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For Bob Konikow, and the gang of animation professionals and fans (and occasional guests like Bob Clampett and Frank Tashlin) who gathered at his house in Los Angeles around 1970 for informal weekly screenings of cartoon shorts and theatrical features (including Jack Warner's personal print of Coal Black and de Sebben Dwarfs, which we showed almost every week). This is where I first saw many rarities such as Disney's Victory Through Air Power in the days before video tapes and DVDs, and where I first felt welcomed into animation fandom's "inner circle".

Thank you!
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Foreword

Fred Patten has been a friend and colleague of mine for over 30 years, a respected comics and anime historian, and a significant part of the pioneering “first fandom” of comic book and animation enthusiasts, without whom today’s mega Comic Cons, comics shops, and Hollywood’s current comic-book fixation would probably not exist.

Fred Patten knows a thing or two about international comics, print cartoons, and animation. In fact, he knows more those subjects than anyone else I know; his deep interest in science fiction and animation has led him to explore the whole world of fantasy medialiterally, from Europe, Asia, and South America, and with animation now emerging in India and Africa, Fred is already ahead of the pack in documenting that work.

He is best known for his research and writings regarding anime. I dare say he might have been the first U.S. citizen to recognize the growing art and artistry of Japanese animationin the 1970sand then write about it for English-speaking readers.

Fred and I became pen-pals back then in the 1970s (back in the days of pens, paper, and communication through the mail service) and later wrote (separately) for some of the same fanzines and professional publications. His stewardship of the California-based Cartoon/Fantasy Organization (C/FO) was legendary on the East coast (where I was based then)and we were quite jealous of all the goodies Fred was screening out there in Los Angeles.

With Fred’s blessing I helped organize a C/FO-NY in the 1980s, which brought together fans (and some professionals) of anime past and present. When I moved to L.A. in the late 1980s, and co-founded (with Carl Macek) a company called Streamline Pictures to distribute anime films to theatres and video), Fred was the first and only person we hired to help us run the operation. His knowledge of anime was invaluable.

Fred was a contributing writer to two of my book projects, Animation Art (2004) and The Animated Movie Guide (2005), overseeing the anime sections of both books. His professionalism and expertise were animportant part in making those books successfuland his contributions, based on feedback from educators and enthusiasts who’ve used the books, were particularly vital.

To say Fred is a resource and a treasure would be an understatement. He has been an important link between those who create the works and those who consume and enjoy them.

So it was a no-brainer that Fred was one of the first people I enlisted as a contributor to my revitalized Cartoon Research blog. One of the goals of my blog was to not only to post about unknown and obscure pieces of animation history, but to give several knowledgeable friendswho, like Fred, had not taken the plunge online with their own blogsa place to let loose with information they have gathered for many years and had yet to share with interested, like-minded readers.

Jerry Beck

Animation Historian

CartoonResearch.com

March 2014


Introduction

I have been an animation enthusiast for all my life, and an animation scholar, writing articles about it, for over thirty years. I co-founded the Cartoon/Fantasy Organization, the first American fan club for Japanese anime, in May 1977 (it’s still meeting), and I have written so much about anime that I have developed a reputation as being interested in that field only. I edited the best of my articles on anime into a book that is still selling nine years later, as an e-book after the trade paperback edition sold out: Watching Anime, Reading Manga: 25 Years of Essays and Reviews (Stone Bridge Press, September 2004). But my interest has always been in animation without limits.

In early March 2013, Jerry Beck invited me to write a weekly column for his Cartoon Research website (“Dedicated to Classic Cartoons: Past, Present & Future”). My first “Funny Animals and More” column appeared on March 14. I was 31 columns and over 55,000 words into it when Jim Korkis, another Cartoon Research columnist, gave me the idea of using my “Funny Animals and More” columns as the basis for a book.

I have continued to write my column each week, and some of these later columns will be used as the basis for more books once there is enough material to fill them.

In many cases, I have continued to learn more about my weekly topics after the columns have been posted online. I have added the new information to the content in this book, so it is more complete and more up-to-date than my original columns.

Particular thanks are owed to Vinnie Bartalucci, DBenson, Charles Brubaker, John Paul Cassidy, Dwight Decker, Patrick Drazen, Eric Graf, Jim Korkis, Nic Kramer, Alain Mendez, Alfons Moline, Justin Mullis, Jay Pennington, Chris Peterson, Gilles Poitras, Poptique, Dan Riba, Steve Segal, Scott Shaw!, Chris Sobieniak, and Tony.

Here it is. I hope that you enjoy reading it as much as I have enjoyed writing it.

Fred Patten

North Hollywood, CA

March 2014

My weekly column on Cartoon Research usually contains weblinks to video samples that could not be included in this book. If you want to see the videos, go to CartoonResearch.com. The rest of Cartoon Research is well worth reading, too.


America Discovers Anime


How Home Video Created Anime Fandom

In April 1993, UCLA’s Animation Workshop hosted a birthday party for animation veteran Walter Lantz, then 94 years old. (I think it was at this party that Lantz announced that he had recently found his birth certificate, and was shocked to learn that he was a year older than he had always thought. He was born in 1899, not 1900 as his parents had told him.) Lantz was wheelchair-bound and very weak, but his mind was still sharp. He died the next March, just before the Animation Workshop could hold a 1994 birthday party for him.

Someone at that 1993 party asked Lantz, who worked on his first cartoon in 1915 and directed his first cartoon in 1924, what he thought had been the greatest technological development in the history of animation. The addition of sound to silent cartoons? The multiplane camera? The replacement of hand cel coloring by computer coloring? Lantz surprised everyone by insisting that it was the introduction of home VCRs in 1975.

I don’t know if he was recorded, but he said approximately:

In 1975 animation was a dying art! All the theatrical animation studios were closed except for Disney, and by 1975 even Disney was moribund. Animation for TV was all toy and cereal commercials, and was so bland that nobody but little children watched it. The very few festivals of animation were glorifications of the past, attended mostly by animation veterans and cinematic scholars, not the public. Then, in 1975, the first home video cassette recorders came out. They took about a decade to become widespread, but suddenly the public was asking TV stations to show more classic cartoons so they could record them to watch whenever they wanted. Movie studios and whoever owned the rights to old cartoons found that there was big money in putting them out on video. The first video releases of old prints were later upgraded to remastered prints with original title cards. Today, new animation features are being made because the studios know that they can make as much or more from video sales as from theatrical screenings. Animation that hasn’t been seen in decades is available again, and permanently for whenever anyone wants to see it, not just when its studio re-releases it theatrically or on TV. The animation industry was just short of dying when the first VCRs came out; now it’s bigger than ever!

Before the Christmas season of 1975, about the only VCR available was Sony’s U-matic, and that was only introduced in 1971. It was bought in the cinematic industry more than by the public. I became friends with a Hollywood TV animator in the early 1970s, Wendell Washer, who had bought his own U-matic and was recording a collection of one episode of every TV cartoon. Then, during Christmas 1975, the first “buy for your own home” Japanese VCRs were advertised to the public, in three incompatible formats: JVC’s VHS, Sony’s Betamax, and Sanyo’s V-Cord. A mutual friend of Washer and myself, Mark Merlino, who is an enthusiastic technophile, immediately bought one. (Unfortunately, he picked the V-Cord, the first of the three to be quickly discontinued.)

Merlino and I were both members of Los Angeles’ weekly s-f fan club, the Los Angeles Science Fantasy Society. Merlino started to record s-f programs off TV and bring them on his V-Cord to LASFS meetings and s-f parties. Some of his most popular programs were the Japanese giant-robot half-hour TV cartoons, which fortuitously had just begun on L.A.’s Japanese community TV channel in February 1976. After a few months (this was also during the peak popularity of Marvel Comics’ superheroes), a small subgroup developed within the LASFS who encouraged Merlino to emphasize the giant-robot cartoons and forget the other stuff. It was my suggestion to turn the irregular giant-robot cartoon screenings into a separate club with regular, publicized meetings. That club, the Cartoon/Fantasy Organization, first met in May 1977 with Merlino providing the programming on his V-Cord and myself as the secretary, bulletin publisher, and everything else. Cartoon fans in other metropolises like New York and San Francisco started clubs to record Japanese cartoons off their Japanese-community TV channels. So the creation of anime fandom in the U.S. and Canada can be traced directly to the VCR.

The 1980s were the decade of the war for supremacy between Japan Victor Corporation’s Video Home System (VHS) and Sony’s Betamax formats. Everyone agreed that the Betamax was slightly superior, but the VHS slowly won out because its cassettes could record 120 minutes, allowing families to record complete movies off TV, while the Betamax cassettes only recorded 60 minutes, too short for the average 60+-minute feature film. It seems incredible today, considering the flood of Disney releases to video, but Disney was originally a leader with Universal Studios in the battle to have VCRs and the home copying off TV declared illegal. (Sony Corp. of America vs. Universal City Studios, 1976.) The case was argued up to the U.S. Supreme Court, which ruled in 1984 in favor of Sony and the Betamax. Disney, which had already entered the video market in 1980 for rental cassettes and non-copyable video discs, promptly started selling the Walt Disney Cartoon Classics videos. Remember the steadily-diminishing list of “Disney classic features that will never be released on home video”? Today, every Disney film, animated or live-action, is available on VCRs or their successor DVDs. (Except for Song of the South, of course.)

Anime fans had long become accustomed to Japanese cartoons made especially for video release. They were called OAVs or OVAs, for original animation videos or original video animation. (The Japanese are great at coining their own English-language abbreviations.) Fans clamored for the American animation studios to begin making OAVs, since they were so successful in Japan. They finally got the first with Warner Home Video’s Tiny Toon Adventures: How I Spent My Vacation in March 1992, except that WB did not call it an OAV. It was a direct-to-video release. The OAV/OVA abbreviation has never caught on in America, but there are too many direct-to-video animation productions to list. The Land Before Time XIII: The Wisdom of Friends, anybody?

Streamline Pictures, the anime licensor where I worked from 1991 to 2002, got caught up in anime fandom’s dubbing-vs-subbing video wars. Which was better, an anime dubbed into English, or one in the original Japanese language with subtitles in English? Most American anime licensors promoted the purity of the original sound track, subtitled, which not incidentally was a lot cheaper to produce than a fully dubbed audio track. Carl Macek at Streamline Pictures was the only producer who insisted on dubbing everything. He got death threats from Japanese-language purists, but he insisted that he made anime videos for the general public rather than for the elite fans; and sales proved that the public would rather listen to an English-language sound track than read subtitles. The wars continued until the DVD replaced the video cassette in 1995 and it became possible to include both an English dubbed sound track and the original Japanese with English subtitles on the same DVD.

Today, multilingual animation DVDs are common. I recently watched an Indian DVD of the Yash Raj Films-Disney release animated feature Roadside Romeo in Hindi with subtitles in English and in Malayalam available. It seems like all American animation is available now on DVD, although it isn’t, quite. New releases of “lost” and “forgotten” animation are still being announced. Walter Lantz was right: the VCR and its DVD successor have been godsends that have saved the animation industry.


Anime Fandom in North America

Anime fandom in the U.S. and Canada began when the Japanese animated TV program Raideen (Yûsha Raideen; Brave Raideen) began to be broadcast on American Japanese-community channels, in February 1976.

There were earlier anime TV cartoons on Japanese-community channelsfor example, Ikkyu-san and Chobinbut they “didn’t count”, for two reasons. Firstly, they were not exciting science-fictional superhero cartoons. Ikkyu-san was about a young Buddhist acolyte, the equivalent of a Christian altar boy, solving social problems by non-violent means. Chobin (Hoshi no Ko Chobin; Chobin, the Star Child) was about a young alien prince (he looked like a short stalk of celery) who came to Earth near a forest, and made friends with Rori, a young human girl, and several talking forest animals. All the others were for little children. Raideen and the giant-robot TV cartoons that followed it were a fresh (to Americans) variation on the comic-book costumed superhero formula. This was right at the time that the Marvel superhero comic books were gaining tremendous popularity with American adolescent boys, and DC comics jumped on the bandwagon with the Flash, Green Lantern, the Justice League of America, and others; but American animated cartoons were becoming increasingly censored and non-violent, “for little children”. The Japanese s-f animation showed that somebody could still make animated cartoons that teenagers and young adults would be interested in watching.

Secondly, they were before the Christmas 1975 introduction of the home video cassette recorder. It would not have mattered if Japanese TV cartoons were thrilling or boring if they were only available on the obscure Japanese-community channelusually one per cityin the evenings. By making it possible to record programs and re-show them to like-minded fans, to trade the cartoons shown in one city for those from another city, and to trade recordings of American TV with fans in Japan for their programming (un-subtitled), the VCR made anime fandom possible.

Here are some of the Japanese TV animation shown at early anime club meetings for the first five years, from 1977 to late 1981 or early 1982. This is a chaotic list. Speaking for Los Angeles alone, I was in charge of the anime club bulletin and correspondence. Mark Merlino was in charge of providing the video programming, and I never knew from where he got all of his anime videos. Some were recorded from Los Angeles TV; some were traded with fans in other cities for the anime on their local stations. Some were traded with fans in Japan who wanted American s-f TV programs like Star Trek. Some were traded with American fans who got them from rental videos in their local Japanese communities. Some were favorites with dozens of episodes available, while others were samples with only one or two available. The order in which anime programs were shown bore no resemblance to their original broadcast order. Sometimes we would get a program when it was brand-new; at other times we would get a recording made from a Japanese TV rerun that was years old.

Here, then, is what we watched in the early days of anime fandom:

Yûsha Raideen (Brave Raideen). This seemed very imaginative to us, but after a few more giant-robot cartoons, we realized that it was just a Japanese stereotypical formula that we were not familiar with in America yet. The scientist father of the teenaged hero is killed by evil space aliens (invariably shown with a demon’s horns; “foreign devils”) who plan to conquer Earth. The father had just invented, or found in the ruins of a prehistoric civilization, a mighty giant robot warrior that only the hero could “fade into” and pilot. Later, two or three school chums, including The Girl, would get their own craft to become his military squad. Raideen’s theme song sounded like a peppy college football fight song.

UFO Senshi Dai Apolon (UFO Warrior Great Apollo). Even more high-school football oriented. Takeshi’s three pals magically change into their super-football uniforms, and their mini-flying saucers appear when they chant U!, F!, and O! together.

Getta Robo G. (CombinoRobot G). The Japanese word “get”, or “gat”, meant “to combine”, so many of the anime s-f series that involved three or five vehicles combining to make one awesome giant vehicle had a “get” or “gat” in the title. Getta Robo G was really the sequel to Getta Robo, but we did not see the original program until later. Three buddies’ individual superscientific vehicles, for Air, Sea, and Land, combined into the huge, all-purpose Getta Robo G. According to widely-believed rumor, the Japanese sponsoring toy companies would go to the engineering colleges and commission students, or hold a contest, to design the most complex giant robot toy that would not fall over on its face, then take the design to an animation studio and commission a TV cartoon around it.

Dr. Saotome, leading the fight to save Earth from the Hundred Demon Empire, builds the ComboDragon (air), ComboLiger (sea), and ComboPoseidon (land) for his three teenage pilots. After being nearly defeated individually during the first half of the program, they combine into the massive Getta Robo G and defeat the demon warrior of the week in the last half. One of the most hissable demons was named either General Hitler or General Hydra, who looked like a tall Adolf Hitler with a longhorn steer’s horns. In Japanese, “Hitler” and “hydra” sound almost the same, and the series’ scriptwriters took full advantage of the similarity.

We called this genre the “giant robot programs”. I don’t remember whether the C/FO invented that term, but we thought that we were just translating a popular Japanese term. By the time that we found out that the Japanese called them “super robots”and later divided them into super robots and “real” robotsit was too late to change. They were “giant robots” in America, and they stayed giant robots.

Candy Candy. We didn’t watch only the boys’ adventure anime. We at least sampled the girls’ anime. Actually, I was the big rooter for Candy Candy, because I was fascinated in this Japanese take on American history. Candy White is a blonde orphan, about ten years old, who becomes a young maid at the estate of a Robber Baron just before World War I. You can tell that the Reagans are Robber Barons because they have a huge mansion near Chicago, dozens and dozens of liveried servants, and regularly go fox hunting in full regalia. Candy has a harsh life as a maid, but she is afraid to displease the head maid who warns her that if her work is not good enough, she will be EXILED TO MEXICO! Cut to a caricature of a Mexican slavemaster who makes the Frito Bandito look like Ricardo Montalban. Candy suffers as she grows up through over two years’ worth of half-hour episodes, finally marrying her True Love. Candy Candy was even more popular in Italy than in Japan. When Yumiko Igarashi, the Candy Candy manga artist upon whose work the TV anime was based, came to the 1980 San Diego Comic-Con, she told Wendy Pini that she was furious at Toei Animation for giving Candy a cute pet albino raccoon, Clint, just for merchandising plush doll purposes. Clint was NOT in the manga!

Jetter Mars. Most early anime fans were already fans of Astro Boy. When promotional articles on Jetter Mars (or Jet Mars; it was translated both ways) showed up in the monthly anime magazines during most of 1977, with the little-boy robot looking so much like Astro Boy, the publicity artwork captured our attention. So when Dr. Tezuka (he liked to be addressed as Dr. Tezuka, even though he never used his medical degree) visited the Cartoon/Fantasy Organization in March 1978, we made sure to ask him about it. Tezuka told us that Toei Animation had commissioned him to create “as close a copy of Mighty Atom (Astro Boy’s Japanese name) as he was comfortable with.” He did not see much point in just making a duplicate of Mighty Atom with cosmetic differences, so he came up with a little-boy robot who was created by two scientists, Dr. Kawashimo who gave him artificial intelligence, and Dr. Yamanoue who built his body with superscientific weaponry in it; but no programming to be either good or bad. Dr. Kawashimo wanted to use Jetter Mars to help humanity, while Dr. Yamanoue wanted to use him as a mercenary for the highest bidder. Jetter Mars was mostly a bewildered little robot whose two creators were always arguing that he should follow me; no, not him, me!; no, ME. Tezuka’s concept was that Jetter Mars would sometimes follow Dr. Kawashimo and sometimes Dr. Yamanoue, although when he took Dr. Yamanoue’s orders, the story would work out that his more violent actions would inadvertently work out for the best for humanity.

Tezuka’s contract with Toei was that he would create the basic concept for the series, and the plot outlines for the first five episodes. In episode #6, Dr. Yamanoue was killed off, Jetter Mars went to live permanently with Dr. Kawashimo, and the series became an insipid copy of Mighty Atom with kindly Dr. Kawashimo as kindly Dr. Ochanomizu. The C/FO got enough episodes to agree with Tezuka; after episode #5, it went downhill fast. The most memorable thing about the series was that Toei got a real little boy about 7 or 8 years old who did not have any voice acting experience to play Jetter Mars, including singing the lively theme song enthusiastically but very off-key.

Lupin III. A rare non-giant-robot favorite was Lupin III, a crime-caper-comedy from Tokyo Movie Shinsa based upon a manga by Monkey Punch. Monkey Punch was Kazuhito Kato, the first Japanese professional cartoonist after Osamu Tezuka to become friendly with American fans. Although a pro, he broke all the rules, one of which is that a professional cartoonist should keep an aloof distance from his fans. (Tezuka was a sensei; Monkey Punch was a pal.) Kato said that he was born in a tiny seacoast fishing village where his father was a fisherman, his grandfather was a fisherman, his great-grandfather was a fisherman, and he hated fish! He ran away to Tokyo to escape becoming a fisherman, taught himself to draw by studying Sergio Aragones’ marginal cartoons in Mad, and decided to create a manga around the modern adventures of the grandson of Arsene Lupin, the fictional French gentleman jewel thief by Maurice Leblanc (1864-1941). The manga was a success and Tokyo Movie Shinsha licensed it for animation. Kato often did the opposite of what he was told to do, so when he was told that he couldn’t go to the famous San Diego Comic-Con because he didn’t speak any English, he started attending right away. He heard about this tiny group of crazy Americans who were nuts for Japanese anime even though they didn’t understand any Japanese, decided that we were his kind of people, and looked us up. Naturally, we had to see what he did (or the TV animated version of it).

Lupin III featured the “good guy” world’s greatest thief, the grandson of the famous fictional thief who was extremely popular in Japan. (How a French thief had a Japanese grandson was never explained. Kato assumed that by making him an original grandson of a character by a French author who was long dead, he would avoid any rights problems. He was wrong, wrong, wrong!but that’s another story.) Lupin III had four regular associates:


	Daisuke Jigen, a wannabe-Chicago gangster who was a never-miss shooter.

	Ishikawa Goemon XIII, or “Samurai” in English-language productions, was another ripoff, the supposed descendant of Ishikawa Goemon (1558?-1594), a legendary Robin Hood-like thief who stole from the rich and gave to the poor. The real Goemon was a ninja, not a samurai, but those stupid Americans could never tell the difference.

	Fujiko Mine was the femme fatale of the series, a seductive thief who was often Lupin’s rival but sometimes his partner. Her trademark was the bubbleheaded sexpot stereotype (“Fujiko Mine” meant roughly “Twin Peaks”, a lewd allusion to her prominent breasts), but she was usually smarter than Lupin himself.

	Inspector Koichi Zenigata, the final associate, was the policeman who pursued Lupin in every episode. When Lupin started leaving Japan to commit robberies around the world, Zenigata was promoted from a Japanese policeman to an Interpol agent to have jurisdiction to go after Lupin anywhere.



Lupin III had a convoluted animated history. It was first a 23-episode TV series from October 1971 to March 1972. This was before our time, but it was prestigious; Hayao Miyazaki and Isao Takahata directed some of the individual episodes. These were most easily distinguished by Lupin’s wearing a green jacket. After five years, a new and much more popular Lupin III series was made, running for 155 episodes from October 1977 to October 1980. These “red jacket” episodes were what the early anime fans saw. The first two Lupin III theatrical movies were from this period, and Monkey Punch himself gave the C/FO the English-dubbed video of the 1978 first movie. Lupin III went on to have a third “pink jacket” TV series (50 episodes, March 1984-December 1985) and lots more theatrical features, but those were well after the first days of anime fandom. The fans at the end of the 1970s loved the sophisticated, adult plots, the snappy dialogue, and Yuji Ono’s jazz score.


Anime Fandom in North America, Part 2

Then, in 1978 or 1979, the giant robots began to be replaced by interstellar science-fiction adventure. Space Cruiser Yamato. Space Pirate Captain Harlock. Galaxy Express 999. With these and plenty of giant-robot episodes still to be shown at our monthly meetings, we were in Heaven.

Uchu Senkan Yamato (Space Cruiser Yamato). By this time, we had begun shopping for manga and the few, rare, anime-related toys in L.A.’s Little Tokyo. The Japanese salesclerks told us that the title translated as Space Battleship (not Cruiser) Yamato. The IJN Yamato really had existed, sunk at the end of World War II, and was the biggest battleship ever built by any country! This was the first anime that sent some American fans scrambling to find out more about actual Japanese history. I think that the second thing was to find out the difference between samurai and ninja.

(To digress, the average American of 2014 does not realize how ignorant of Japan the average American of 1977-78 was. Only military historians knew that the real IJN Yamato had been the pride of the Imperial Japanese Navy during World War II. Only students of Japanese historyand they were very few in the 1970swere familiar with the distinction between samurai and ninja. We were vaguely aware that medieval Japan had been ruled by a shogun rather than an emperor, but we didn’t understand the difference or know when the shoguns had been replaced by the emperors. Almost no American high schools or even colleges offered
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