
	
		
	




Snow White's People

An Oral History of the Disney Film Snow White and the Seven Dwarfs (Volume 2)

David Johnson

Foreword by Didier Ghez


	THEME PARK PRESS

	www.ThemeParkPress.com







 2018 David Johnson

All rights reserved. Except as permitted under the United States Copyright Act of 1976, no part of this publication may be reproduced or distributed in any form or by any means, or stored in a database or retrieval system, without prior written permission of the publisher.

Although every precaution has been taken to verify the accuracy of the information contained herein, no responsibility is assumed for any errors or omissions, and no liability is assumed for damages that may result from the use of this information.

Theme Park Press is not associated with the Walt Disney Company.

The views expressed in this book are those of the author alone, and do not necessarily reflect those of Theme Park Press.

Theme Park Press publishes its books in a variety of print and electronic formats. Some content that appears in one format may not appear in another.

Editor: Bob McLain
Layout: Artisanal Text

Theme Park Press | www.ThemeParkPress.com

Address queries to bob@themeparkpress.com





Contents

Cover

Front Matter

Foreword

Adriana Caselotti

Adrienne Tytla

Berny Wolf

Don Brodie

Joe Grant

Ken Anderson

Lucy and Isabelle Wheaton

Marc Davis

Marceil Clark Ferguson

Marge Champion

Maurice Noble

Ruthie Tompson

Thor Putnam

Volus Jones

Ward Kimball

Acknowledgments

About the Author

More Books from Theme Park Press




Foreword

It took me a little longer than planned to edit the interviews for this second and final volume of Snow White’s People. You will probably agree with me that the wait was worth it. Through the testimonies of many of the artists who worked on Walt’s first feature-length cartoon we get a fascinating glimpse at the Disney studio in the mid-1930s and at life during the Great Depression in the US. A time of hardships and excitement. A time of struggles and of great achievements.

Sadly, as I mentioned in the first volume of this short series, not all of David Johnson’s original interviews survived. Some of the recordings were preserved in their entirety, some only as excerpts. All of them contain information that is of utmost value to understand the making of Snow White and the Seven Dwarfs.

One note of caution before turning the page: while reading these testimonies, it is important to always keep in mind that no statement from any interview should ever be considered as the absolute truth, as the interviewee might have misremembered the facts, may have seen only part of the project described, or may have his own personal reasons for representing reality in a certain way. Hence the importance of the various perspectives provided in these books.

With this in mind, you are now ready to start your journey, to look behind the curtain and to meet more of “Snow White’s people.”

Didier Ghez
Coral Gables
August 2017


Adriana Caselotti (1916–1997)

Interview date unknown.

Adriana Caselotti was the voice of Snow White. She died at her home in Los Angeles on January 18, 1997, aged 80, of respiratory failure from lung cancer.

ADRIANA CASELOTTI: When I first went there, it was for an audition in 1935. I was then eighteen years old. So it has to have been before May 6, 1935.

DAVID JOHNSON: Because that’s when you turned nineteen.

AC: Yes, nineteen. So I would say it was like March. I seem to remember March for some reason.

DJ: You went to audition, but as soon as you were there, didn’t they give you the part right then?

AC: Oh no, my God.

DJ: That’s the story that I hear. Walt said. “That’s Snow White!”

AC: He did. He did. I heard about a year later from Frank Churchill, the musical director, that Walt said [when he was sitting behind the screen] after I finished, he said, “She’s the first one we’ve tried, but I feel certain that this is our Snow White. But I’m not going to go with this until we really find out definitely.” He said, “We’re going to try out as many more as we can.”

DJ: You mean you were the first one?

AC: I was the first one.

DJ: Because that’s not in any of the books either. All the books talk about Deanna Durbin and many others.

AC: They were way after me. I was the first one. Deanna Durbin was much later.

DJ: Did they scout, for months and months and months?

AC: A year. A whole year. They tried out 148 other girls. I was the first; after me came 148, that makes 149, doesn’t it? And I was then the 150th because they called me back. That’s exactly it. I was the first and the 150th.

DJ: So it was in 1936 when they called you back.

AC: Yeah. It was definitely ’36. I thought they’d forgotten. I didn’t even know it was going to be a regular real motion picture. I thought it was going to be a little short, maybe fifteen minutes longer than the others, or something like that. They didn’t tell me what they were doing. I knew nothing. In fact, halfway in between this whole thing, the whole production was stopped because he ran out of money. And when he ran out of money nobody knew we’d ever be there again. I figured the thing was finished. I didn’t even know because they didn’t let me hear any of the rush. I didn’t see or anything. I didn’t know what was going on. I was a punk kid. I was very smart, but I wasn’t interested in anything except myself, and so I didn’t care what was going on. I didn’t know and I didn’t want to know. I just went along with it.

DJ: Now, getting back to the first audition, way back in ’35, did they have you do dialogue as well as songs?

AC: I just had to do some high notes; I just went through a few high notes for him and he knew. And what really hit it now, is this: that when Frank Churchill, the musical director, said, “I have a manuscript here, would you please hold this? We haven’t really decided that this is going to be the exact song, but I’d like you to just hold it, and I will go to the piano, little girl [he’s calling me “little girl”], and when I get there I’m going to play it a couple of times for you so that you’ll be able to sing it. Just hum the things if you can’t sing the songs, though the words are the same thing.” So I waited. I didn’t even let him get to the piano and I looked at it and I said [sings], “Some Day My Prince Will Come.” He said, “Oh my God, the kid reads!”

DJ: Did you have perfect pitch?

AC: You can hand me a piece of music and I’ll sing it to you without ever having heard it. This is what the point was.

DJ: So you do have perfect pitch and relative pitch and all that stuff and you can sing a B flat.

AC: No, the perfect pitch I may miss a half note. But what I’m telling you is that I can read the music without having heard it. What was important to him was that I could read this thing without having to have him play it for me first because I’d never heard it.

DJ: And you recall that it was “Some Day My Prince Will Come.”

AC: It was definitely “Some Day My Prince Will Come.” So then he said, “Oh my God, the kid reads, let’s go through it.” Then I just went straight through this. Of course I didn’t meet Walt Disney. He’s in back of the screen, because he didn’t want to see me, he didn’t want to be influenced by my looks.

DJ: So practically a year went by and you didn’t hear a word.

AC: I didn’t hear a damn thing.

DJ: And you were practicing your scales and your coloratura scales and…

AC: Yeah. My father wanted me to be an opera singer and that wasn’t really what I wanted to do.

DJ: What did you want to do?

AC: I wanted to get married and have a wonderful, happy life. That was all I wanted. But it took me a long time to find the right guy. And I didn’t even find the right guy, but I got married when I was twenty eight. Then I later found the right guy. I knew that when people were singing in opera and all this, they had to travel and I’d be away from anybody I liked here.

DJ: Did you grow up here?

AC: Yeah. I was born in Bridgeport, Connecticut. At the age of seven I went to Italy with my mother who was an opera singer. She was singing in Rome and she put me in a convent there, because she couldn’t keep the kid around with her. I was between the ages of seven and ten at that time. When I came back here I couldn’t speak a word of English, so that was where I still have that Italian language and the fluid way of singing. Singing helps a lot when you speak the Italian language and all.

DJ: Where were you living when all of this took place, this Snow White stuff?

AC: I was staying at my father’s house at the time, though my mother lived separately because my father now lived alone. They had divorced.

DJ: You were living with your father?

AC: Not really. I just happened to be at his place that day.

DJ: Where were you actually living?

AC: I was living up on Alta Loma Terrace. It’s a little place right next door to the Hollywood Bowl; it is exactly next door to the Hollywood Bowl.

DJ: Was that where your mother was?

AC: That’s where she lived.

DJ: And you were living with her?

AC: Yes, I was, but I happened to be seeing my father at 233 South Lafayette Parkway. He had a little studio there and it had a little apartment and downstairs he was teaching singing there. That’s when they called there and I happened to pick up the telephone. It was only about two days later that we went down to Disney’s and [Churchill] played for me and I sang this little bit of song and I think I did something else for Disney, but I don’t remember what it was—I mean, that day. I’m sure I sang a lot of high notes for him and this is what really hit him.

DJ: Le Rossignol you did?

AC: Yeah, I did it, but also something more like high notes or something. I can’t remember what it was, but apparently that hit him, because he saw that now he had a singer on his hands, but one [who] still had the little girl quality, which is unusual. Now with the lines I was not very good at first.

DJ: Is this still the first day we’re talking about?

AC: No, this is the next time. They said, “We are not too pleased with the way you are reading your lines.” I said “I don’t know anything about reading lines, I’m a singer.” So, he said, “You’re very good in many [ways] and we feel that if we work with you you’ll be able to do it.” I knew that was exactly what I needed.

DJ: Who was this?

AC: Larry Morey.

I was a live model also. I would be photographed while I was singing and he copied my hair. He was going to have a blonde, originally.

DJ: Who was this? Disney?

AC: Disney, yes. And form what I understand, he said something like, “I’m going to go with Adriana’s hair.” I had black at that time. And I really looked like Snow White. So I was copied much more than Marge [Champion], but she was doing all the calisthenics.

DJ: Yeah, the dancing.

AC: I mean they needed her because I was not a dancer. So she was great for that purpose.

Then there was Ham Luske. The two of them [Luske and Morey] seemed to be with me a great deal, especially the first few days.

I remember Disney well, once I knew who he was. I had been working with him several days and I didn’t know he was Disney.

DJ: Oh, you didn’t know?

AC: No, because nobody introduced me. He was just sitting there. He was sort of like a punk kid, and he was sitting with this funny old T-shirt on a stoop somewhere. He wouldn’t sit on a chair, so I think he’s just one of the guys. What I remember was that he was watching and then once in a while he’d get up with all the other guys and he’d say, “Now if were you, I’d do such and such and such and such.” And I’d say, “OK.” I’m listening to Ham Luske and I’m listening to Larry Morey and I didn’t know what to do, you know. So Larry or somebody said, “Hey, you just walked away from Walt Disney.” I said “Oh, OK.” So I walked back and I said, “Now what were you saying, Mr. Disney?” And he said something like, “Call me Walt. What I was trying to tell you was that you should do such and such…”

DJ: In an interview from 1938 you mentioned that you would spend sometimes a whole day on one word like “Hello.” Just how to say it.

AC: Yep.

DJ: Can you go more into that?

AC: One of them was when Snow White arrives at the dwarfs’ cottage. They had changed it, I don’t know how many times, and they couldn’t make up their minds. I remember one was [in Snow White’s voice], “Oh, what a cute little house.” There were two or three things in between and then they stopped referring to a house and they said, “Let’s just say,” [in Snow White’s voice], “Oh, it’s adorable!” So they changed, and then we would go over that about five times, ten times, until I just didn’t know what adorable meant anymore. But I kept going through it, and then they’d call me back and I had to do adorable again.

DJ: Now when you say the whole day do you mean like two or three hours? Is that what the whole day was worth?

AC: The whole day was about twelve to fifteen hours, because there was no union. I was getting twenty dollars a day and didn’t care if I worked overtime. There was no overtime.

DJ: Oh, you got paid by the day.

AC: Twenty dollars a day and that was it, kid!

DJ: How long did you work on the movie?

AC: The whole thing has to be only forty-five days, the way I come out to think of it, because I made nine hundred and seventy dollars.

DJ: It was over a period of about how long?

AC: Two years.

DJ: But the movie came out in 1937 and then if you started in…

AC: All right, it wasn’t a full two years. You’re right, but it’s almost, though. They stopped for a long time because they ran out of money.

DJ: And then they called you back to do some scenes.

AC: I had to do some things over.

DJ: Do you recall what some of those were?

AC: Yeah, they decided they were going to hire a dramatic coach for me. So now she had me saying, instead of saying [in Snow White’s voice], “Why Grumpy, you do care,” now she had me going [in deep, supported voice], “Why Grumpy, you DO care.” Because dramatic coaches want you to speak from here [indicating her diaphragm] and all. What she didn’t realize [is that] this is a little girl. You don’t do this.

DJ: Do you remember who this person was?

AC: Mosley. I think that’s her last name. Or Moser. She used to have me lie down and do these lines.

DJ: Was this at the studio?

AC: Yeah. So I would lie down on the floor and she’d say, “Now try to do it while you’re relaxed. I want to hear you say the line this way.” I wasn’t good at lines. I wasn’t an actress, I’ll admit it.

DJ: But the movie turned out fabulous. I mean it was fabulous.

AC: Because they worked with me. You can work with me from now until doomsday and I’ll get that line finally. I’m not an actress. I’m a singer.

DJ: Now this Moser or Mosley: did this come like mid-point in your work?

AC: It was more mid-point. I worked with her about five days and [Larry Morey and Ham Luske] said, “We’re going to let her go and you’re going to go back to what you were doing, because you’re losing everything. We’re going to have to go back and you just do it your way. Let’s see what you can do.” I came out better than anybody telling me what to do. I think what really was happening was that I was so scared I didn’t know what I was doing, because everybody was changing me. So they said, “Just do it the way you’d do it as yourself. What would you do?” And this is when it was perfect. After that I had no more trouble.

Now in the singing part, a couple of times they wanted me to put in what they called a little more schmaltz into “Some Day My Prince Will Come,” so they called my father and they had him come back and he sat there with me and we talked it back and forth and we got it right away, in half a day.

DJ: Do you remember when your father came and you talked back and forth?

AC: Yes, yes.

DJ: What did you talk about?

AC: He would come over to me and say, “I think they want you to put a little more body into that, a little more expression, because they want [it to] sound a little more amorous. You’re too little girlish, try to put a little more like a more grown woman,” or something to this effect. I mean, something like that.

DJ: Now let’s just talk about dialogue. Were you by yourself?

AC: I was always alone. I never had anyone with me. There was no momentum of any kind, whether it be in singing or in speaking.

DJ: Except when you worked with the witch, Lucille LaVerne.

AC: Only a couple of times I worked with her. And I also worked with the dwarfs a couple of times and that’s it.

[…]

AC: The last time I saw Walt Disney was when I was on a tour for him on Song of the South, and I was so happy that he was there at that time, the way he acted with me, because in the beginning he really did not want me to appear as the voice of Snow White.

And this hit me very hard because I had no chance to ever do anything like The Jack Benny Show which I was invited to do and many other things which would have launched a career for me.

DJ: Because you had to be anonymous.

AC: Right, but now what I found was that he did want me to be with him and traveling for him. Because now I was on another tour, the third tour for him, actually, and I remember the last time I saw him. We were in Atlanta and his wife was there and the whole crew and the whole cast, everybody was there.

DJ: This was the last time you saw him?

AC: The last time I saw him. Disney, in 1947. It was on the balcony of the Summit Hotel in Atlanta. He put his arm around me and he said, “Now Adriana, we have a big, big parade going on down here today. So when they are there I want you to stand with me and we’re going to wave to the people.” This was for Song of the South. He would send me on tours that had nothing to do with Snow White.

DJ: You used to travel with Pinto [Colvig]. That was in the forties, wasn’t it?

AC: Yes, it was 1944 with Pinto. We went all through Canada and we even met those kids…

DJ: You did some opera in the late thirties. Wasn’t it in Baltimore?

AC: You’re right, I sang Gilda. I did it in Baltimore, and in Binghamton and Albany, New York.

[…]

DJ: Did they have a soundtrack in the back of the dwarfs laughing?

AC: No, no, nothing, I got absolutely nothing coming back, nothing, nothing coming back. They would hand me a pretty long sheet like this with thirty, forty lines and I might even sing a song that day.

DJ: Typed?

AC: Yeah, they were typed. And I might sing a song that day besides.

DJ: Let’s talk a little about the music now. You were given the manuscripts of these songs, obviously.

AC: Yes.

DJ: Did Frank Churchill give them to you, let’s say at the end of a session, and say, “Please learn this by tomorrow or the next day?”

AC: No, no. He knew I would read it right off.

DJ: Oh, so you actually didn’t take it home to study in the interim…

AC: There was no reason. There was no reason. Today you could hand me anything and I could sing that melody.

DJ: So “Whistle While You Work” posed no problems?

AC: It was absolutely nothing. I was there when there were going to write “Whistle While You Work.” I was there that day and what happened was Disney was standing and Frank Churchill was at the piano, a little upright piano, a very old thing. He was at the side there and they were fooling around about something and Disney was acting like the lion, he said a line as a lion, he looked like the lion. I mean, Disney was this kind a guy, in everything he did. And all of a sudden he said, “Let’s get back to that thing we’re writing.” It hadn’t been written yet. It was only partly written then, if I remember correctly. They weren’t satisfied. And that was called “Whistle While You Work.” So here’s what I’m hearing: I’m standing there… I just happened to overhear it. You know, a little kid doesn’t know what they’re doing. So I heard Walt saying to Frank [sings beginning of “Whistle While You Work], “Hey Frank, doesn’t this sound a little like ‘London Bridge’s Falling Down?’” Frank said, “I don’t know.” And they were back and forth for a long time. Disney said, “Look, we’re going to keep it.” I was there when they decided.

I remember that Disney said “I’m taking you to lunch,” so I went with him.

DJ: Where did you go?

AC: We went across the street. It was a sort of a nice little restaurant. So we went in to have lunch and it was a very nice lunch and it was fifty cents. He said, “See, Adriana, how inexpensive this is. You can eat here every time.” But he didn’t know I didn’t have the fifty cents. When mother would give me a candy bar I didn’t have… We had no money. If she could make a sandwich, she’d make a sandwich and I would eat the sandwich at Disney’s, but they didn’t know I had no money to go across the street. If I had the nickel to come home, it was great, but if I didn’t have it, he took me home a couple of times.

DJ: Disney did himself?

AC: Yes, he took me himself.

DJ: And if he didn’t you would walk?

AC: No, no, I would have the nickel. See, they didn’t pay you the day you worked. You had to come back next Thursday. I think he knew that I was pretty broke, so he’d offer to take me home, and this was when he said to me one day, “You know, if you come up with any ideas that are good, I would certainly enjoy that, because we could use that and then I would give you five dollars.”

And [one day] I was on the set and he happened to be there. So I walked over to him and I said, “If you could get a bird to imitate me, we would do something like…” And I had the exact melody and he used it exactly: [sings ahhhhhhh]. And he said, “Hey, guys, come over here! Look what the kid’s got. She’s got an idea!” This is the truth. That’s used in the movie. And I still wanna know where’s the five bucks! I never got paid.

[…]

DJ: Was it difficult to not sing like yourself? I mean was that treble…?

AC: No, it was very easy. I used to imitate Betty Boop. This is what helped me all the way. This is what made me do Snow White.

DJ: Now, you would go to a session and they would have these storyboards out there and…

AC: Yes, yes.

DJ: And they would go over the scenes with you.

AC: This is how they did this—each day, as a matter of fact, that I would go there. Now, this is the next sequence, and so forth. And I’m looking at all these guys and I didn’t even listen to them.

DJ: Oh, you didn’t?

AC: No. I was getting bored. I was just a kid.

DJ: You just wanted to do your own thing.

AC: Yeah.

[…]

AC: Paul Smith was the fellow who would play with one finger, instead of the orchestra. I had no orchestra, ever. How can you be sounding like you’ve got a whole orchestra under you when you’ve only got one finger? And it was so soft, because they wanted to orchestrate to me, the way I would do. I didn’t have to sing with the orchestra. The orchestra played with me.

DJ: So he would just accompany with one finger.

AC: And it was so soft, so soft that I could hardly hear it, but it didn’t matter, because all he had to do was give me the first note and I’d keep going. Frank Churchill stood there with a baton all through this.

The whole score of Snow White I did acapella. There was only one time I had an orchestra. It was when we did a retake on “Some Day My Prince Will Come.”

DJ: Why was there a retake, do you know?

AC: Some little thing that I don’t know what it was and I don’t think it was me. I think it had to do with the technical [side of things].

DJ: And you remember an orchestra then?

AC: Yes, and it was so funny because I choked that day. What happened was I had just had my tonsils out and I was scared to death, because I thought, “What if I can’t sing after having my tonsils out?” It was just about five weeks later. And I was called back. This was just before the premiere! So I was called back and now I was scared to death because my mother said, “I don’t want you to have your tonsils out, because maybe you’ll never be able to sing again.” And I got scared to death and oh my god what if they call me back and I have to do a retake. Anyway, I sure had to go back and do the retake. So here I’m going and somewhere in the middle of the thing I choked.

DJ: So what happened after you choked?

AC: After I choked they said, “That’s OK, we’ll make another take. It was nothing.” But to me that was terrible because I’d never done that. That’s the only time I ever had any trouble at Disney’s when I was singing.

DJ: Now I want to talk about Lucille LaVerne who was the Witch and she was also the Queen. What do you remember about her? The very first time you met her, what was it like?

AC: I only met her that one time, maybe twice. It was the day that we were doing the pie scene. And I remember her as she came to the thing and she said, “Baking pies, my pet?” I went through that with her and I don’t remember anything else.

[…]

AC: I used to travel with Pinto Colvig. He would say, “I did the bubbles for Dopey!” What a nice guy! He was the fellow who was always very happy. This was the funny part about it. When we would travel together and I’d get tired… We would do seven shows a day because we didn’t have television in those days. I had to go to schools, I had go to radio stations. Then we might go to the Elk Club, whatever we could do, get to see everybody we could. Because there’s no television. It took a lot to catch a few thousand people. So, I would be so tired back and forth and here and he’s happy. Oh, he’s having a great time with all this stuff. One day I said, “Pinto, what in the devil are you doing? You’re happy. You get up in the morning at six. I can’t even open my eyes. You’re up. You’re singing, fooling around with the guy at the train, the Pullman porter. You’re doing a ‘boop,’” because he had a clarinet. And he’s playing this thing and he’s doing a whole show and he’d go “a heulk, heulk.” He was Goofy, the whole thing.

So he’s doing a whole show and here I am thinking, “Ah, gee, I don’t even want to hear this.” They’d take the piece of the train off and put it up for us, because we had to stay overnight. So Pinto’s off doing a show for the porter. He’d do a whole show. The whole bit. And here I am trying to sleep and oh my God. So I said, “Pinto, how can you do this? How can you be so happy?” He said, “Adriana, when I get up in the morning, I say to myself, ‘I’m not mad at anybody.’” And I thought to myself, “My God, we should all be like Grumpy. If we all thought I’m not mad at anybody, do you know what would happen? Everybody would be better off in the world, because nobody’d kill anybody because we’d never think anything terrible.” And this is what I learned from Pinto. He had a wife going through a cancer thing and she was dying and all this. He had five boys that he had to raise. It was rough. But this man was the happiest man of the whole group of Disney. This was a happy guy. And that was Grumpy. This is what I learned.

[…]

AC: When Harry Stockwell went to audition for Disney he went ahead and he sang his song and they called him back and now Walt himself was there. He said, “Harry, this is very good, but I want you to hear a couple of others, because we have three or four others we’re trying to consider. I want you to listen to all of them, and you tell me which you like best.” This is what he asked him. You see, Walt’s always asked everybody’s advice. He would go into a restaurant and ask the waitress’ advice about something, because he felt this was natural, this was a human way of doing things. He felt that everybody should tell his story. If you’ve got an idea, please tell it. He wanted Harry to give his opinion. This is very funny. So now, he’s got four guys singing the same song. Harry listens to the first one and second one and Harry said, “Gee. This is a nice voice.” [Walt] said, “Do you like it, really?” And he said, “Well, yes, I do, but I want the job.” Walt said, “Well, that’s your voice!”

DJ: Oh, that’s hysterical.

AC: Harry told me.


Adrienne Tytla (1914–2006)

Interviewed on November 13, 1991.

Disney historian Jim Korkis wrote about Adrienne Tytla:

For 30 years, she was the wife of Bill Tytla, often described as “Animation’s Michelangelo.” Among Tytla’s most famous animation work was Stromboli, the evil puppeteer in Pinocchio; Chernabog, the winged devil featured in Fantasia; and baby Dumbo in Dumbo, for which Tytla used his son, Peter, as an inspirational model.

Adrienne died at her farm in East Lyme, Connecticut—the same farm she and her husband had bought back in 1942 before he left the Disney studio. She was 92 years old. She is survived by her son, artist Peter Tytla, daughter Tamara Schacher-Tytla, and granddaughter Fantasia, who accepted the Disney Legend award for her grandfather in 1998.

Adrienne le Clerc met her husband in 1936 when she was a 22-year-old actress and fashion model from Seattle, earning extra money by posing in art classes. She was paid 75 cents an hour (for a three-hour shift) to pose for life drawing classes at the Disney studio for one week. That first night, a dark, intense, good-looking young animator who was finishing his work on Snow White and the Seven Dwarfs asked to give her a lift home and lightning struck.

In addition to being a model, Adrienne Tytla had quite an active career as a stage actress and even dated playwright William Saroyan before she met her husband. Bill and Adrienne’s 30-year marriage began on April 21, 1938. Some accounts state that they were married in 1937, possibly because they lived together for a while before they married, but Adrienne herself confirmed the April 1938 date. Their son, Peter, was born approximately 10 months later.

She was a great inspiration and support for her husband, although she complained that in order to get her husband’s attention when he was intently working on his animation, she had to stand in the doorway naked.

After her husband’s death in 1968, Adrienne resettled in East Lyme, Connecticut, opened an antique garden furniture shop in the barn on her property, and continued her lifelong hobby of taking photographs. In 1974 she became the food columnist for the local newspaper, the Old Lyme Gazette. In addition to sharing recipes, she included stories of her adventures in Hollywood. Her “Joy of Eating” column continued until the paper was sold in 1982. After leaving the paper, she began concentrating on photography in earnest, primarily still lifes and landscapes. She exhibited her work, sometimes in shows along with the work of her children.

Adrienne Tytla died from cancer on December 13, 2006.

ADRIENNE TYTLA: Everybody was making money, I thought, except those of us who were extras. I mean the principals were and the stars were and the management was and we weren’t. So I got a petition. I got twenty-seven people to sign the petition and we wanted at least traveling money, just car fare and money for make-up, because we were just working for nothing. Twenty-seven people signed the petition. When it came time to go out on strike, one person came out there (me!). And that was the end of that job. It was in the Los Angeles Record, or whatever, and I never got a job in pictures again. I didn’t know any better. With my background and all the radicals I heard mouthing off all my life, that just seemed to me to be a logical thing to do. They weren’t about to fork over any money for car fare or make-up or food or anything else if they could just keep it among themselves. So I felt, well, screw them, we’ll have a petition and they’ll honor it and we’ll get something for our work. We were hoping that our Playhouse was a showcase and we’d be immediately discovered by a producer and thrown right into a leading role somewhere. But because of my background and my sympathy for the underdog and realizing that the haves get it and the have-nots die, who cares? I’m afraid I encouraged Will [Bill Tytla], which was probably as instrumental as [Art] Babbitt was, and I regret it to this day. Because I know that from the day that Will left the studio he was a changed man. He was changed in the sense that he was broken-hearted. He loved that studio. He loved working there. We loved what he was able to do there, and he was never able to do [that] anywhere else. His talent had been recognized prior to that, but he certainly hadn’t been able to develop it as fully.

We didn’t socialize.

I knew about Will before I ever met him from a gal named Sandra Stock. She belonged to the same modeling agency that I belonged to. And we worked in films, we worked as dress extras. I worked for that furrier Willard George on Wilshire at the opening of the Santa Anita racetrack. I think it was Christmas week. I was freelancing all over the place.

DAVID JOHNSON: You’re from Seattle, right?

AT: I was born there.

DJ: Are you French Canadian?

AT: Oh god no. Le Clare. My mother was from Rouen and my father was from Levere.

DJ: Oh, real French. What year did you come to southern California?

AT: I was 16. I stowed away on a lumber freighter.

DJ: By yourself?

AT: Yes. I had made a trip on her before and visited my sister in Hollywood.

DJ: This is fascinating. This was in the twenties, I guess.

AT: It was in 1930. Anyway, it was Depression times and those of us who were hoping to get into films did just about anything we could do in order to survive. Sandra Stark and I both belonged to the same modeling agency. Sandra was dating Art Babbitt and all the gals that worked for this agency were dying to go and model at Disney’s. Many were called and few were chosen. Which is the story of my career in films. Which was practically non-existent. But anyway, Sandra told me about this mad Russian that lived with Art Babbitt. And he’d been in a polo accident and he was in the hospital and had his pelvis crushed and she’d been to visit him and she was telling me all about this character and I said, “Hmm, he sounds interesting.” She said, “Oh, don’t worry, Adrienne, you haven’t got a chance.” That was fine.

There was someone by the name of Eugene Fleury, and he was in charge of lining up the models for the art classes for those coming in. I stopped by my neighborhood drugstore (I was living down near Wilshire and Western at that time). Bullock’s Wilshire was just a few blocks away. It was a relatively respectable neighborhood. From what I understand now it’s terribly depressed.

I may have been twenty one, I think. I’m not sure if Will and I lived together for one year before we were married or for two years. Maybe it just seems longer. I don’t know. But, anyway, I know that Peter was born when I was twenty-five and he was born about ten months and fifteen minutes after we were married. I made it a point that I got pregnant right away.

Anyway, I had dinner at this little drugstore counter, and dinner in those days was a hamburger patty about the size of a walnut and then mountains of rice or something. Probably cost 25 cents. And Eugene Fleury was there. I may have known [him] because I worked at Chouinard Art School and Otis Art School. And he said, “Are you available? Could you come and work at Disney’s next week?” And I said, “Sure.”

DJ: For the art class?

AT: For the art classes. So I arrived and…

DJ: Had you been to the studio before?

AT: No.

DJ: Do you remember the first day that you arrived?

AT: I probably had to take a streetcar and a bus to get there on time.

DJ: Was this during the day or during the evening?

AT: It was in the evenings. The art classes were evening classes, as I recall.

DJ: Did you have a good ambience? What was it like there at the Disney studio, this world-famous studio for you?

AT: For me, what was I getting: 25 cents an hour or something. That was a big deal! For one week, I was going to pay a few bills. I have no idea. I’ve been to other studios, I’ve been to MGM, I’ve been to Paramount, and at that time, I used to read Proust (Swann’s Way) and I’d carry it under my arms and I’d read on the bus…

DJ: I can’t believe that Art Babbitt didn’t go for you because he liked all that intellectual stuff.

AT: Oh, well, that must have come a lot later, because when I knew him he didn’t… Anyway, there’s always been a thorn in his side and mine. We just don’t dig each other!

Anyway, I was such a snob about theater and I would to a René Clair movie, I would go to any film at the Film Art Theater. I would maybe see American films or something, but I thought that cartoons were absolutely childish, except for Tex Avery, and I howled over it, but this was later…

DJ: You didn’t even like the Disney stuff?

AT: Oh, no. I thought it so cute and so saccharine, it made me sick. Really, I heard about the animators and I heard about all kinds of things about the studio and that sounded fun.

DJ: What did you hear?

AT: Well, I heard mostly from Sandra, let’s put it that way.

DJ: You mean all the wild carryings on, you mean?

AT: They weren’t that wild. Hollywood, really, then wasn’t any wilder than in the 1960s. I guess the ’60s were supposed to have been wild. I don’t know.

DJ: It was very tame by today’s standards, but I guess in those days it was pretty racy. I mean the animators just loved practical jokes.

AT: Practical jokes, yes. But they were like a bunch of little kids. They were all children. I’ve never met an animator yet or a dancer, actually, or many artists, really, who aren’t children. They never grow up. If they lose that child-thing in them, then they’re burdened with all kinds of responsibility and detail and crap. I thought that they were very immature, but then I was dating Chuck Edward, a managing editor on a paper, and I had come from the wilds of Puget Sound and from an anarchist colony and there were no holds barred from where I came from. Now it is a national historical jandmark, just within the last couple of years. But at the time that I lived there as a kid and also in Seattle which was where I was born, it was… Oh my god, they were written about [being] free lovers and nudists and… So coming from that and then a stowaway on a lumber freighter to get to LA…

There were big Swedish fisherman and lumberjacks and people coming down from Alaska to be gold miners. Seattle was very much like San Francisco. It was raw, it was rigorous, it was healthy, but absolutely the opposite of, let’s say, New England, or what’s left of it. People from here who had any guts or balls at all, whatever it was that it took, went out there. And the people from all over went out there. And the people who were very dissatisfied politically: they started colonies, independent colonies, here in the latter part of the last century. But they kind of petered out. [That] was before communism, way before all that kind of stuff. But the ones that were formed on Puget Sound, it was quite different. Hollywood, after that, to me, was absolutely phony. I never felt at home, ever. I went around for years with a coat thrown over my arm, figuring it was going to rain, after Seattle. I figured it’d have to rain, and it didn’t, because it was just an irrigated desert. Maybe in a slow flash I’d soon caught on. I mean, I finally caught on. That first week that I worked at Disney, the first night, some young inbetweener or somebody, I don’t know, asked if he could take me home, and I said yep, so he took me home and I asked him all kinds of questions about the studio, all kinds of questions about the animators, about as much information as I could. And then the following night, I think, there were going to be some regular animators and that night Quakenbush asked if he could take me home. That was the second night. And I said yeah. I mean I saved ten cents bus fare. That was a lot: half an hour’s work. Anyway, Quakenbush told me that the next night was going to be the key animators. I found that very interesting, because I thought that this Bill Tytla that Sandra had been talking about maybe was going to be there.

DJ: He had recently had his accident, when he was in the hospital.

AT: I can’t remember how recently, because I had no idea how long a period it was between the time that Sandra and I discussed this and the time that I actually met him. It could have been quite a few months.

DJ: But it wouldn’t have been more than a year?

AT: Oh no, I don’t think so.

DJ: So it was during Snow White that he had his accident.

AT: That I can’t remember.

DJ: Because they were doing Snow White in 1935 and ’36 and you were married in ’38, I think.

AT: That’s right and Peter was born in ’39. We were married on April 21, in 1938, and Peter was born on February 21, 1939.

DJ: Snow White had been out about six months prior to your marriage and before that they were heavily involved on it for years.

AT: No, it couldn’t have been, because I thought he went back to the studio the next day to work on Snow White. Then he went back to the studio the next day to work on something else. Because we didn’t have a honeymoon, that I know. Joe Grant and Jennie Grant were our witnesses and we went to Musso and we had a lovely dinner and we had a good time and drank a lot of wine, and then came home and the next day he went right back to work. We never had a honeymoon, ever. But then who believed in honeymoons in those days? Who had the money?

DJ: Well, you had a honeymoon the year before you got married. That was very daring in those days. Even Marge told me you didn’t even have sex with anyone until after you were married.

AT: Well, Marge didn’t. The first time I saw Marge was at the Babbitts. She was sitting on a stool at the bar in his house and she was wearing a white silk dress and a white silk belt with long silk fringes, and she looked absolutely like an angel sitting there, a seventeen-year-old angel. I’m five years older and I thought she was such a child and this innocent sweet child…what in the name of God was she doing with that old, ex-married lecher? I thought it was terrible. I wanted to help her.

DJ: Were you living with Will at this time?

AT: No, no. Will was still living there at Art’s. The house was sort of attached to the side of the hill up around Tuxedo Terrace and there was a downstairs bedroom and that was Will’s bedroom. We came home from riding or something, and Art introduced us and I thought, “My god what a lovely…” Here was this young creature. She was…

DJ: Back to the night that you met him.

AT: Anyway, that night I knew the animators were there. Of course women don’t usually reveal these things. They always act as if they’re so pursued and all that stuff which is a crock. But, according to Will
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