpy closing the closet door. Originally the shot of the closed door lasted another 10 or 15 seconds as the characters played "circus." They cut Stimpy saying, "Look at me, I am a juggler." Sven said, "and I am a bearded lady." Next Stimpy said, "And I am a sword swallower," followed by swallowing sounds and giggles. If S&P ordered the cut it might be because they feared kids would try to swallow knives or would play with cat feces. Another possible reason for the cut is an obscure slang definition of "sword swallowing"— it can refer to fellatio.42


  There is also an unaired episode of the show, "Man's Best Friend," which has a scene so violent that Nickelodeon has refused to show it. It shows Ren hitting George Liquor in the face several times with a boat oar. In slow motion we see Liquor's face pushed grotesquely out of shape by the impact. The scene was inspired by one in the feature Raging Bull. John Kricfalusi says S&P and the administrators at Nickelodeon approved every panel of the storyboard, but when the executives saw the finished project they shelved it, claiming it was "too strong." Overall, Kricfalusi's comments suggest that decisions to censor shows after they air generally come from network producers and other top executives, rather than from S&P.


  



  MAKING TELEVISION ANIMATION FOR KIDS A POSITIVE EXPERIENCE


  While S&P regulates what Americans see on a daily basis, broad decisions about the overall content of television are made by the industry's top executives. The biggest changes in television animation have been in shows aimed at children. For many years public groups have demanded that Congress enact laws that better regulate television, especially programs aimed at kids. Their work has resulted in the end of many traditional forms of animated violence in work made for television featuring Popeye and other stars. G.I. Joe is still around, but the makers of the show were pressured into adding moral lessons to their storylines. A few fantastic monsters remain on television, but they and the superheroes who do battle with them are lame reminders of the shows kids loved to watch in the 1960s and 1970s.


  Showing people taking pills became a taboo image on kids' television in the 1980s. A sequence where a person took a pill was cut from Dexter's Lab in 1995 or 1996. The cartoon series Roger Ramjet was kept off the air for several years because Roger obtains his super strength from proton energy pills. The Cartoon Network began to show the series in 1996 in the middle of the evening when kids are assumed to be in bed, but the show is seen on the West Coast at 6 P.M. and there have been no complaints. Mr. Terrific (1967), a live-action superhero spoof, has also been kept off the air as the hero became a superhero after taking a pill.43


  Late in 1993 DIC Entertainment, the creators of numerous animated television series including Captain Planet, Dennis the Menace and Sonic, the Hedgehog, announced a 12-point code of standards to which writers and directors should adhere. This is essentially a form of self-censorship. DIC shows stress storylines that enhance self-esteem, foster cooperative behavior and the resolution of conflicts through dialogue, negotiation and mediation, and portray antisocial behavior as unglamorous and unacceptable. DIC star Captain Planet was an environmentalist before it became fashionable.44


  Another recent development is having child psychologists review projects before they go into production. One producer mentioned his experience with a network psychologist when a project was being considered. He said the psychologist "is quite thorough, she puts our characters on the couch." He described it as a humiliating experience.


  The psychologist met with the producer of the show and went over the production company's "bible," a book or folio that contains detailed information about each character such as design, behavior, and motivation. Script ideas and other information needed for the network to evaluate the project are also included. It is the role of the psychologist to suggest any changes that might be needed in characters or script ideas to make them more acceptable. Networks want children who watch their shows to see positive role models. Of course that was not the case when MTV began to develop Beavis and Butt-Head. They did not send this show to a psychologist for an evaluation.


  While these and other changes are considered positive steps toward improving children's television, there are adult viewers who miss the kinds of shows they saw as kids. Some think pressure groups will eventually force producers to change the nature of prime-time animated shows made for adults. They note the networks are already cutting violent sequences in classic cartoons. Some cartoon fans worry that kids will not be able to experience the real humor of a Roadrunner or Tex Avery cartoon on television. Home video and laser disc publishers are also beginning to release censored cartoon classics.


  Yet another form of outside pressure may soon influence the content of animation made for television. As networks go global there will probably be pressure on the creators of shows to avoid visual gags and social satire that will not make sense in a foreign country. For example, a gag that depends on the audience reading something in English (a sign, label on a jar, etc.) will not be funny in a non-English-speaking country. Shots of American habits and customs may get cut in some countries just as American television has cut scenes of people eating with chopsticks.


  Language can be a problem unless the show is dubbed. Several words that are in common use in the West cannot be broadcast in Arab countries. Words like "glorious" and "wonderful" are qualities of the deity and cannot be used to describe mortals or products. MTV is aware of these issues as more than half of their viewers live in foreign countries. The Cartoon Network, TNT and other cable networks are also expanding abroad, so it is probably only a matter of time before the foreign market begins to influence Beavis and Butt-Head and other shows.


  C. J. Kettler, president of Sunbow, says that the company does not have problems with its shows when they are shown abroad because "animation as a medium is the easiest to dub." Sunbow avoids problems by using experts to do the translations and dubbing.45


  



  WILL TELEVISION BECOME MORE CONSERVATIVE IN WHAT IT SHOWS?


  The content of television is controlled to some extent by the public. Television and advertising executives pay attention to public criticism of the medium, and most would rather play it safe. One of the industry's fears is that disgruntled viewers will organize a boycott of products advertised on a show they hate and that the sponsors will then pull their ads from the show or station being boycotted. Viewers can also threaten to drop their subscriptions to cable television services or ask their local cable company to drop a network they dislike. Other concerns are complaints to the FCC, which can result in stations being fined or losing their operating licenses. Yet another cause for concern is the possibility that Congress might enact legislation that will affect the content of television. (In 1996 Congress passed a law requiring all new television sets to have a built-in "V chip" that parents can activate to prevent children from seeing violent material on television.)


  Disc jockey Dick Zimmerman announced a crusade against television violence in 1993 after Beavis and Butt-Head allegedly blew up a cat. Zimmerman told the press he had received thousands of phone calls of support and that he was going to organize a group against violence on television. He said the group might organize boycotts against sponsors of violent programming. Zimmerman has not been heard from since 1993, so presumably he did not go ahead with his plans.46


  Lorri O'Grady, who buys air time from television networks and local stations for advertisers, says many sponsors pay attention to letters from the public. Once she was instructed to pull ads from a television show because a sponsor panicked over a single letter threatening a boycott of a product. The sponsor believed the complaint represented the opinions of thousands of people. O'Grady says she watched the episode of the show in question and found nothing objectionable in it. She says the letter of complaint was by a "crazed person" and that the alleged offense was not in the show. She adds, "The trend towards making TV politically correct has become ridiculous," and it might eventually result in a situation so bad that "all you will be able to see on TV is show openings, closing credits and test patterns."47


  The National Federation for the blind has asked Disney not to continue production on a feature starring a live-action version of the severely near-sighted cartoon character known as Mr. Magoo. Marc Cavrer, president of the federation, stated that Mr. Magoo "oppresses blind people much as Little Black Sambo affects blacks."48 The National Stuttering Project, representing people with stuttering problems and speech impediments, spoke out against Elmer Fudd and Porky Pig's pronunciation of words in 1993. They stated that the people they represent found these voices offensive.


  There have been cases where animated films were changed in response to organized public outcries. For example, depictions of Arabs in Aladdin and alleged coke sniffing in Mighty Mouse: The New Adventures were changed. However, not all protests are successful. Linda Simensky said that while she was at Nickelodeon there was a brief period in 1993 when the network received numerous complaints from members of a religious group that Ren and Stimpy and Rocko's Modern Life were too adult-oriented to be shown to kids on Sunday mornings. They wanted the shows moved to a different time slot. The network was polite but did not make the programming change. (As someone at the network privately remarked, these callers were likely in church when the shows aired and possibly never saw the shows they complained about.)


  The U.S. Council for Energy Awareness went after The Simpsons in 1990 over its depiction of a nuclear power station complete with three-eyed mutant fish living in the waters around it. They took members of Fox-TV and the Simpsons production staff on a tour of the San Onofre nuclear power plant near San Clemente, about 40 miles south of Los Angeles. Despite the pressure from the energy group, Homer still has his job and still makes mistakes. Sam Simon, executive producer of the show, wrote the council: "I agree with you that in real life Homer Simpson would not be employed at a nuclear power plant. On the other hand, he probably wouldn't be employed anywhere."49


  The S&P departments raise complicated issues for networks and independent stations that want to attract attention by showing material that may shock some people. Each department has to make responsible decisions that will keep the station out of trouble and keep the public entertained at the same time. The S&P departments at MTV, Nickelodeon and Fox should be congratulated for the risks they take. This is not a censorship versus free speech issue. Decisions are made before the show airs, in the interest of the people who are paying for the show. Censorship does not occur until after the show airs and people complain about something. According to one producer, "S&P doesn't make my job any easier"; however, it must be remembered television is first and foremost a business. The industry has the right to control what it does to make money.


  



  PUBLIC RESPONSES TO TELEVISION


  It may come as a surprise, but local television stations and networks do pay attention to calls and letters, both positive and negative. They may not take the action the letter or call suggests, but if enough people express the same opinion, changes may occur.


  In 1993 I was asked to program an animation show for The Living Room Festival (aired in 1994 on the PBS station KQED-TV in San Francisco). At the end of the show the station ran a phone number soliciting viewers' comments. I learned that the station makes notes on what the callers have to say and passes them on to station management and producers of programs. These comments influence programmers and producers.


  At KOFY-TV in San Francisco the station's owner and his program department read everything that is mailed to them and forward letters to sponsors, stars and syndicators. In the fall when they are planning new programs they get 50 to 200 letters a week, while at other times of the year the flow of letters is less. KOFY-TV welcomes viewer input as do other stations. Management does not want to rely completely on television polls and information from sponsors to judge if the station's shows and ads are successful.


  At Nickelodeon a viewer hotline serves many purposes, from providing information about merchandise and tours of the studio to giving irate viewers a way to vent their frustrations over program changes. Carol Cate, who monitors the hotline and letters sent to the network, says viewer comments can make a difference. All calls and letters about inappropriate language are given prompt attention. Cate says viewers sometimes misunderstand or misinterpret a line where no problem actually exists, but Nickelodeon takes no chances and inspects everything. Once, Cate says, a family reported that they "saw an inappropriate symbol flashed in a show." The show was inspected and edited as a result of the call.50


  Comments about shows are sent to Nickelodeon's producers to give them some idea of how people feel about their programs. The network keeps records of what people are asking for. They tally requests for what people want to see again and what old shows people would like to see on Nick at Night. Programming is based on a variety of factors ranging from the pragmatic (the network can show only those programs for which it has obtained rights), to personal (the network shows what members of the staff and public think is cool).


  There are loyal television watchers who enjoy communicating with Nickelodeon. In 1993 the network ran a promotion that was far more successful than expected. Kids were asked to send in pictures of their favorite Nickelodeon stars. To Nick's amazement, 80,000 pictures were mailed in. About 5,000 were shown on the air. Other loyal fans, Cate says, are "hawks," people who watch their favorite shows every time they are on the air. When the station does not show them in the right order, the hawks call the hotline. "Usually the same fans call us over and over," Cate says.


  Cate says that "sometimes you get hundreds and hundreds of letters....Then one letter comes in and it makes an immediate difference." When Nick began to show a series of short vignettes in the summer of 1994 that starred Stick Stickley, a character made from a popsicle stick, kids went nuts over him. One girl wrote a letter that charmed the Nick staff. She had invented "Sally Stick" as a friend for Stick Stickley. The letter resulted in a segment in which Stick actually called the girl and talked to her about her imaginary friend Sally.


  When the Stick Stickley series ended as scheduled, the network started to get calls and letters asking for more segments with the star. Originally Nick executives had no plans to bring him back, but the audience response changed their minds. Cate says that in this case "the responses from kids did make a big difference."


  John Kricfalusi reacted with great enthusiasm to the first fan letter for The Ren and Stimpy Show. Two days after the first program aired on Nickelodeon in August 1991, the studio received a letter from a fan named Anthony who invited Ren and Stimpy to visit him the next time they were in America. Kricfalusi was so pleased that he not only invited Anthony to visit him in Hollywood for a grand tour that included a day at Disneyland, but also developed a script for an episode called "Visit to Anthony." Kricfalusi recorded the soundtrack for the show using Anthony's voice for the part of the boy. He also had publicity photos made of the new star.


  5. Blacklisted Animators


  



  The labor history of Hollywood is a complex and fascinating study that unfortunately includes the censuring of people in the animation industry. The first part of this chapter will focus on the firing of people for union activities. (It did not matter that federal law made it illegal to fire someone for being pro-union.) The second part will discuss the blacklisting of people for political reasons. Several talented individuals were fired or forced to quit and then were refused work elsewhere in the industry because political beliefs they had once held had since become unpopular.


  The censure of a person can be far more damaging than the censorship of a film. When a film is cut the public loses something that might have occupied the screen for only a few seconds. When a talented person is denied work in his or her chosen field, the public may lose the achievements of a whole career. Some people suffered great hardships from being forbidden to work in animation, while others were able to turn their work in new directions that might not have developed if they had continued working for their old employers. For example, if there had not been a strike at Disney, Walt Kelly might not have created the comic strip Pogo, Bill Scott might not have written and produced the delightful Rocky and Bullwinkle television series, John Hubley might not have gone on to win four Oscars with his creative talents, and Phil (P.D.) Eastman might not have written his wonderful children's books.


  



  THE RISE OF UNIONS IN THE ANIMATION INDUSTRY


  People rarely think of an animation studio as an industrial plant with a series of production departments. When Walt Disney showed his animators busy at work in his films, on his television show and at Disneyworld, the public saw happy artists creating wonderful images. No one bothered to explain that many of the jobs in the facility were non-creative, labor-intensive positions that were menial, repetitive, boring and low paying.


  A letter to a woman who asked about employment opportunities at a large animation studio in 1939 sums up the division of labor that existed then. The letter, from a secretary in the ink and paint department, explains:


  
    Women do not do any of the creative work in connection with preparing the cartoons for the screen, as that work is performed entirely by young men. For this reason girls are not considered for the training school. To qualify for the only work open to women one must be well grounded in the use of pen and ink and also of water color. The work to be done consists of tracing the characters on clear celluloid sheets with India ink and filling in the tracings on the reverse side with paint according to directions.1

  


  When it came to salaries, animators were considered highly skilled artists and were paid impressive wages. Art Babbitt, a top Disney animator, lived in a luxurious house with a view, employed servants, drove fine cars and made about $300 a week. On the other hand, women in the ink and paint departments at Fleischer and Terrytoons in New York and Disney, MGM, Lantz and other studios in Hollywood were hired at $12 to $18 a week.


  It was not always easy for a union to organize staffs at the studios. Most owners and top administrators hired lawyers and fought the union. They knew that meeting the demands of people who were organizing for better pay and working conditions would cost the company money.


  Employers had many tactics for fighting off a union trying to organize a company. They might improve working conditions and pay so employees would not feel a need for a union; fire the people trying to organize the company from within; intimidate employees; or create a company union. Some of these tactics became illegal when the Supreme Court upheld the Wagner Act of 1935 on April 12, 1937. The act gave employees the right to organize, established the National Labor Relations Board (NLRB), established the workers' rights to protect themselves from unfair labor practices, and prohibited companies from discharging or discriminating against an employee who reported violations of the act to the NLRB.


  With the approval of the Wagner Act, the nation's animation studios began to organize. Strikes, a painful way of addressing the problems of studio labor, were held at the Fleischer Studios in New York City in 1937, Schlesinger (Warner Bros.) and Disney in 1941, and Terrytoons in 1947. The Fleischer strike lasted more than five months, the Disney strike more than three months and the Terrytoon strike about eight months. MGM and several other Hollywood animation studios signed with the Screen Cartoonists' Guild and avoided strikes. Schlesinger signed after a six-day lockout that ended the day the Disney strike began. Paul Terry signed a one-year contract with the union in 1944 after considerable pressure from the National Labor Relations Board, but he refused to extend the contract.


  



  [image: ]



  Mary Lou Whitman (who would later marry Phil Eastman) walking the picket line during the Disney strike. (Photo by David Lees.)



  



  While reading the following material one should keep in mind that the image of unions today may be quite different from how underpaid workers with few or no benefits viewed them in the 1930s. Today many of the larger unions in the United States are looked upon in a negative light and are losing their membership. Even in 1941, during the Disney strike, a major news story broke about union corruption in the Hollywood film industry. George Brown and Willie Bioff, two Chicago gangsters who had taken control of the International Alliance of Theatrical Stage Employees and Motion Picture Operators (IATSE) and had built it into a giant union, were arrested. They were convicted of extortion for taking money from Hollywood producers in exchange for promises to keep labor costs down and to avoid strikes. Bioff got a reduced sentence when he told the government the names of the Chicago mobsters with whom he had split his money. Eight members of the mob were indicted. Bioff got an early release, settled in Phoenix under a new name and made the newspaper headlines a final time in 1955 when he started his pickup truck and it blew up.2


  



  THE FLEISCHER STRIKE


  The animation industry's first strike was at Fleischer Studios in New York City. The Commercial Artists and Designers Union (CADU) was trying to represent the studio's employees; however, the studio refused to bargain with them. The strike began on May 7, 1937, and lasted more than five months.3


  Employees complained that they had no paid sick leave or vacations, no medical insurance. They wanted higher wages for men and women in the ink and paint department (which once started everybody at $12 a week for a 44-hour work week), and they were concerned about unhealthy work conditions. This concern was based in part on the deaths of Dan Glass and Lillian Oremland, who died of tuberculosis after having worked for the studio for some time. There were fears that the disease would spread and that poor ventilation and other problems made the studio an unhealthy place to work. The Fleischers tried to address the health issue by establishing a relief fund for financially distressed workers. They also established a savings plan for employees.


  According to a well-researched article on the strike by Dr. Harvey Deneroff, there were more basic grievances. Deneroff found that people with some seniority and slightly better pay would be laid off instead of lower-paid colleagues who had less seniority. There was considerable discord about the way Edith Vernick ran the inbetween department. ("Inbetweeners" work as assistants to the animators, drawing transitional frames to go between key drawings so that the movements are smooth and fluid.) She sprinkled her speech with profanity, required the men to raise their hands to get permission to use the bathroom and would send somebody in to investigate if someone spent too much time in the restroom. She was also known to snitch on employees to her boss if they were not working hard enough.


  The Fleischers defended themselves by claiming they could not afford to meet the union's demands. Max Fleischer had run the studio as one big family and was hurt that his staff chose to go union rather than come to him with their problems. The company antagonized the pro-union staff by firing Carl Wessler on March 30, 1937, and Anthony Pinelli on April 4, presumably for union activities. At the same time the studio demanded a speedup in production of its Popeye cartoons. The union response was to order a slowdown back to the normal rate of production. On April 12 the Supreme Court declared it was illegal to fire an employee for union activities.


  In April the CADU demanded to be recognized by the studio as the employees' union. The group also demanded a shorter work week, paid sick leave and vacations, raises, and other benefits, as well as the reinstatement of the fired workers. The studio responded by firing another 13 pro-union employees on May 5. The strike began two days later with around 100 union members on the picket line.


  The strike was colorful, with picket signs reading, "I make millions laugh but the real joke is my salary," and, "We can't get much spinach on salaries as low as $15.00 a week." Among the songs sung were "I'm Popeye the Union Man." On at least two occasions people were arrested for fighting with non-strikers. On one occasion a stink bomb was tossed into the home of Dave Fleischer.


  The strike was supported by other unions including the Screen Actors' Guild, which provided financial help. The musicians' union supported the strike and refused to let its members do soundtracks for the studio. In some parts of the country union projectionists refused to show Fleischer cartoons. The union eventually held an election and won recognition, but the Fleischers and their lawyers refused to accept the results. They also stalled on going before the NLRB over the rehiring of the 15 union workers they fired before the strike. They finally signed a settlement with the union on October 13. Dr. Harvey Deneroff points out that while the union got sizable raises and benefits for everybody, it cost the employees five months of picketing to win.4


  Shortly after the union's victory the Fleischers announced they were building a new studio in Florida. The union members were asked to move and continue their employment; however, Florida's right-to-work laws meant that union employees would have to work alongside non-union employees. After the studio moved in 1938, union and non-union employees socialized separately in most cases, and some people complained that this resulted in an atmosphere that made them want to leave. Dr. Deneroff found court records in which the Fleischers admitted that one reason for the move to Florida was to break the union.5


  Blacklisting may have occurred when two of the strike leaders left Florida to find work in Los Angeles. Louis Appet from the inbetween department and animator Eli Brucker believed they were blacklisted for their past union activities. With the help of Chuck Jones, Appet was eventually hired in 1941 by Schlesinger. He went on to become president and business agent for the Motion Pictures Screen Cartoonists' union in Los Angeles in the 1950s and 1960s. Brucker, an experienced animator, never again found work in the animation industry. During World War II he went into the rag doll business.6


  



  THE DISNEY STRIKE


  The labor unrest at Disney had many causes in common with the Fleischer strike, including low starting pay for the women in ink and paint (about $18 a week), no overtime pay, a long work week, and odd rules at the new studio that kept the women in a building some distance from the rest of the production staff. Another rule was that assistant animators and inbetweeners were allowed only on the ground floor of the animation building unless they had a special reason to go upstairs.7


  Job security was a serious issue for many of the Disney employees. Before the strike the studio had begun to cut back the size of its staff. Rather than follow the rule of laying off the last people to be hired, the studio was laying off animators and other experienced artists who were better paid. Another issue that bothered many of the artists was the lack of screen credit for the work they did. Disney believed that the public did not really need to know who did what, so he kept the number of names in the credits to a minimum. Equitable wage scales were another issue. Animator Art Babbitt complained that while he was very well paid, Bill Hurtz, his assistant, made only about one-sixth of his salary (about $50 a week).8


  Like Max Fleischer, Walt Disney thought of his staff as an extended family and had a difficult time accepting the idea that some of them wanted to communicate with him through a union. He felt his company could not afford many of the changes his staff requested because the coming war in Europe meant several countries could no longer exhibit Disney films, which would mean a loss of income for the studio. While Snow White had made money, Pinocchio and Fantasia were not yet profitable. Shares of Disney stock were not selling well in 1941 and were undervalued. Another problem was that Disney had increased the company's overhead by moving from his Hyperion Avenue studio to a new state-of-the-art facility in Burbank.


  Early in 1941 Disney gave his staff an emotional speech warning them against joining the Screen Cartoonists' Guild, a union affiliated with the Brotherhood of Painters, Decorators and Paper Hangers. David Hilberman called it a "law of the jungle speech." Bob Thomas, in his book Walt Disney, An American Original, said it was a rare and honest attempt for Disney to explain the problems he was facing based on Thomas' conversations with other individuals who heard the speech.9


  To avoid a labor union coming into the studio, Disney established a company-controlled union. Art Babbitt was appointed one of the officers of that union. He took his job seriously and began to study the issues. Instead of working to prevent the Screen Cartoonists' Guild from organizing the studio, he joined that union and began to tell Disney employees that they needed the Screen Cartoonists' Guild, not a company organization. No doubt feeling betrayed, Disney fired Babbitt and several other people for union activities in May 1941. The strike began the next day, partly to protest the firing of Babbitt.


  Three weeks after the strike began, Walt Disney told the FBI his version of how it started. An FBI report ( July 21, 1941) in Disney's file says the bureau interviewed him as part of an investigation concerning "the possible criminal violation on the part of [name blacked out] or others in which an effort might have been made to extort monies from the Disney Studio in settlement of the strike." Disney denied that anyone ever demanded or received a payoff.10


  Regarding the strike Disney again stated:


  
    that due to the curtailment of the showing of his pictures abroad, it was necessary for him to cut down on his staff of employees at the studio. As a result of this, he stated, he laid off approximately nineteen men, some of whom had been in his employ less than one year....Mr. Disney stated that as a result of this layoff, these nineteen men, and (name blacked out), went around to the various other employees at the studio and stated that approximately two hundred were to be laid off by Mr. Disney. As a result of this "whispering campaign," a general strike was called at this studio. A picket line was maintained at the gates of the studio, and a "goon squad" of about 15 men was organized to prevent any trucks from entering the plant. Mr. Disney stated that the men who instigated the strike, and (name blacked out) were making exorbitant demands upon him in settlement of the strike to the extent that all men were to be re-hired, and that no men were to be fired in the future.

  


  Disney told the FBI that the strike had begun on May 28, 1941; that 40 men had returned to work in the first two weeks of the strike; and that 297 were still on strike. He said the strikers were trying to get union projectionists to refuse to show Disney features in their theaters. He also described the latest demands of the strikers and stated that negotiations were completely broken down.


  In 1947 Disney gave a different account of the strike in his testimony before the House Committee on Un-American Activities. He claimed the strike was organized by members of the Communist Party. He was not only insistent on this, he also clearly contradicted his 1941 statement when he boasted, "I have never had labor trouble, and I think that would be backed up by anybody in Hollywood."11


  An FBI memo (November 17, 1947) from Los Angeles about the film industry's reaction to the hearings said the Screen Cartoonists' Guild ran an ad in The Hollywood Reporter (October 30, 1947) that disagreed with Disney's statement that the strike was not a labor issue. According to the memo,


  
    Bill Melendez, President of the Screen Cartoonists' Guild stated that the strike was caused by (1) the company's unwillingness to recognize the union and to bargain and negotiate a contract; (2) the firing of one of our members for union activities. It was also pointed out that the National Labor Relations Board later reinstated this discharged member with full pay for the time he was out.

  


  The man Disney refused to rehire was Art Babbitt. Disney had a legal obligation to rehire him with back pay, so he did that and then fired Babbitt again. The union filed charges against Disney over Babbitt's second dismissal. While the case was pending Babbitt enlisted in the Marines. Babbitt believed his enlistment was delayed due to negative statements about him by Walt Disney in his personnel file.12


  Art Babbitt was rehired by the Disney Studio after the war, but it took a court order to get him back in. Once rehired he was assigned to projects that Disney did not intend to complete, and Walt Disney did his best to avoid speaking with him.


  Tom Sito, president of the animators' union in Hollywood, says that an animation studio is an intense place to work, and anyone who is unwelcome is bound to feel it. Art Babbitt — the man who animated the dancing mushrooms in Fantasia and the Queen in Snow White — must have felt it strongly during the last two years he remained at Disney.


  Babbitt eventually became one of the top animators at UPA. His later career included numerous television commercials for Hanna-Barbera and other companies, and in the 1970s he worked on Richard Williams' Raggedy Ann and Raggedy Andy (1977). He was also active teaching animation classes at Richard Williams' studio in London, where he trained a generation of British animators in the work methods he learned at Disney. His classes were considered so important that Williams invited artists from other studios in London to attend.


  A disquieting aspect of the strike is that Disney was willing to bring in Willie Bioff, the corrupt head of IATSE, as a strike negotiator. Bioff ran IATSE like a dictator, while the Guild was a democratically run union. During the strike Disney tried to reorganize his company union and affiliate it with IATSE. Apparently Disney decided that if a union was inevitable, he preferred Bioff's organization over the Guild, probably because Disney hated Herb Sorrell, the Guild's business agent. An often-told story about the strike is that Sorrell had tried to intimidate Disney with his power as a labor leader and the attempt enraged Disney. Disney apparently told people that Sorrell had threatened to "make a dustbowl" out of the studio if he did not sign with the union.13


  At the time of the strike Bioff was well known as a gangster. During the strike Daily Variety ran a headline reading, "Bioff Blocks Strike Washup, SCG walks out as Hoodlum Walks In." The article reported that the SCG walked out of labor negotiations when they learned that "Willie Bioff, Chicago labor hoodlum, was in contract with company executives and was attempting to dictate the peace terms."14 Bioff was eventually indicted for extortion, for taking money from Hollywood producers in exchange for promises to keep labor costs down and to avoid strikes.15


  The Disney Strike was a union victory. The base pay for inkers went from $18 a week to $35. Animators started at $85 instead of $35 a week. The company agreed to numerous benefits including screen credit on shorts as well as on features.16


  Maurice Noble, who is best known for his background designs and layouts for Warner Bros. classics directed by Chuck Jones (for example, Duck Amuck, What's Opera Doc?, and the Roadrunner cartoons) says that they won their long and difficult battle with the studio, but when he went back to work things had changed.


  None of the people who had remained loyal to the company would talk with him. His new office was a former broom closet. He had to stand on a chair to reach the window if he wanted to open it. The studio did not give him any work to do, so when he reported to work each day he read while waiting to get an assignment. Two or three weeks later he was laid off for lack of work.


  Noble says he still has mixed feelings about running into people who did not go on strike at Disney. He is not bitter, just realistic. They benefited from what he and the others fought for. All that most of the strikers got for their efforts was severance pay.17


  Probably the most unfortunate result of the strike is that many other talented strikers left the studio after the strike was settled. Disney lost several outstanding artists, including Walt Kelly, who later did the Pogo comic strip, the cartoonist Virgil Partch, and Bill Tytla, who returned to New York to work at Terrytoons and later on television commercials. John Hubley left and worked for several studios including UPA. By the late 1950s he had his own studio and was one of the hottest television commercial animators in New York. The list also includes cartoonist Sam Cobean, and Steve Bosustow, David Hilberman and Zachary Schwartz, who opened the studio that became UPA.


  For Walt Disney the strike must have been a personal tragedy. He lost the battle, and he lost talented people who were alienated by the strike. The rise in the cost of labor and the loss of markets in Europe resulted in the company's output being reduced. In November 1941 he began massive layoffs. Ward Kimball said that at one point in the late 1930s the studio had about 1,500 or 1,600 employees. The staff was reduced to about 300 people in the early 1940s.18


  



  THE TERRYTOON STRIKE


  The strike at Terrytoons began when Paul Terry refused to renew his contract with the Screen Cartoonists' Guild. In 1944, Terry had been forced to accept the union after an NLRB-sanctioned vote of his employees had been held. He signed a one-year contract, but apparently when the contract came up for renewal his lawyers advised him not to sign again.19


  Jim Logan, who had worked for the studio before going into the service and rejoined the company in 1946, said that in 1947 "Terry was paying Depression-era wages." The rate of pay at the studio was still based on the 1944 contract. During the same period of time wages at Famous Studios in New York City had gone up about 30 percent. Famous was the company formed out of the former Fleischer Studios. When the company moved back to New York in 1943, the old company union merged with the Screen Cartoonists' Guild, and Famous signed a contract with them.20


  Talks between the union and Terrytoons broke down in April 1947. At an early morning meeting on April 21, the Federal Conciliation Service told the staff not to strike.


  When they returned to work at 9:30 A.M. they found they were locked out. The lockout lasted two weeks, and when it ended there was still no contract. A strike was called May 16, and it lasted eight months.21


  Jim Logan says:


  
    We had a meeting and the majority voted to go on strike. I was on the picket line every day, eight hours a day. Paul Terry had complete control of the politics and the police (the studio was in New Rochelle, a conservative town in Westchester County), and the rules for picketing were: a few people in the front of the building and a few on the side entrance. There was to be no shouting or talking, whatever you had to say was on the picket sign.


    I picketed every day, five days a week, and the strike lasted over seven months. We lost — Terry wanted only two animators back. The rest of us had been replaced. What was so depressing about the strike was that a couple of times a day (every day) people would come up to me and say, "You goddamn communist, why don't you go back to Russia!" You were not allowed to answer them. People would spit at us. A woman had come up to me and said her nephew was in the Army, serving his country, while communists like me were a threat to the United States. If you were on strike, you were automatically considered left-wing. This was mid-1947, long before the McCarthy hearings, and seven months of this nonsense left me depressed as hell. I spent two years overseas in the war to come back home to this? By this time my service to my country and my brothers' death in the service meant nothing.22

  


  When asked why he did not speak up, Logan said, "We were ordered not to answer any comments made by passersby. If we didn't follow the rules, we would be arrested and put in jail."23


  Logan went on to a successful career working for companies in New York City and later in Hollywood that produced animated television commercials, education shorts and other types of film. The strike ended just as a new animation industry was developing in New York City. The new studios eventually hired many of the former Terrytoon strikers.


  The union lost the strike at Terrytoons because Paul Terry outlasted them. With a large backlog of unreleased films, he did not need to produce any new films for another year. He also had the advantage of having his better paid directors stick with him during the strike.


  Logan says, "A few years later Terrytoons called the union asking if they could sign a contract with the Screen Cartoonists' Guild. Terrytoons was stuck with strike breakers not worth Terrytoons' low pay, and needed real talent."24


  



  THE INVESTIGATION AND BLACKLISTING OF ALLEGED COMMUNISTS IN THE ANIMATION INDUSTRY


  
    The committee has no preconceived views of what the truth is respecting the subject matter of this inquiry. Its sole purpose is to discover the truth and report it as it is ... with such recommendations, if any, as to legislation on these subjects as the situation may require and as the duty of Congress to the American people may demand.


    In investigating un-American activities, it must be borne in mind that because we do not agree with opinions or philosophies of others, does not make such opinions or philosophies un-American. The most common practice engaged in by some people is to brand their opponents with names when they are unable to refute their arguments with facts and logic. Therefore, we find a few people of conservative thought who are inclined to brand every Liberal's viewpoint as communistic. Likewise, we find some so-called Liberals who stigmatize every conservative idea Fascistic. The utmost care therefore must be observed to distinguish clearly between what is obviously un-American and what is more or less an honest difference of opinion with respect to some economic, political or social question.

  


  So said Martin Dies, chairman of the first House Committee on Un-American Activities, on August 12, 1938.25


  When the Iron Curtain fell across Europe after World War II, some Americans became concerned about protecting the country from a perceived communist threat. In Hollywood, Roy Brewer was saying, "The communists were determined to get control of the movies." Brewer had become head of IATSE, the largest union in the film industry, around the end of the war.26


  Several people working in the animation industry were identified by the House Committee on Un-American Activities (HUAC) as having once been communists. They were not said to have done anything subversive; they were simply accused of having anti-American beliefs. Calling somebody a communist was enough to get that person fired and blacklisted. The label ruined careers, put one animation house out of business and resulted in the substantial purge of employees at another.


  The committee often looked at events that were 10 or 15 years old to determine if somebody was a communist. It did not matter that the person might no longer be a communist. The committee also seemed to overlook the fact that the Communist Party was a legal political entity. During the 1930s and 1940s, the Communist Party ran people for office and was the chief group fighting for the rights of the poor in the United States. Its members fought for improvements in social security, welfare benefits and unemployment benefits. They were also anti-Fascist. One party member from this time said, "There was a depression on. I wasn't into International Stalinism as much as basic issues that were worth fighting for."
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  This group photo, taken at the Cartoon Art Museum in the 1990s, features several of the original Disney animators. Back row, left to right: Dave Hilberman, Joe Grant, Diane Disney Miller (Walt's daughter), Ken O'Connor, Ollie Johnston. Front row, left to right: Ward Kimball, Marge Champion (the model for Disney's Snow White), Frank Thomas, Marc Davis.


  



  Few people spoke out against HUAC’s persecution of people in animation and other industries, or HUAC’s vicious abuse of power in its treatment of suspected communists. The committee was not a court of law, but a government body with its own set of rules. Members were not required to show a witness the evidence against him, or to prove that their accusations were grounded in fact.


  People who were subpoenaed by HUAC could not defend themselves or explain their beliefs and past actions unless they fed the committee names of friends and other people who would in time become victims of HUAC themselves. A person who discussed his or her political past and then refused to name names could be sent to jail for being in contempt of Congress. As a result many individuals chose to say nothing except their name, education and occupation under the rights provided in the first and fifth amendments of the Constitution. Those who exercised these rights remained blacklisted, and the press gave the public the impression that they might be hiding incriminating evidence.


  The period of HUAC activity is often called the McCarthy Era. Joe McCarthy's name will not be mentioned again, for a very simple reason. He was a witch hunter in the Senate who investigated the army and other organizations. The hearings concerning the film industry took place in the House of Representatives.


  



  THE TESTIMONY OF WALT DISNEY


  The House committee's investigation of communist infiltration in the movie industry began in 1947. First, the committee interviewed a series of friendly witnesses including Walt Disney. Disney was an ideal celebrity to call upon. His product was well loved by the public, and he was well known as an anti-communist.


  Disney testified that the strike at his studio in 1941 was the result of communist agitation. He blamed labor leader Herbert Sorrell for the strike and said, "If he isn't a communist, he sure should be one." He claimed that David Hilberman, one of his animators, "was the real brains of this and I believe he is a communist." Disney said he based his opinion on an employment application indicating that Hilberman had no religion and that he had studied theater arts in Moscow for six months while he was a teenager. Later Disney said William Pomerance, a former business manager of the Screen Cartoonists' Guild, was also, in his opinion, a communist.


  On October 25, 1947, a page-one headline of the New York Times read, "Critics of Film Inquiry Assailed; Disney Denounces Communists." The reporter briefly described what was said and then went on to note that Disney, the principal witness of the day, failed to fill the hall with spectators as Ronald Reagan had the previous day. This is an odd observation unless one subscribes to the theory that HUAC was investigating Hollywood so its members could make headline news with their diligent pursuit of communists.


  Disney first asserted his belief that the communists were behind the strike in an ad that he ran in Variety on July 2, 1941. In the ad he said, "I am positively convinced that communistic agitation, leadership and activities have brought about this strike."27


  The validity of Disney's statements is questionable. Pomerance was hired by the union after the strike and had nothing to do with it. Herbert Sorrell was certainly hated by Disney, but there is no reason to believe he was a communist. The only communist officer of the Screen Cartoonists' Guild mentioned during the hearings was Charlotte Darling, who was elected to the position of secretary in 1936. Her term ended in 1937. She was a friendly witness who identified several people as communists, and she was in a position to say if Sorrell was one. She did not identify him as a communist. She testified on June 2, 1953.28
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  Typical anti-communist literature of the 1950s.


  



  David Hilberman denies that he was one of the brains behind the strike. Before the strike Babbitt was in charge of the Disney Unit of the SCG and Hilberman was second-in-charge. He said his role in the strike was to study labor law at a library to find out how one forms a union, and to hold one meeting at his house.


  At the meeting people were asked if they wanted to sign cards saying they wanted the SCU to represent them at Disney. Hilberman was one of several people who gathered the cards. When a committee of workers told Disney they had over 300 signed cards and asked him to call a vote under the labor laws established by the Wagner Act, he refused. Hilberman was just one of several hundred people who went on strike.


  As for Hilberman's trip to Russia, he worked with a theater company and was lonely and homesick as he met only one person who spoke English. Hilberman has pointed out that when he joined the Disney studio the publicity department considered his training in Russia an artistic plus.29


  People who knew Disney say he rarely talked about politics, but the newspaper ad from 1941 suggests how he felt about communists. In a 1980 interview, Ward Kimball said Disney called the strike organizers "commie sons-of-bitches, but that was Walt's overkill." He said that at the time of the strike people called anybody a commie who was slightly to the left or pro-union. Calling somebody a commie was "a buzz word." It was an easy way of discrediting somebody. Kimball thought the real villain of the strike was Gunther Lessing, the head of the studio's legal department, who gave a lot of advice to Walt about unions.30


  In 1944 Disney became a founder and vice-president of the Motion Picture Alliance for the Preservation of American Ideals (MPA). An FBI memo dated March 22, 1944, states, "The MPA originally was organized to combat 'a rising tide of communism, fascism, and kindred beliefs that seek by subversive means to undermine and change this way of life.' Specifically, however, the organization was concerned with combating communism." An article in Variety (March 15, 1944) questioned the need for the MPA but quoted the organization as saying that had there been no communist threat, Walt Disney and two other men would not have found it "necessary to organize the decent, patriotic element of the industry to combat them for the welfare and safety of the American people."


  In 1947 the MPA published a guide for producers that listed some of the "subtle communistic touches" to avoid in motion picture scripts.31 Among its recommendations:


  
    1. Don't take politics lightly....If you have no time or inclination to study political ideas, then do not hire Reds to work in your pictures.... The Reds are trained propaganda experts....


    2. Don't smear the free-enterprise system.... Don't attack individual rights, individual freedom, private action, private initiative and private property.


    3. Don't smear industrialists.... You, as a motion-picture producer, are an industrialist.... All too often industrialists, bankers and businessmen are presented on the screen as villains, crooks, chiselers or exploiters....


    4. Don't smear wealth.... It is the proper wish of every decent American to stand on his own feet, earn his own living, and be as good at it as he can — that is get as rich as he can by honest exchange.


    5. Don't smear the profit motive. If you denounce the profit motive, what is it you wish men to do? Work without reward, like slaves for the benefit of the state?


    6. Don't smear success.... [P] ersonal achievement and success are each man's proper and moral goal. America is the land of the self-made man. Say so on the screen.


    7. Don't glorify failure.... Don't present all the poor as good and all the rich as evil.... In judging a man's character, poverty is no disgrace, but it is no virtue either....


    8. Don't glorify depravity…. Go easy on stories about murderers, perverts and all the rest of that sordid stuff.


    9. Don't deify "the common man." The common man is one of the worst slogans of communism and too many of us have fallen for it without thinking. Don't ever use any line about "the common man" or "the little people." It's not the American idea to be either "common" or "little."


    10. Don't glorify the collective.... Don't preach that everybody should be and act alike ... that all mass action is good and all individual action is evil.

  


  



  THE TESTIMONY OF EUGENE AND BERNYCE FLEURY


  HUAC’s star witnesses regarding communist infiltration into the animation world were Eugene and Bernyce Fleury. Mrs. Fleury, whose professional name was Bernyce Polifka, had worked in the early 1940s as a background artist on cartoons directed by Chuck Jones for Warner Bros. Her husband had been hired by Walt Disney Productions about 1936 as an art instructor for the studio's training program. He was laid off after working on Fantasia (1940). Leon Schlesinger hired him as a background artist to work on Warner Bros. cartoons in Chuck Jones' unit. Bernyce Fleury belonged to the Schlesinger unit of the Screen Cartoonists' Guild auxiliary. During the Disney strike, she helped to organize an exhibition of art by Disney workers. After serving in the army, Eugene Fleury became an instructor at the Art Center School. Eventually, his wife joined the school's staff as an instructor. They remained members of the school's faculty for the rest of their lives.32


  On September 10, 1951, Mr. and Mrs. Fleury were questioned separately in a closed executive session of the committee. Their subpoenas were extended, and both were ordered to appear at a public hearing later in the month. When told the subpoena would be extended, Mr. Fleury asked, "Congressman, isn't there anyone else in southern California who could do this besides my wife and myself?"


  On September 24, Mrs. Fleury testified in public. The committee discussed calling her husband as the next witness, but he was excused when counsel Frank S. Tavenner, Jr., informed the committee that his earlier testimony "was in line with that of the previous witness." Mrs. Fleury's public testimony and Mr. Fleury's executive session testimony were published by the government in United States Congressional Committee Hearings.


  The questioning of the couple is one of several indications that by 1951 HUAC was obsessed with a theory that the Communist Party was trying to control the art of animators.


  Committee member Clyde Doyle of California stated that he believed the Communist Party was trying to influence the fine arts. He felt the communists wanted art to be useful as propaganda and to dictate the subject matter of art, rather than let the artist have artistic freedom. After telling Mrs. Fleury this he asked her, "Did you come to the conclusion that the policy of the Communist Party in the U.S. was to say to the artist, 'You shall paint this?'" She answered, "Yes, sir." He continued, "And that is what you would paint?" She answered, "Yes, sir." Doyle went on: "Of course that was repugnant to you as an American artist?" "Yes, sir, Mr. Doyle," answered Mrs. Fleury, "and I feel it was repugnant to a lot of other artists besides myself."


  Mr. Fleury admitted paying dues two times to the Communist Political Association ("under $3 a month"), subscribing to People's Daily World, and teaching life drawing for about eight weeks at the People's Educational Center. He flatly denied that anyone tried either to influence his work or to suggest that it should carry a social message. Mrs. Fleury stated that she refused to include propaganda in her art. She maintained that she argued about the propaganda issue on several occasions with Ed Biberman, an art teacher and brother of screenwriter Herbert Biberman.33


  Mr. Fleury testified that for less than a year he had been a member of a group of communists in the animation industry. When asked by William Wheeler, a staff investigator, "Were you assigned to any particular group or unit?" he replied "No. I received what you might call no orders of any kind. It seemed to be very casual sort of conversations that at this time I couldn't distinguish between what was a meeting and between a bunch of people sitting around shooting the breeze about the problems of the day. Mostly it was directly related to our profession."


  Wheeler asked Mr. Fleury if he had a reason for joining the party. Fleury replied:


  
    I think I did have a reason. Naturally, being an artist, why, I am fundamentally concerned in not how things are, but maybe how things could be. In other words change people's outlook, change your feelings. And this seemed to be, to me, why, the one concrete, what I would call liberal approach. My interest still was fundamentally that of kind of a philosophical background to my art instead of my political background. In fact, my action then consisted mostly of conversation, and that's about all.

  


  Mrs. Fleury stressed in her testimony that she was attracted to the group because they mainly discussed art. She implied that she was unaware of their political beliefs when she joined. Bernyce Fleury claimed she became a member so she could learn more about art from their discussions, "to be a better artist." She subsequently became aware of their political agenda and drifted away from the group as she did not agree with it.


  When Mr. Fleury was asked if he had met any well-known communists at the meetings he replied that he only met people connected to the animation industry. He added, "In fact, I think that we were probably considered pretty useless and not a very — how would you call it? — solid party unit by any manner of means, and we were very carefully kept segregated."


  The Committee asked the couple where the meetings were held, and both remembered attending them at the homes of William Pomerance and David Hilberman. Mr. Fleury said one meeting was held at his home, but his wife did not recall the event. When asked how many people attended the meetings he said between 5 and 15 people. When asked who else attended meetings, Mr. Fleury remembered that David Hilberman's wife was home when a meeting was held at Hilberman's house. He also recalled that John McGrew, who worked on Warner Bros. cartoons, attended a meeting.


  Toward the end of the hearing Donald Jackson questioned Eugene Fleury's degree of cooperation. Jackson said, "It is inconceivable to me that one person or two people could be associated over the period of a year, attend a number of meetings, including one in your own home, and be unable, out of that association, to remember more than four or five individuals whom you have named." The witness replied, "Well sir, those names are the names that I can recall, and I can do no more about that. After all, this was how long ago? Nine years ago."


  While the committee did not ask Mr. Fleury if the people he named were in fact communists, they did ask his wife. She replied, "Sir, I think it would be impossible for me to say 'communist.' I can say some people were there, but whether — I cannot say positively that they were communists." Later she said, "I believe there are only two persons which it would be at all possible for me to connect with the Communist Party. One of them is Mr. William Pomerance and one is Mr. David Hilberman."


  Committee members had several objectives when they examined the couple. They had them renounce their past association with the Communist Party; they asked them to identify people they thought were communists; and they tried to prove that the party was attempting to persuade artists to include social messages in their art. The last objective was a major problem for the committee as the couple stated they disagreed with that principle and never adopted it.


  The Fleurys' testimony did not constitute any major revelations about communist activities. Jackson even noted at the end of Mr. Fleury's hearing that "much of the information which has already been given is information which is already in the possession of the committee."


  Although the value of their testimony seems limited to the naming of a few people, HUAC was soon using the Fleurys' words to advantage. In the committee's annual report released December 28, 1952, the Fleurys' names were on a list of 30 "individuals who, through the knowledge gained during their own past membership in the Communist Party, have been of invaluable assistance to the committee and the American people in supplying facts relating to communist efforts and success in infiltrating the motion-picture industry."


  It seems that the couple had been elevated to the position of star witnesses for the government along with Lloyd Bridges, Sterling Hayden, Elia Kazan, Clifford Odets, Larry Parks and David Raksin. They were credited in the report with the identification of David Hilberman, Lib Hilberman, John McGrew and Mortimer William Pomerance as communists.34


  The Fleurys were "friendly" witnesses. By confessing they were in the party, by renouncing their past, by humiliating themselves by naming names, they were considered rehabilitated. They were able to go back to work and their names would be removed from all blacklists.


  The couple did not seem completely comfortable giving their testimony. People who became friendly witnesses often stripped themselves of their dignity to save themselves from the economic woes of blacklisting. Most must have tried to rationalize away the guilt of betraying former friends, but it appears the Fleurys did not succeed in doing that. When Milt Gray interviewed them for a book on the history of animation, Mrs. Fleury burst into tears when the topic of the hearings came up, and it was difficult for her husband to say even a few words about what happened.35


  Mrs. Fleury's testimony was used extensively in the examination of Philip Eastman and John Hubley. Her testimony was also used at the hearing of William Pomerance, and her name came up again when HUAC examined Zachary Schwartz.


  



  THE INVESTIGATION OF WILLIAM POMERANCE AND THE DEMISE OF TEMPO


  After Disney and other friendly witnesses testified, HUAC subpoenaed 19 screenwriters. When the first ten writers who were called to the stand refused to cooperate with HUAC and name names, the meeting was adjourned abruptly. The writers who refused to testify became known as the Hollywood Ten.


  The Hollywood Reporter mentioned on September 22, 1947, that HUAC also planned to subpoena William Pomerance, who left the cartoonists' union in 1944 to become the Executive Secretary of the Screen Writers' Guild. It appears Pomerance was not served a subpoena in 1947.36


  Pomerance was identified as a possible communist by Mrs. Fleury, and his name was also mentioned on September 19, 1951, in the testimony of Martin Berkeley, a screenwriter. Pomerance was among the communists Berkeley identified as being members of the Screen Writers' Guild. His testimony suggested he barely knew Pomerance as it contained a major error about the accused.37


  Pomerance had been business agent for the Screen Cartoonists' Guild from 1941 until 1944. His next job was executive secretary of the Screen Writers' Guild, the union that represented most or all of the Hollywood Ten. In the late 1940s he moved to New York and became a partner in an animation studio headed by David Hilberman.


  William Pomerance was questioned by HUAC on February 5, 1952. He told them about his education and employment. He said he was a salesman for Tempo, an animation studio in New York City headed by David Hilberman, and that he had been with Tempo since 1948.38


  He was then read Mrs. Fleury's testimony that referred to his being a communist, to his holding meetings at his house, and to his driving her to meetings after her husband went into the army. Tavenner asked him, "Is there any comment that you desire to make, either by way of denial or explanation of the testimony of Mrs. Fleury regarding your alleged Communist Party membership?" Pomerance declined to answer the question. John Wood, a representative from Georgia and chairman of the committee, then asked him if her testimony was true or false. He declined to answer that question as well.


  Pomerance likewise refrained from comment on Berkeley's statements about him. He refused to answer other questions about whether he had been a party member in the past, or whether other people he knew were or had been communists. He said he had signed a loyalty oath in 1941, and that he would have no trouble signing one that day. He also said he was not a member of the Communist Party at that time, nor was he interested in being a member in the future.


  The next day the New York Times reported, "The committee was balked in efforts to learn whether M. William Pomerance, one-time executive secretary of the Hollywood Screen Writers' Guild, had a communist past. Mr. Pomerance is now a salesman of television advertising in New York. He refused to say whether he had ever been a communist on grounds that his answers might tend to incriminate him."


  Two years later somebody went after Pomerance and Hilberman in a really vicious manner. Jim Logan, who was working with them at Tempo, remembers going home from work one day in 1954 and reading about his bosses in Walter Winchell's column. He says that Winchell wrote "something to the effect that how come two communists from the 1930s were making close to a million dollars a year making TV commercials?" Either the next day or the day after that, "around 10 A.M. Dave came down and told the staff that the ad agencies were withdrawing their work. They took the art right off my desk and we were laid off. It happened that fast, the next day, that was the end of it."39


  Hilberman says that the company limped along until it went out of business in 1954. One person recalls that a producer offered to buy the studio, but that his bid was turned down as he wanted a clause stating that Hilberman and Pomerance would never again work within 50 miles of New York. Academy, a Los Angeles firm that wanted a New York studio, eventually took over the space.


  The ease with which Tempo was destroyed is startling. Between 40 and 50 people lost jobs. Nobody had broken any laws. The only public evidence against them was statements that would not hold up in a court of law. The company never had a chance to defend itself against the vicious system that attacked it.40


  Hilberman went to Europe and worked in England for about a year. He then returned and worked as a freelancer in New York. In 1966, he founded the animation department at San Francisco State, and in recent years he has worked freelance for Hanna-Barbera and other producers. Pomerance left the animation business after Tempo closed.


  Walter Winchell probably got his scoop from The New Counterattack, Facts to Combat Communism, an anti-communist newsletter. Their exposé on Tempo covered the entire first two pages of the December 25, 1953, issue. The article, titled "Big Business Firms Ignore Important Facts About Tempo Productions," listed 11 major ad agencies and 22 advertisers including CBS, Esso oil company, Kools cigarettes, and Tide detergent that the publication said were "subsidizing" Tempo.


  The New Counterattack said Pomerance was the executive secretary of the Screen Writers' Guild "when it was communist-dominated." The newsletter listed communist front organizations Pomerance had supported and said Roy Brewer (IATSE) stated Pomerance was "active in forming the communist-controlled Conference of Studio Unions in 1944, and that he was a leader in creating 'chaos and anarchy' in the 1946 studio strike ... (staged by the CSU) in its bid to take over the studio unions in the film industry and put them under Moscow's control."


  The newsletter's attack on David Hilberman said Walt Disney "believed Hilberman was a communist and the real brains behind the CP [Communist Party]-led strike against the Disney Studios in 1938" (wrong date). The article mentioned Disney's statement that he "checked Hilberman's record and found he had studied at the Moscow Art Theater." As further proof that the men were communists, Counterattack noted that Bernyce Fleury had identified Pomerance as a communist, that Hilberman held meetings at his home, and that both men had driven her to party meetings at other places.


  The publication went on:


  
    Big business corporations that have ignored Counterattack's facts for the past 1½ years are the major source of income for Tempo Productions. These firms are giving substance to Lenin's remark that the capitalist class would supply its own gravediggers. Counterattack repeats the question it asked when it first gave the facts on the communist backgrounds of Pomerance and Hilberman: How many TV viewers would knowingly buy products of firms that are subsidizing Tempo Productions?

  


  Counterattack had run its first article on Tempo on April 4, 1952, and they had also reported facts about communists at UPA, a company Hilberman had founded with two other partners (he sold his interest in 1946).


  Winchell was one of several columnists who frequently ran items sent in by HUAC and other right-wing groups. Others columnists regularly suggesting who should be blacklisted were Jack O'Brien, Hedda Hopper, George Sokolsky and Victor Riesel.


  



  THE PURGE AT UPA


  While the demise of Tempo may have been the most dramatic event of the period, the staff purge at United Productions of America (UPA) was equally devastating to those involved. The company was formed by David Hilberman, Zachary Schwartz, and Steve Bosustow near the end of World War II. UPA's political problems stemmed from work the company did for the United Auto Workers. They produced for the UAW Hell Bent for Election (1944), which supported Roosevelt in his run for a fourth term, and then The Brotherhood of Man (1946), an educational short on racial equality. The latter was made to help the union overcome racial prejudice when the auto manufacturers opened integrated plants in the South.


  By the time Brotherhood was in production, Hilberman and Schwartz had sold their two-thirds interest in UPA to Bosustow and had left for New York. It appears that what interested HUAC in this film was not Hilberman's involvement, but the involvement of others. The California Senate's 1948 report on "un-American" activities in California stated that The Brotherhood of Man was based on a pamphlet by Ruth Benedict and Gene Weltfish that had been banned by the War Department, and that both authors had affiliations with communist front organizations. The report noted the film's script was by Ring Lardner, Jr., John Hubley, and Phil Eastman. All of the authors except Benedict were subpoenaed by HUAC. Ring Lardner, Jr., was one of the Hollywood Ten. The 1948 report also said, "One of the agencies through which Brotherhood of Man can be booked is the International Workers Order film division ... cited by Attorney General Francis Biddle (in 1942) as 'one of the strongest communists organizations.'" The film was attacked not because of its content, but because of the people associated with it. At no time during the hearings did anyone ever ask about communist propaganda being included in animated work, nor was an example ever cited. It is obvious that HUAC was concerned about the artists rather than the content of their art.41


  The purge of UPA occurred after HUAC returned to Hollywood in 1951. By that time the company was making theatrical cartoons for Columbia, and was about to win an Oscar for Gerald McBoing Boing.


  Animation historian Paul Etcheverry has provided his unpublished interview with former UPA writer Bill Scott, who explains how the events unfolded. He says the changes began when the employees' union, the Screen Cartoonists' Guild, was in negotiations with UPA. Scott says:


  
    UPA had never belonged to the Producers' Association, which had a contract with the IA [IATSE]. We were in the middle of negotiations, and the first thing we knew about anything was that it was announced one day that the studio had joined the Producers' Association and therefore our union was disenfranchised because all studios belonging to the Producers' Association had to deal with the IA.42

  


  Faith Hubley and Harvey Deneroff have pointed out that Scott's account of the UPA workers becoming IATSE members is oversimplified. Deneroff said that when Ronald Reagan, HUAC, and others began to attack the Conference of Studio Unions (CSU) that the Screen Cartoonists' Guild belonged to, the Guild left both the CSU and the paperhangers' union. That move left it as a small organization that provided the members with few benefits. Members of the Cartoonists' Guild held a vote in 1951 on whether to stay with their own union or join the IA. Guild members at Disney, Warner, Lantz and MGM voted to join the IA, but UPA members voted to stay out. The agreement was for all studio employees to go with the majority, but workers at UPA refused to join the IA and became renegades. Karen Morley sums up the breakup of the CSU: "The right wing rolled over us like a tank over wildflowers."43


  Scott said the studio was handed over "to a union they despised, not only for its being a crooked union, with ties to gangsters and extortion and God knows what all, but for its long-term red baiting activities. It was really a savage, savage blow. And then, the next thing we knew, there were a number of people slated to be fired." He says some of the people who were fired became terrified when they learned they would be called before HUAC for questioning.


  Scott believes Bosustow was afraid of losing the studio by being identified as a former communist, so he joined the Producers' Association to show he was anti-communist.


  Scott mentioned a rumor that


  
    sometime during the proceedings, you would be approached by a representative, or a friend of a representative from the committee, who would assure you that for x amount of dollars, they could see that your file was put at the bottom of the pile. In other words, if the hearings lasted long enough, you would be called up, but the chances were that you wouldn't ... because your dossier kept slipping to the bottom of the stack. The going price I believe at that time, was four to five thousand dollars, though it may have been more as far as, maybe, a head of a studio was concerned.

  


  Scott added that Bill Melendez, the employee representative on the UPA board of directors, discovered a financial statement that $40,000 had been charged to "petty cash." Nobody knows for sure how it was used, or by whom, but many believe it was used for a payoff or bribe. People have also speculated that the money went to pay legal expenses for UPA employees who cooperated with HUAC or that some of the money was given to those who helped clear UPA's name. Bill Melendez confirms that $40,000 or $50,000 was taken from petty cash. He says he closed the studio and that the studio made some form of settlement to get the employees back to work. Solomon's The History of Animation mentioned this rumor as well but questioned the truth of it.44


  Once it became the studio's union, IATSE went over a payroll list of the employees to determine who should be terminated. The list was then given to Columbia, who threatened to stop distributing UPA's product if the people were not fired or forced to resign. Melendez said he was surprised that relatively few people were fired as he thought they would let go anybody who opposed the union. IATSE leaders had once threatened to ruin the careers of anybody that had opposed them or their anti-communist crusade.


  A labor lawyer for Columbia Pictures suggested to Melendez that he pay $1,000 to clear his name. He believed the lawyer would donate the money to several anti-communist groups including the American Legion and IATSE. Nobody ever told him they paid a bribe and kept their job, but he believes it happened.


  "I of course was on the IATSE blacklist," says Melendez. "They stated to Columbia Pictures and the American Legion that I was 'pathologically unfit to work in the motion picture industry!' I told Roy Brewer that if they (IATSE) could take my job away from me, it wasn't worth having."


  The exact number of people purged from UPA is unknown, but the list includes Bill Scott, John Hubley, Phil Eastman, Charles Dagget, John McGrew, Bill Melendez and others. Hubley, Eastman and Earl Robinson, who did music for Hell Bent for Election and other UPA projects, refused to name names or answer key questions when they were appeared before HUAC. Zachary Schwartz, who left the company in 1946, and David Raksin, who composed some music for UPA and now teaches at UCLA, were friendly witnesses. Melendez, Scott and McGrew never had to address HUAC.45


  The economic and social problems of being blacklisted must have been too hard for some people to take. Charles Dagget, who did public relations work for UPA until the week before he testified, refused to name names on September 17, 1951, but on January 21, 1952, he was back and cooperated fully. As a friendly witness he talked about people in the press and public relations business.46


  Only a few people who remained with UPA offered the purged employees their support. Melendez said one of them was Art Babbitt. He called Babbitt "more conservative than the people that were fired, but ... Babbitt had a decent good heart."47


  Melendez joined several blacklisted UPA staff members in a lawsuit against IATSE and Columbia for conspiracy in blacklisting them. They could not prove that there was a conspiracy, so they were "paid off $100 each to get lost." During the investigation Melendez showed the judge his pre-strike Disney contract. The judge, who had a labor background, called the document "the worst yellow-dog contract" he had ever seen.


  



  THE TESTIMONY AND BLACKLISTING OF PHILIP EASTMAN


  Philip Eastman, a former writer for UPA who worked for Disney before the strike, complained on March 24, 1953: "I feel this committee has imposed cruel and unusual punishments upon me in keeping me under subpoena for the better part of a year." He had not been able to find work since being terminated from UPA in early 1952.48


  When Eastman was questioned he said he had worked for Warner Bros. before joining UPA. Committee members confronted him with excerpts of Mrs. Fleury's unpublished executive session testimony. They asked him several questions about her assertion that he and she belonged to the same art discussion group, and about her disagreement with Ed Biberman on the importance of art having social content. Eastman refused to answer these questions


  
    under that portion of the Constitution which guarantees me freedom of speech and the freedom to associate with whom I please, and also the freedom of conscience. The second reason why I decline to answer is that I consider that you are bringing me here under subpoena to an unreasonable search and attempt to seize the contents of my mind. I also have an objection to make on the fact that, in a sense, the atmosphere here is one of a trial, and that you have accepted the testimony of witnesses without permitting me to bring witnesses of my own.

  


  Eastman had another, very personal reason for objecting to the proceedings:


  
    [A] woman named Mary Bradbury in Southboro, Mass. ... [was] my great, great, great, great, great, great grandmother, and she was convicted of consorting with the devil, despite the fact that 117 of her neighbors testified that she was a good and pious woman. Because I believe she would not have been convicted of witchcraft had she had the privilege of the fifth amendment available to her, to the privilege against self-incrimination, I not only do stand on my privilege, but I am proud to stand on it.
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  Phil Eastman — later better known as P. D. Eastman, author of Go Dog Go and other children's books — was blacklisted after refusing to answer questions from the House Un-American Activities Committee. This photo shows Eastman in 1941.


  



  Eastman apparently found it impossible to work in Los Angeles, so he moved to New York. Shamus Culhane says, "We hired him to write 80 spots for the Air Force. He worked for months in a back room in the studio and nobody on our staff ever informed. If they had we would have been out of business in 48 hours."49



  Eastman's son Tony has vague memories of the period and says his parents never wanted to talk about it. He does remember his father writing Budweiser beer ads for Sherman Glass in Los Angeles about 1955 and working for Shamus Culhane and John Hubley. He says his father had left Disney before the strike, but he had walked the picket line to show his support. His mother was a Disney employee until the strike and was never rehired.50


  Eastman went on to a successful career as an author and illustrator of children's books, including Go Dog Go and Are You My Mother? He also collaborated with Dr. Seuss on The Cat in the Hat Beginner Book Dictionary by the Cat Himself. The two writers had worked together during World War II on Private Snafu cartoons. Eastman died in 1986.


  



  THE TESTIMONY AND BLACKLISTING OF JOHN HUBLEY


  On July 5, 1956, John Hubley was asked about the art discussion group that the Fleurys had joined. He refused to answer questions about the group as he felt HUAC implied the group was connected with the Communist Party.51


  Committee member Donald Jackson, a Republican from California, came to some rather unusual conclusions about the art discussion group when he addressed Hubley. He said they were "closed meetings of the Communist Party,.... I think that there is an abundance of testimony that indicates that anyone who is in the Communist Party as an artist had absolutely no freedom, and he was in a mental straitjacket."


  No evidence has been found to support Jackson's statement. Instead it appears that the commercial work of the artists who testified before HUAC was free of Communist Party influence. Nobody was said to have produced propaganda art for the Communist Party. Both Zachary Schwartz and Bernyce Fleury stated that they firmly disagreed with the concept of the artist giving up artistic freedom. Both said they left the Communist Party after hearing Edward Biberman lecture on Marxism and art.


  Animation director John Hubley was probably UPA's greatest talent to leave the company during the HUAC investigations. Faith Hubley says her husband could have avoided the blacklist by making a payoff, but he refused to do that for moral reasons." He left UPA in 1952, worked freelance in Los Angeles for Ray Patin Productions and others, and then opened Storyboard in Los Angeles in 1953, using Earl Klein as the front for the company. Faith says, "He started making a lot of money doing TV commercials.... TV commercials had no credits. Therefore blacklisted artists could work in advertising."53
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  Animation director John Hubley with his wife, Faith. Although John Hubley was blacklisted, he went on to great success; he and Faith have produced many outstanding projects.


  



  At Storyboard he got a contract to animate the Broadway musical Finian's Rainbow in 1953. Faith said they had started animating the feature and that the storyboards, dialogue and soundtrack with the voices of Frank Sinatra and Ella Fitzgerald were completed when the project was canceled. She says, "The official word was the blacklist. They said it was because of Johnny, but I think it had something to do with some power struggle among the backers.


  Long-lost art from the production surfaced in the early 1990s. It had been in storage for over 40 years, and it belonged to Fred Schwartz, president of the company that had financed the production. John Canemaker was able to research the production's history and discovered most theaters in the 1950s would only show films produced with IATSE labor. Hubley's company had a contract with the Screen Cartoonists' Guild. Schwartz eventually met with IATSE head Roy Brewer, who told him he had a problem with John Hubley. He could not join IATSE unless he cleared himself. Schwartz told Canemaker that he called Hubley and asked him if he was ever in the Communist Party. Schwartz said Hubley answered, "No, Definitely not!" He said he had supported groups that turned out to be communist fronts so "I left them. That's as far as I ever went." Hubley also said to Schwartz that he would go before HUAC, but he would never name names.54


  By 1956, when Hubley moved his studio from Los Angeles to New York, he had become one of the hottest directors in the advertising business. It appears his refusing to answer questions at his HUAC appearance did him no real harm. McCarthy had fallen, and Hubley was too important to the industry to be lost through blacklisting. Faith says that the companies that blacklisted him after the hearings, CBS and RKO, had also blacklisted him earlier.55


  Hubley, working with Faith, went on to a wonderful career producing outstanding personal projects along with his commercial work. Some of the Hubleys' award-winning shorts have soundtracks by Dizzy Gillespie and Benny Carter, and Adventures of a * (1957) was produced with a Guggenheim grant. Their awards include seven films nominated for Academy Awards and four Oscar-winners. Commercially he produced and directed the hour-long television specials Everybody Rides the Carousel (1976) and A Doonesbury Special (1977). He died in 1977 while working on Doonesbury.


  Faith Hubley says, "I know this sounds totally irreverent, but I think Johnny's life was made by the blacklist. I really believe that. It was very harmful to him of course, but in a practical way it got him out of being a successful director in the studio system to being an independent, and I don't think that would have happened otherwise."56


  



  OTHER BLACKLIST STORIES


  Uncovering what happened in the animation business during the early 1950s has been a sobering experience. There are other stories to be told about sad events that took place during this period of red hysteria. Many people in the animation business were affected in one way or another. There is no way of knowing how many people had to live in fear of being named, blacklisted, fired, denied work, subpoenaed, or visited by the FBI.


  Philip Klein, who was co-chair of the pickets during the Disney strike and who worked for Cinefex in New York during the 1950s, recalled how somebody tried to intimidate him. One night he and a friend were painting large banners for a rally for Henry Wallace, the Progressive Party's candidate for the United States presidency in 1948. He said that the person who owned the studio


  
    had been warned about a certain informer who happened to come by that night. Our "friend" refusing to believe the warning, brought him into our workplace and introduced us. The next day, the two of us were met outside our homes by FBI agents, who identified themselves. Coincidence? Intimidation! Previously they had scared the hell out of a neighbor when they were checking on my credentials. It took her six months to get over her fright and tell me about it!57

  


  Feelings about the hearings were so strong that people with no connections to either side fought and held grudges. One animator who worked at UPA in New York in the late 1950s recalled the time a part-time bookkeeper at the studio called John Hubley "a commie." He stopped talking to the bookkeeper and remembered the incident with disgust.


  Maurice Rapf, who wrote part of Disney's Song of the South, moved to New York City in 1951. Two weeks after the move his dinner was interrupted by a knock on the door. It was a subpoena to appear before HUAC at hearings to be held the following week in the city. Rapf says, "It arrived like a blow from a sledgehammer."58


  Rapf missed the start of the hearings as he came down with mumps. The doctor he saw asked him, "How long do you expect the hearings to last?" Rapf told him, "About three weeks." The doctor replied, "You'll be in bed at least that long." The committee members notified him that they would send their own doctor to visit him to verify his illness. Unfortunately, their doctor did not arrive until the third week, when Rapf was almost fully recovered. Rapf thought, "My goose is cooked," but the young doctor asked him to open his mouth and said, "You've got the mumps, all right, but I'd say the worst is over." Rapf asked, "How long will I be laid up?" and the doctor asked, "How long do you think the hearings will last?" Rapf says, "You never know where you're going to find a friend."


  On another occasion Rapf found a note on his door asking him to call a United States marshall who had a subpoena for him. He packed his bags and went on vacation till the next round of hearings were over.


  For Rapf, living in New York in the early 1950s was like living in a police state. The hearings were broadcast daily and covered in detail by the press. He says it was "consistently frightening. Even my wife was occasionally accosted on the street by well-dressed giants who were either FBI agents or agents of the committee."
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  Writer Maurice Rapf, who successfully avoided the House Un-American Activities Committee but reports "constant harassment" throughout the 1950s


  



  Rapf never testified before HUAC, but says he "remained on call with one subpoena or another until 1956. It was a period of constant harrassment, fear and uncertainty." He survived the blacklist by working on sponsored films. He made films for the American Cancer Society and other associations and wrote scripts for projects being made by UPA's New York office and other studios including Shamus Culhane, Pelican (owned by Jack Zander) and Famous. Abe Liss, an artist and progressive who was a creative director at UPA, gave him and writer Sam Moore "our first paid assignments since we were blacklisted." When Liss took a job at Tempo he continued to hire them, and when Tempo folded they worked for Liss at Transfilm and then at Elektra, a company Liss owned. Working with Moore, he did some black-market television shows (using pseudonyms). This work method meant networks "got competent writers at bargain prices." He began to direct as well as write corporate films. Eventually he was asked to join the faculty of Dartmouth College.


  For some, the House committee's activities produced unpleasant changes that eventually resulted in good things. Bill Scott worked for John Sutherland for a few years after UPA. Sutherland was one of the few remaining studios in Los Angeles whose employees were represented by the Screen Cartoonists' Guild in the 1950s. Scott told Paul Etcheverry he was not very happy there doing propaganda and information films, but the training and experience of working with tight budgets and deadlines proved very useful later when he co-produced Rocky and His Friends with J. Ward.


  John Sutherland was a conservative who between 1948 and 1950 had produced at least six animated propaganda shorts that were distributed by MGM (Make Mine Freedom was one such film). Sutherland hired people even when he did not agree with their politics. Another studio owner who did so was Paul Terry. Pat Terry, his daughter, recalled going to a recording session with her father. She remembers her father telling her that the voice artist he had hired had a fabulous voice, but he hated the man's politics. It was Paul Robeson, the famous blacklisted actor and singer whose passport was revoked by the United States State Department in 1950 because he was "extremely active politically in behalf of independence of the colonial peoples of Africa."59


  Bill Melendez was hired at Sutherland at the same time Bill Scott joined the company. Both were asked to sign an anti-communist pledge. Melendez says he told Scott, "I'll sign if you sign," and Scott replied with the same phrase. Neither man signed, and neither ever joined IATSE.60


  Melendez was born in Hermosillo, Mexico, in 1916. At 22 he joined Disney, where he worked on Fantasia, Pinocchio, Dumbo, Bambi, Wind in the Willows and numerous shorts. He joined the strike in 1941, and after he left Disney he joined Schlesinger. He joined UPA in 1948. In 1964 he opened Bill Melendez Productions, where he produces the Charlie Brown television specials. He has won over 25 Emmy nominations, 8 Emmys, an Oscar nomination, and numerous other awards.


  Melendez is quite outspoken and defiant about IATSE and its role in the anti-communist crusade. His is the last studio in Hollywood to belong to what was once the Screen Cartoonists' Guild (the union was eventually merged with other groups in the Teamsters). All the others belong to the Motion Picture Screen Cartoonists, which is affiliated with IATSE. He says Roy Brewer "got so bad that he was eventually voted out of office."61


  When IATSE threatened to ruin the careers of people who opposed it, Melendez says several people at UPA switched their union alliances. "I still run into ex-friends who wish I would die or disappear. They know, that I know ... how they weaseled. They were not subpoenaed, but just wanted to be left alone so they could make pictures, and they crawled in to Roy Brewer and asked forgiveness!" He feels Roy Brewer used his power as head of IATSE to intimidate the industry into submission, and he is proud that he has survived and did not join IATSE or give in to the intimidation of Brewer. He hopes "we'll all meet in hell and continue the fight!"


  Bill Hurtz told John Canemaker that Brewer commanded several staff members of UPA to his office during the purge to "listen to him lecture us on the error of our ways for being duped by Reds, by associating with Hubley and a number of other guys." Harvey Deneroff interviewed Brewer about 1990 and said "he has a thing about communists" and "he still sees them everywhere."62


  According to John Cogley's Report on Blacklisting, researched and written in 1956, people in the film industry had to go to Roy Brewer to clear their name from the blacklist if they had been in the Communist Party. He would send them to see Howard Costigan, an ex-communist on his staff. Costigan would interview them and have them go to the FBI, which would review their information. The FBI would put them in touch with HUAC if they felt the information would be of value to the committee.63


  If a person had not been in the Communist Party but was left-thinking, Martin Gang of Gang, Kopp and Tyre was the "clearance lawyer" to see. He was a friend of HUAC and would arrange rehabilitation.64


  To clear one's name from the blacklist some sort of public repentance was necessary. People might testify before HUAC, or if HUAC was not interested, they were expected to denounce the Communist Party at a union meeting. People who were well-known were required to make a statement to the press. If Brewer was satisfied with their efforts, they were rehabilitated. The Motion Picture Alliance for the Preservation of American Ideals would give you its approval and let a person work as long as complaints did not come in questioning that person's politics. 65


  One reason anti-communists had so much power is that banks who funded productions required producers to submit lists of their production crews. The names were vetted by the MPA. If names were not cleared and a blacklisted name appeared in the film's credits, certain groups would boycott and picket the release when it came out.


  



  THE EFFECTS OF ANTI-COMMUNIST HYSTERIA


  Although the ostensible mandate of HUAC was to gather information in order to establish new laws to protect America from subversives, it seems the real purpose of HUAC was to disrupt and silence the left. Robert Vaughn in Only Victims says, "The hearings were punitive rather than legislative in their effect and were used to harass, punish, and economically boycott those individuals whose ideas, in the opinion of the committee, were judged dangerous to the safety of the United States."66


  Zachary Schwartz testified on May 7, 1953. His testimony touches on how the hearings were used to divide the left. They asked him why he did not plead his constitutional privileges and rights. He answered, "Well, I had repudiated everything that the Communist Party stood for long ago." Representative Kit Clardy of Michigan asked him, "You have purged your soul of all those sort of things, hadn't you?" and he answered, "Yes, I had." Representative Doyle then remarked, "I know, but you put yourself in the minds of some people, even some who are here in this room today. I see a few of them still here again today who will call you a stoolpigeon and an informer." Schwartz replied, "Well, that's their problem and not mine."67


  Schwartz went on with his career in advertising and animation. He presently lives and teaches in Israel, where he is highly respected for his work and his abilities as an instructor. He has several former friends in the United States who have yet to forgive him for being a friendly witness. That is what the government wanted.


  Another important effect of the hearings was to intimidate the left. Ed Biberman, who once lectured on Marxism and art, told the authors of The Inquisition in Hollywood that it was hard to raise money for worthy causes in Los Angeles in the 1950s and that people generally gave donations in cash to avoid being traced to a cause through their checks. His comments suggest the left had become untrusting, scared and intimidated. Others have noted that the movie industry gave little support to those who wanted to ban the bomb, oppose the war in Korea or march for civil rights in the 1950s.68
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  Zachary Schwartz, who testified before HUAC in May 1953, now lives and teaches in Israel. (Photo by the author, 1990.)



  



  Some people who were affected by the hearings still find it difficult to discuss what happened. One person interviewed asked that his name be left out of the book for the sake of his children and grandchildren. Another person called it "the bad old days....today all one can do is feel relief that the dark time has passed and hope that such a paranoid episode will never be repeated in the future. It certainly left a pile of wrecked lives behind." The person who made this comment cooperated fully with the committee. He even humiliated himself before his tribunal by discussing traumatic childhood experiences and the resulting mental problems that had to be treated professionally. Prostrating oneself before HUAC was a somewhat common method of demonstrating one's sincerity in denouncing communism.


  Fortunately, there are several people like Faith Hubley, Maurice Rapf and Bill Melendez who are still quite vocal in expressing their anger over what happened. The title of Robert Vaughn's book Only Victims comes from a speech by Dalton Trumbo, one of the Hollywood Ten. He said, "When you who are in your forties or younger look back with curiosity on that dark time, as I think occasionally you should, it will do no good to search for villains or heroes or saints or devils because there were none; there were only victims." It did not matter if one was a friendly witness, refused to answer questions or simply lived in fear of being served a subpoena; one's life was damaged. For some people the damage left permanent scars.69


  Another purpose of the hearings was expressed by somebody whose life was almost ruined by the blacklist:


  
    The committee used the hearings for the sole purpose of publicity and reelection. They dragged up charges 10 years old and sometimes longer after the events. They never let their victims explain — as many of us could have — that we were no longer in the party, why we left, or for some why we stayed, without feeding them names of friends or others, to be new victims, with new lives and careers to damage under the threat of contempt charges and possibly jail sentences.

  


  Perhaps the most surprising aspect of the investigation of animators and other groups in Hollywood is that the HUAC hearings were totally unnecessary. Victor Navasky in Naming Names says the Los Angeles Police Department's intelligence division infiltrated the Communist Party starting in 1928. From 1936 to 1945 two LAPD officers were the party's membership directors. FBI informants provided similar information from 1947 through 1949. The House committee had access to the Communist Party's membership lists and other files and had no need to gather names and information, except to create public spectacles that served the interests of the committee and its members.70


  



  THE CANADIAN PURGE


  On September 6, 1945, Igor Gouzenko, a cipher clerk with the Soviet Embassy in Ottawa, defected to Canada. He shocked the country when he revealed a Soviet spy ring was operating in Canada. One of the documents he turned over contained a cryptic message: "Research Council — report on the organization and work. Freda to the professor through Grierson."71


  Prime Minister Mackenzie King ordered an investigation headed by two judges, Robert Taschereau and R. L. Kellock. They revealed that "Grierson" was John Grierson, the founder of the National Film Board of Canada (NFB), and "Freda" was Freda Linton, his secretary from May to November of 1944. Apparently the Soviets wanted Freda to get Grierson to recommend her to the man whose office was next to his, Dr. C. J. Mackenzie, president of the National Research Council. The National Research Council was doing work with atomic energy.


  When the Taschereau-Kellock Commission hearings were held in 1946, Linton vanished. Her employment records were introduced as exhibits, and they showed Grierson had nothing to do with her coming to his office. She was placed there by a government personnel manager. The Royal Commission also found Grierson never recommended her to Dr. Mackenzie. When she was transferred six months later to another department, the transfer was to a distribution unit. A fellow worker called her "annoyingly inefficient" and "not overly intelligent." She resigned from the government, apparently with the knowledge that she was about to be fired.


  Grierson was called to testify two times and was cleared of any connection with the Soviet spy ring. Unfortunately, when he was asked if he was a communist or embraced any communist thoughts, he gave an answer that was unsatisfactory. Instead of saying "yes" or "no" to the questions, he explained that he was a public servant trained by Whitehall, the seat of British government in London, and that he was taught to avoid having any party affiliations. He did call himself "a dyed-in-the-wool liberal democrat." Other comments he made about his political beliefs suggested that he might embrace or be sympathetic to some Marxist ideas as he indicated that all political thinkers present some valid ideas. He was asked if there were communist cells within the Film Board masquerading as study groups. He denied the allegation and said the atmosphere there was of progressive thought.72


  His comments resulted in an FBI investigation into his activities (Grierson had resigned from the NFB in August 1945, a few days after Japan surrendered, and was living in New York City). One of the projects he was developing was The World Today, Inc., based in New York. The film group had a contract to produce newsreels and documentaries for United Artists. His work resulted in travel between England, Canada and the United States. When he left for London on February 15, 1947, his visa to re-enter the United States was revoked. To the press, the State Department would say only that the decision was based on confidential advice from the FBI.73


  The investigation of the Soviet spy ring and Grierson resulted in the Royal Canadian Mounted Police (RCMP) investigating the National Film Board. In December 1949, Ross McLean, Grierson's successor as film commissioner of the NFB, was fired, apparently for being too lax about removing possible security risks from his employment. He had been hired by Grierson as assistant film commissioner in 1939, and both he and Grierson felt that a person's politics were none of their business as long as that person did a good job and did not bother other employees with unwanted political discussions.74


  In 1950, W. Arthur Irwin, the new head of the NFB, was given a list of 36 employees suspected of having left-wing affiliations. He quietly fired three (some say four) individuals, and the NFB was declared safe from communist infiltration. The fired employees were never charged with any wrongdoing. They were simply released because they could not prove their trustworthiness. There was no publicity about their being let go as the NFB felt that would injure their reputation and chances of future employment!75


  A retired animator from the NFB who wishes to remain anonymous says the list of names given Irwin by the RCMP consisted of people who had been in "harmless" left-wing social clubs and that the three who were fired were "scapegoats." Had everybody on the list been fired the NFB would have been in serious trouble, so the board chose to remove people whose talents could be replaced. One was an animator who "bored you to death with his talks about Marx and Lenin ... but he was loyal." The fired man moved to another city and started his own production company. The second person who was fired worked in film distribution. The animator giving this information no longer remembers who the third person was. He says Commissioner McLean was fired "because he didn't act fast enough" in changing the image of the NFB.


  Another artist who was affected by the purge was a woman who had come to the attention of animator Norman McLaren for her ability to do unusually small, detailed artwork. She was hired in 1952 on a short-term contract to do a film in 3D with McLaren as her advisor. The film was completed and shown at a major festival in England. The woman was denied permanent employment with the NFB because of her left-wing activities when she was in college. She had previously been let go from a job with a government map-drafting department for security reasons.76


  The retired animator says, "After the exorcism we were considered loyal public servants, but it was hard to hire new people if they were at all suspect....In Canada there was no public inquiry. If you were told you were a security risk, that was it." When asked why there was so much fuss over the NFB, he explained that one part of the animation section of the building was sealed off for a unit making national defense films for the military. Employees had to have security clearance to work on those films, and anyone entering that part of the building had to go through a security checkpoint.


  What happened in Canada at the National Film Board is regrettable, but at least the Canadians handled the situation in a humane way, with concern for people's reputations. One rumor is that when Irwin was told to clean up the image of the NFB he was given secret instructions to fire as few people as possible. Considering how people suspected of left-wing pasts were treated in the United States, it is remarkable that the Canadians were willing to be so gracious. In some cases people in other branches of the government were simply moved from a job that needed security clearance to one that did not deal with classified material.


  A surprising comment about the purge came from Don McWilliams, Norman McLaren's biographer and the creator of the feature-length documentary The Creative Process: Norman McLaren. He said that if anybody should have been kicked out of the NFB it was McLaren. He had been active with communists in England in the 1930s, and he worked on an anti-Fascist film used to raise money for the anti-Franco forces in Spain. Grierson told McWilliams that Prime Minister Mackenzie King had once instructed him to protect McLaren from trouble (during World War II) as he suspected McLaren was going to be an important figure someday. McWilliams also said Grierson called McLaren politically naive. It appears Commissioner Irwin valued McLaren's contributions to the NFB, and unlike the witch hunters in the United States, he could overlook McLaren's political past. Had McLaren been forced out, the NFB and Canada would have lost the international recognition and prestige that his films eventually brought to his nation.77


  6. Conclusion


  



  Contemplating the content of this book in order to formulate conclusions was a sobering experience for me. It produced a great number of cynical thoughts about the values and culture of the United States. For example, comparing Canada's handling of the red scare to the United States approach raises questions about what makes American politics so vicious and vindictive. Are the negative energies of right-wing politicians really different from the vitriolic fervor of the members of CORE that went after Ralph Bakshi's Coonskin? Do the motivations for "protecting" the public from certain material also relate somehow to these negative energies? Considering that United States children are taught that they live in a land of freedom and democracy, there is something very disturbing about the idea that American viewers need protection from the sight of cow udders and the other images mentioned in this text.


  While researching this book I grew to feel most censorship is simply stupid. I am tempted to say all censorship is unnecessary, but I assume society will always demand a few basic rules. A much healthier way of handling the situation would be to rate everything that is shown and simply let the public decide whether to watch a show that contains potentially offensive language or images. Since the censors watch every second of the material, why not let them rate shows rather than cut them? Guidelines for special viewing hours (Saturday mornings, for example) could be established without having to write thousands of rules and regulations. At present the Cartoon Network tells people making shows to simply follow a few broad rules.


  Self-censorship can be a serious problem, especially in the 1990s when pressures are at an all-time high. A person inside the animation industry said of self-censorship today, "We have a lot of cowards for bosses who censor themselves all the time for fear of lawsuits, the politically correct and the almighty dollar. Our legal system is a bigger burden to our society today than the production code ever was. The timidity and undue caution it forces on the creative community are insidious."


  Racism is a difficult problem for society to deal with. It is hard to imagine a time when each race will not insist it is better than another and express those feelings in jokes, cartoons and other forms. As a young, idealistic college student who marched for civil rights, I argued with my African American sociology professor, who said there will always be scapegoats and racism. Thirty-five years later I have seen society hide its racist past from public view, but new, perhaps more subtle forms of racism have appeared that are directed against blacks and other groups of people. I find it depressing to have to agree that my teacher was right about human behavior.


  On the subject of scatological humor, it seems that television has probably pushed the envelope about as far as possible. The future may see improvements in the quality of writing and the content of shows. Writers for The Simpsons have developed a formula for shocking and amusing the public by showing bare butts and using words like "damn" and "hell," but the series has grown through its exceptional scripts. If television becomes more repressed and inhibited in the future, it will be the creative talents of the writers that will probably save animation from becoming as dull as most television cartoon shows were from the 1960s through the 1980s.


  One trend to watch in the future is the use of television animation to present propaganda to the public. At present several shows for kids have positive ecology themes. Other contemporary values in shows are "Say no to drugs," "Stay in school," and "Don't smoke." These are positive messages, but what will happen if various groups start to finance shows that stress their points of view? This happened in the 1950s when the Sloane Foundation financed three Warner Bros. cartoons that presented heavy-handed economic messages within normal-looking theatrical cartoons. Heir Conditioned (Freleng, 1955) has Elmer Fudd trying to convince Sylvester to invest his inheritance rather than spend it. Economic messages can also be found in By Word of Mouse (Freleng, 1954), which teaches the benefits of mass production and consumption, and Yankee Dood It (Freleng, 1956), which presents capitalist theory on how to run a profitable factory. Warner Bros. made one propaganda cartoon a year for three years as the foundation paid $25,000 to make each film. It cost Warner about $23,000 to make each cartoon, so a profit was made before the films went into distribution. The films are still shown in the Warner Bros. cartoon packages on television. The funder of these propaganda cartoons was a foundation formed in 1934 to honor Alfred P. Sloane, the CEO of General Motors.1


  Theatrical cartoons containing propaganda were also made by John Sutherland Productions in Los Angeles for distribution by MGM. The Sutherland films were sponsored by Harding College (now Harding University) in Searcy, Arkansas. The conservative Christian school was founded in 1924, a few months after Warren G. Harding, the twenty-ninth president of the United States, died in office.2


  While these historic films may be seen as harmless educational messages, what if a group that you disagree with sponsors television cartoons in the future? Should the shows be boycotted or censored? Experts speculate that as the number of cable channels grows to 500, we may end up with stations that show, at all hours of the day, programs that are nothing more than half-hour and one-hour commercials. Why not have ducks, rabbits and superheroes, made using some low-budget computer animation system of the future, present propaganda messages?


  Should society censor television propaganda for causes many people disagree with? It would take an enormous organization to regulate the content of 500 channels. Or, should Americans assume people in a democracy are smart enough to make up their own minds about seeing propaganda for a cause they do not support? If that is the case, why can't viewers watch uncensored shows now, instead of having Standards and Practices people deciding what needs to be cut? These are serious issues. Someday television may have channels representing a lot of points of view that currently are rarely heard. What will happen if channels represent the views of organized labor, homosexuals, small political parties, anarchists, and other groups that may offend mainstream society?


  Another disturbing element hinted at in this text is the way the public accepts animation. For years people in the industry have been commenting that the only animated films that do well in the marketplace are those that stick to certain proven formulas. One example is Disney's format for features, which includes lots of songs, scripts aimed at young audiences, cute big-eyed females, happy endings, and other elements that please the public. Ralph Bakshi, a few Japanese directors and other individuals have attempted to produce well-animated films aimed at an older audience, but their attempts have not really established a great demand for more films of this type. Fritz the Cat and Who Framed Roger Rabbit are rare examples of adult-oriented animated features that have been profitable. There is hope that in the coming years, as more companies begin to produce animated features in the United States, some will attempt to make films with more mature themes. Until that happens, most financial backers will continue to play it safe and put their money into animated musicals aimed at kids.


  The most positive outlook for the future of animation is suggested in the discussion of Japanese features, the Tournée of Animation and the Sick and Twisted animation anthologies. There is a small but growing market for both finely made small productions and crude scatological works. These are works free of artistic interference from censors and producers concerned about tailoring a product for a specific market. Sex and violence are part of the attraction for some of the films, but others that have done well at the box office have drawn an audience because they are intelligent, well-made works that offer audiences something not found elsewhere. In the 1980s and 1990s, several small distributors found a market for the brilliant films of Jan Svankmajer, the Brothers Quay, the Bolex Brothers, Nick Park, Bill Plympton and other animators. Their work has done quite well at art houses and on college campuses. I suspect that some of the most interesting animated films in the future will be made by individuals heading small production groups rather than by the major studios interested in competing with Disney. One hopes that as quality films are produced by independent animators, the market for their works will grow.


  Many people view cinema as a form of literature. Unfortunately, the Hollywood producers have limited their animated products to kids' entertainment. The independents have shown us that animation can be a great deal more. It could become one of the most exciting art forms of the twenty-first century.
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  76. Both Don McWilliams, a film historian and biographer of Norman McLaren who works for the NFB, and the unnamed retired NFB animator were familiar with the woman's history. McWilliams said he thought she was not hired as a permanent employee because her husband once had been active with the left. The retired animator said it was her college activity that kept her off the payroll. He said he had introduced her to McLaren and that she was a friend of the family, so it seems more likely that his account is correct.


  77. Telephone conversation with Don McWilliams, December 1, 1993. He mentions McLaren's connections with communists in The Creative Process: Norman McLaren.


  



  6. CONCLUSION


  1. Jerry Beck and Will Friedwald, Looney Tunes and Merrie Melodies (New York: Holt, 1989), p. 265; and from a discussion of these films with Mark Kausler and Paul Mular. Information about the Sloane Foundation comes from a pamphlet in the files of the Foundation Library in San Francisco.


  2. The films Harding sponsored are mentioned briefly in Leonard Maltin, Of Mice and Magic (New York: Plume, 1980), p. 425. He lists the titles of six films made between 1948 and 1950. Mark Kausler says the list is incomplete and that there were several other films in the series.
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  The Greatest Man in Siam


  Green Pastures


  The Green Sheet


  Gribble, Mike


  Grierson, John


  Griffith, Keith


  Grimes, David


  Grimshaw, Mike


  The Grocery Boy


  Groenig, Matt


  Gross, Milt


  Guest, Christopher


  Guild, Bascom and Bonfigli


  Gulliver's Travels


  Gumby


  



  Ha! Ha! Ha!


  Hale, Jeff


  Hall, Ron


  Hanna-Barbera Studio


  The Haploid Affair


  Happy Hooligan


  Harding College


  Hare Ribbin'


  The Harlem Globetrotters


  Harlem Nights


  Harman, Hugh (Harman-Ising)


  Harmony Gold


  Harris, Joel Chandler


  Hashimoto


  Hayden, Sterling


  Hays, Will H.


  He Was Her Man


  The Headless Horseman


  Hearst, William Randolph


  Heaven, Edwin


  Heavy Traffic


  Heckle and Jeckle


  Heckling Hare


  Hector Heathcote


  Heir Conditioned


  Hell Bent for Election


  Hello Dad I'm in Jail


  Helms, Senator Jesse


  heritage, losing


  Herman, Woody


  Hey Good Lookin'


  hidden naughty images


  Hilberman, David


  Hilberman, Libby


  Hinton, Chris


  Hollywood Ten


  The Home Front


  homosexuals


  Hook


  Hoover, J. Edgar


  Hop Skip and a Chump


  Hopper, Hedda


  Hoskins, Bob


  Hospital Hell


  hot foot


  House Committee on Un-American Activities (HUAC)


  Hubley, Faith


  Hubley, John


  Huemer, Dick


  Humpty Dumpty


  Hurtz, Bill


  Hut Sluts


  



  I Spy


  L'Idee (The Idea)


  I'll Be Glad When You're Dead You Rascal You


  I'm No Angel


  imitatable acts


  In Bred Jed's Cartoon


  indecent attire


  indecent movements


  The Infantry Blues


  inhaling paint thinner


  Inki


  The Inquisition in Hollywood


  Instant Sex


  intercourse depicted


  International Alliance of Theatrical Stage Employees (IATSE)


  intimidation


  Irish caricatures


  Irwin, W Arthur


  Is My Palm Red


  Ising, Rudolph (Harman-Ising)


  Islamic fundamentalist


  The Island Fling


  It Happened All Night


  It Happened One Night


  An Itch in Time


  Itchy and Scratchy


  Iwerks, Ub


  



  Jackson, Donald


  The Jackson Five


  Japanese animation


  The Japateurs


  Jasper


  Jefferson in Paris


  Jensen, Norma


  Jessica Rabbit


  Jest of Honor


  Jet Fuel Formula


  Jewish caricatures


  Jewish Film Festival


  Jews working at Disney


  Jitterbug Follies


  John Henry and the Inky Poo


  Johnny Appleseed


  Johnny Quest


  johnson rod


  Johnston, Ollie


  Jolson, Al


  Jones, Chuck


  Jones, Spike


  Jordan, Larry


  Judge, Mike


  Jungle Jitters


  Jungle Jive


  



  Kaminski, Dorothy


  Kardish, Larry


  Katzenberg, Jeffrey


  The Katzenjammer Kids


  Kausler, Mark


  Kawajiri, Yoshiaki


  Kazan, Elia


  Kellock, R.L.


  Kelly, Walt


  Kettler, C.J.


  Kids


  Kilday, Gregg


  Kimba the White Lion


  Kimball, Ward


  Kinetic Art Series


  King, Prime Minister Mackenzie


  King Kong


  King Neptune


  King of Hearts


  King Sized Canary


  Kirby, Durward


  "Kirward Derby"


  kissing


  Klasky-Csupo


  Klein, Earl


  Klein, Philip


  Knight, Arthur


  KOFY-TV


  Korty, John


  Kotlarz, Irene


  Krantz, Steve


  Krassner, Paul


  Krazy Kat


  Kricfalusi, John


  Krusty the Clown


  



  Lady and the Tramp


  Laemmle, Carl


  language, inappropriate


  A Language All My Own


  Lantz, Walter


  Lardner, Ring, Jr.


  La Salle, Mick


  The Last Temptation of Christ


  Latin Americans


  Laughing Gas


  Laundry Blues


  Laurel, Stan


  law of the jungle speech


  layoffs


  Leary, Timothy


  A Lecture on Camouflage


  Lenin, Nikolai


  Leon Schlesinger Presents Bugs Bunny


  Lessing, Gunther


  Lidster, Ken


  Li'l Eightball


  Lindvall, Dr. Terry


  Linkletter, Art


  Linton, Freda


  Linus, the Lion-Hearted


  The Lion King


  Liquid Television


  Liss, Abe


  Little Audry


  Little Black Sambo


  Little Drummer Boy


  Little King


  Little Lion Hunter


  Little Lulu


  Little Mermaid


  Little Nell


  Littlejohn, Bill


  The Living Room Festival


  Lloyd Loses His Lunch


  Logan, Jim


  The Lone Stranger and Porky


  Looney Tunes and Merrie Melodies: A Complete Illustrated Guide to Warner Bros. Cartoons


  Lord, Father Daniel


  Lord of the Rings


  Los Angeles Animation Celebration


  Love Nest


  Love on the Wing


  love spots


  Lupo the Butcher


  Luzzati, Emanuele


  



  McCabe, Norman


  McCarthy, Joe


  McCay, Winsor 


  McDaniel, Hattie


  Macek, Carl


  McEvoy, E.L.


  McGrew, John


  Mackenzie, Dr. C.J.


  McKimson, Robert


  McLaren, Norman


  McLaughlin, Dan


  McLean, Ross


  McWilliams, Don


  The Mad Doctor


  The Mad Dog


  Mad Magazine


  Magnuson, John


  Make Mine Freedom


  Mammy Two-Shoes (Disney)


  Mammy Two-Shoes (MGM)


  Manvell, Roger


  Mapplethorpe, Robert


  Mary's Little Lamb


  The Mask


  Masters of Deceit


  Maugham, Somerset


  Melendez, Bill


  Bill Melendez Productions


  Mellow Manor Productions


  Melody Time


  mental health


  Merbabies


  Mercer, Jack


  Merritt, Russell


  Messmer, Otto


  Meyer, Gary


  MGM


  Mickey Mouse


  Mickey Steps Out


  Mickey's Man Friday


  Mickey's Nightmare


  Mickey's Review


  Midnight in a Toy Shop


  Mighty Morphin Power Rangers


  Mighty Mouse: The New Adventures


  The Milkman


  Miller, Diane Disney


  Minnie the Moocher


  The Miracle


  miscegenation


  Mr. and Mrs. Is the Name


  Mr. Bugs Goes to Town


  Mr. Magoo


  Mr. Terrific


  Miyazaki, Hayao


  Mokhiber, Albert


  Mondo New York


  Moon Pilot


  moonmen


  Moore, Sam


  The Moose Hunt


  More Kittens


  Moritz, Dr. William


  Morley, Karen


  Morse code


  Motion Picture Alliance for the Preservation of the American Ideals (MPA)


  MTV


  Mullar, Paul


  Murray, Bill


  Muse, Clarence


  Museum of Modern Art (NYC)


  music, banned


  Mutilator


  Mutt and Jeff


  My Little Pony


  My Neighbor Totoro


  Mysterious Mose


  



  Nakazawa, Keiji


  name, clearing your


  Naming Names


  National Association for the Advancement of Colored People (NAACP)


  National Endowment for the Arts (NEA)


  National Film Board of Canada


  National Labor Relations Board (NLRB)


  National Legion of Decency


  National Stuttering Project


  Native Americans


  Navasky, Victor


  NBC-TV


  Nearsightedness


  Neighbors


  Neo Tokyo


  The New Car


  The New Counterattack


  New World Pictures


  Newland, Mary


  Newtron, Dwayne


  Nick at Night


  Nickelodeon


  Night After Night


  Night Before Christmas


  Night Flight


  Noble, Maurice


  Normand, Mabel


  nude vs. clothed animals


  nudity


  NYPD Blue


  



  O'Brien, Jack


  Ocelot, Michel


  O'Connor, Ken


  Odets, Clifford


  offensive or ridiculing words


  O'Grady, Lorri


  The Old Man of the Mountain


  Olin, Spencer


  Oliver Twist


  One Cab's Family


  101 Dalmations


  One of Those Days


  The One Thousand and First Night Fairytale


  One Thousand and One Nights


  Only the Strong


  Only Victims


  Opening Night


  The Opry House


  The Order to Stop Construction


  Oregon Lottery


  Oremland, Lillian


  Oswald the Lucky Rabbit


  Outrageous Animation


  



  Paddy the Pelican


  Pal, George


  Pantry Pirate


  Paramount


  parental discretion notices


  Park, Nick


  Partch, Virgil


  Patin, Ray (Ray Patin Productions)


  Paw Creek Ministries


  Peabody's Improbable History


  peace demonstrations


  Peace, Love and Understanding


  Pecos Bill


  Pelican


  Pepe Le Pew


  Perlman, Janet


  Peter Pan


  Petty, Sara


  Phoenix 2772


  Picha


  picketing


  Pickford, Mary


  Pinelli, Anthony


  Pink Komkomer


  Pinocchio


  Pintoff, Ernest


  Pioneer Days


  Pitts, Glen


  Pixar


  Plane Crazy


  Plane Dippy


  Pluto


  Plympton, Bill


  Pocahontas


  Pogo


  The Point


  pointed shapes banned


  Polifka, Bernyce


  Pomerance, William


  Pontac, Ken


  Popeye


  Pop-Pie a la Mode


  Porky and Daffy


  Porky Pig


  Porky Pig's Feat


  Porky's Badtime Story


  Porky's Railroad


  Powder


  Powder Toast Man


  Powers, Pat


  pre-code period


  Priest


  Priestly, Joanna


  Private Snafu


  The Prize Dance


  Producers' Association


  Production Code Administration


  The Professional: Golgo


  A Promise to Keep prostitutes


  Pudgy


  Push-Button Kitty


  Puss Gets the Boot


  Putting One Over


  Pyser, Ruth


  



  Quiet Please


  Quigley, Martin


  Quimby, Fred


  



  racist material, distributing to TV stations


  Raggedy Ann and Andy


  Raging Bull


  Rain


  Raksin, David


  Randall, Richard


  Randolph, Lillian


  rape


  Rapf, Maurice


  rating systems


  Ray Patin Productions


  Reagan, Ronald


  Red Hot Mama


  Red Hot Riding Hood


  Reid, Wallace


  Reiniger, Lotte


  religion, making fun of


  religious phrases cut


  Reluctant Dragon


  Ren and Stimpy Show


  Report on Blacklisting


  Reymond, Dalton


  Riesel, Victor


  Ringuette, Lory


  Riverside Community College


  RKO


  Roadrunner


  Robeson, Paul


  Robinson, Earl


  Robinson Crusoe


  Robocop


  Robotech


  Rocko's Modern Life


  Rocky and His Friends


  Rodriguez, Maria Elena


  Roger Ramjet


  Rossini, Gioacchino Antonio


  Royal Canadian Mounted Police (RCMP)


  Ruddy, Albert


  Rugrats


  The Running Man


  



  San Francisco Film Festival


  San Francisco State University


  The Santa Claus


  Santa's Workshop


  sarcasm


  Satanic images


  Satisfied Customers


  Saturday Night Live


  Scalp Trouble


  scary scenes


  scatological humor


  Schlesinger, Leon (Schlesinger Studios)


  Schwartz, Fred


  Schwartz, Zachary


  Scorsese, Martin


  Scott, Bill


  Scotty, the Shredding Wonder Dog


  Scrap the Japs


  Screen Cartoonists' Guild


  Screen Writers' Guild


  Scrub Me Mama with a Boogie Beat


  Sedelmaier, J.J.


  Seeing Red, White 'n' Blue


  self-mutilation


  Sensitive Parents Against Scary Movies (SPASM)


  The Sensualist


  sex changes


  Sex on Planet X


  sexual excitement


  sexual fantasies


  Shapiro, Stuart S.


  Sharpsteen, Ben


  Sheehan, Gordon


  Sherpix


  The Shindig


  The Shooting of Dan McGoo


  Shortening Bread


  Sick and Twisted Animation


  Silverman, David


  Simensky, Linda


  Simon, Christoph


  Simon, Sam


  Simple Simon


  The Simpsons


  Sinatra, Frank


  Sinderella


  Singer, Sam


  Sito, Tom


  Skeleton Dance


  Slap Happy Lion


  Sloane, Alfred P. (Sloane Foundation)


  Slue Foot Sue


  Smith, David R.


  Smith, Ethel


  Smith, Lynn


  smoke bombs


  Smothers Brothers Show


  Smurfs


  Snidley Whiplash


  sniffing glue


  Snow White (Disney)


  Snow White (Fleischer)


  Snowden, Alison


  So Dear to My Heart


  Soda Squirt


  Sokolsky, George


  Solomon, Charles


  Song of the South


  Sonic, the Hedgehog


  Sorrell, Herbert


  sounds censored


  Southern Baptist Church


  Soviet spies


  Spare the Rod


  Speaking of Animals


  Speaking of the Weather


  Special Delivery


  sperm


  Spielberg, Steven


  Spite Flight


  Spitting


  Springarn, Hope


  Stalin, Joseph


  Stalling, George


  Stanley and Livingstone


  Star Blazers


  Steamboat Willie


  The Steeple-Chase


  Stick Stickley


  stink bombs


  Stokey the Bear


  Storyboard


  Stratos Fear


  Streamline Pictures


  Streetfight


  The Stuporbowl


  stuttering


  suicide


  Sullivan, Pat


  Sunbeam


  Sunbow Entertainment


  Sutherland, John


  Svankmajer, Jan


  Sven Hoek


  swearing


  Swenson, Charles


  Swing Symphony cartoons


  sword swallowing


  symbol, inappropriate


  Szuizinger, Boris


  



  A Tale of Two Kitties


  Tales of Uncle Remus


  Tara Releasing


  Tarzoon, Shame of the Jungle


  Taschereau, Robert


  Taschereau-Kellock Commission


  Tashlin, Frank


  tasteless images


  Tavenner, Frank S., Jr.


  The Television Code


  Tempo


  Terry, Pat


  Terry, Paul; Terrytoons


  Tezuka, Dr. Osamu


  Thank You Mask Man


  That Darn Cat


  The Thieving Magpie


  The Thin Man


  Thomas, Bob


  Thomas, Frank


  Thomas, Jeanette


  Thompson, Miles


  The Three Caballeros


  Three Little Pigs


  Three Little Pups


  Three Orphan Kittens


  Three Weeks


  Thugs with Dirty Mugs


  The Tick


  Tillie's Punctured Romance


  Time for Beany


  Time on My Hands


  Tin Pan Alley Cat


  TNT (network)


  To Heck and Back


  To Hell and Back


  Tokio Jokio


  Toland, Greg


  Tom and Jerry


  torture


  Tournée of Animation


  Toy Story


  Tracey Ullman Show


  Trader Mickey


  Trail Mix-Up


  Transfilm


  Transformers


  Trudeau, Gary


  Trumbo, Dalton


  Tunnel Vision


  Tweety


  Twice Upon a Time


  Twilight of the Cockroaches


  Two Stupid Dogs


  Tytla, Bill


  



  Ulrich, Charles


  Uncle Mistletoe


  Uncle Remus


  Underwear


  unions, fighting off


  United Auto Workers


  Unlu, Ayhan


  UPA


  Urination


  U.S. Council for Energy Awareness


  U.S. Forestry Service


  V chip


  



  Van Beuren Studio


  Van Meter, Ben


  van Schmus, Albert


  Variety Girl


  Vaughn, Robert


  Venice Film Festival


  Vernick, Edith


  Vester, Paul


  Victory Through Air Power


  video tape recall


  viewer complaints (TV)


  violence


  Visit to Anthony


  



  wages


  Wagner Act


  Waldman, Myron


  Wallace, Henry


  Wally Walrus


  Walt Disney, an American Original


  Walt Disney, Hollywood's Dark Prince


  Walt in Wonderland


  Walz, Gene


  Wanted: No Master


  Ward, J.


  Warner Bros


  Water, John


  Water Babies


  weapons


  wedgey


  Weissmuller, Johnny, Jr.


  Weldon, John


  Weltfish


  Wessler, Carl


  West, Mae


  What's Opera Doc?


  Wheeler, William


  Which Is Witch?


  White, Walter


  Whitman, Mary Lou


  Who Framed Roger Rabbit?


  Who Killed Cock Robin?


  Wicked City


  Wildmon, The Rev. Donald


  Wiler, Chris


  Williams, Richard


  Willie Whopper


  Winchell, Walter


  Wind in the Willows


  Wineapple, Patty


  Wise Quackers


  The Wise Quacking Duck


  Wishnewski, Klaus


  wives clobbering men


  Wizards


  Wood, John


  Woodland Cafe


  Woody Woodpecker


  words, banned


  words, foreign


  The World Today, Inc.


  World War II cartoons


  Wotta Knight


  Wright, Prescott


  Wrong Hole


  Wuthering Heights


  



  Yankee Dood It


  Yoshida, Kiroaki


  You Don't Know What You're Doin'


  You're a Sap Mr. Jap


  



  Z


  Zamora, Rudy, Sr.


  Zander, Jack


  Zemeckis, Robert


  Zimmerman, Dick
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