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    Foreword by Art Leonardi


    


    When Mark asked me to write the introduction to his book, Think Pink! The DePatie-Freleng Story. I was more than happy to do it.


    1965. That’s when I started working for DePatie-Freleng. I wore many hats at DFE; director, animator, storyboards, model sheets, etc. One of my many assignments was to write and direct titles for the television shows and theatrical shorts. These included The Ant and the Aardvark, Hoot Kloot, The Barkleys, Bailey’s Comets, The Dogfather, The Houndcats, The Oddball Couple, Doctor Dolittle and Here Comes the Grump. My favorite? The Pink Panther, of course!


    My love affair with the Pink Panther started when I was asked by David DePatie to animate some of the Pink Panther shorts including, “Pink Plasma” and “Rocky Pink.” From there I directed two of the animated titles of The Pink Panther movies; Revenge of the Pink Panther (1978) and The Trail of the Pink Panther (1982).


    The Pink Panther was designed to be a cool and sophisticated character. But even he would have his not-so-cool moments which made him even more lovable to his fans. Finding himself in crazy situations he would always just end up shrugging his shoulders and reverting back to his cool cat persona.


    It’s exciting to take a blank piece of paper and a pencil and with a few strokes have this character come to life right in front of you. He becomes real…not just a drawing…you can feel his personality jump off the paper. I can’t stop myself from drawing The Pink Panther everyday…whether I’m drawing him on my sketchpad or on napkins at restaurants, it doesn’t matter, if I have a pen in my hand he’s the one who ends up being drawn. He has become a huge part of my life. Let’s just say he makes my “cool” side even cooler.


    Even though my years at DFE are long over, the memories of great times with great people are still there, deep in my heart. From the very beginning DFE has brought both amusement and enjoyment to countless number of fans. And DFE’s cartoons will continue to bring amusement and delight to millions of future cartoon enthusiasts to come!


    I would like to thank Mark for including me in the writing of his fantastic book. I was asked if I would include in my introduction how the Pink Panther came to be at DFE.


    All I can say now is, enjoy Mark’s book, and “THINK PINK!”


    


    Art Leonardi

  


  
    Pink Panther Preface by Joe Bevilacqua


    


    The first time I became aware of DePatie-Freleng, it was September 1969. I was 10 years old and already a serious animated cartoon buff. My favorites were the Warner Bros. cartoons of the early 1930s to the late 1950s and anything Hanna-Barbera made between 1958 and 1965. I liked funny. I liked witty word play. I was not and am still not a fan of superheroes or action cartoons.


    By 1969, there were not many truly funny cartoons left and TV network restrictions were resulting in some very boring shows. Since the last of the truly great funny Hanna-Barbera cartoons, the Magilla Gorilla/Atom Ant period, I had yearned for something new.


    Then, The Pink Panther Show premiered on NBC one Saturday morning. The Pink Panther theatrical films were made for adults, so I had never seen this character before. But somehow the style, the comedy, even the voices in The Inspector cartoons that played between two Pink Panthers seemed like they were made by a team that included veterans from both Warner Bros. and Hanna-Barbera. I did not know it at the time but it turned out to be true. Mike Maltese, Warren Foster and John Dunn, for example, wrote some of my favorite cartoons at all three companies.


    The very imaginative Here Comes the Grump also premiered that day and since its title character was a disguised Yosemite Sam à la the Academy Awarding-winning “Knighty Knight Bugs,” I was in heaven. In that same year, Hanna-Barbera premiered Scooby-Doo, a cartoon I have never liked, which has strangely become their most popular cartoon.


    The following year, The Inspector cartoons were replaced by The Ant and the Aardvark cartoons, which I believe is DePatie-Freleng’s greatest work. The voices, the jazz underscore, the stylized backgrounds and the writing all come together with a snappy energy lacking from the Hanna-Barbera cartoons of the period.


    Later DFE cartoons do not fare as well, although an occasional moment did appear in a Misterjaw cartoon that harked back to the early Warner Bros. days. But it was having any new funny cartoons that had any inspiration in them at all that made me begin to think about a career telling funny stories. At first I thought I’d end up in the animation industry.


    In 1971, I started drawing my own Hanna-Barbera/Warner Bros. style comic strip. I called it Willaby and the Professor. I longed for new funny cartoons and was always disappointed in the latest crop. Even the brilliant voice work of Daws Butler and Paul Winchell could not save The Hair Bear Bunch.


    In 1972, my father bought me a Panasonic audio cassette recorder and I made up funny voices for my characters, which I both still do professionally today, now known as Willoughby and the Professor. I recorded many stories improvising all the action and dialogue, switching my voice to the different characters as I went and added music from 78 records and made my own sound effects live.


    I began sending these tapes with heartfelt letters to Messrs. Hanna-Barbera, Friz Freleng, Mel Blanc and others. I received replies sometimes from assistants but often from the person themselves. Mel Blanc and I corresponded for many years and he wrote nine- page critiques of my voices and stories, in pencil, on Bugs Bunny stationery. Friz Freleng sent me storyboards and animation cells with the backgrounds of The Dogfather.


    In 1975, I wrote to Daws Butler, and he became my mentor. I spent many summers living in his Beverly Hills home, attending his acting workshop and his recording sessions. I only understand this now looking back but it was people like Friz, Mel and Daws who helped shape my life to NOT be in the animation industry. What I saw close up was a very expensive, labor intensive collaborative process, that is almost impossible to accomplish. Yet somehow, they did it, even after most of the money had disappeared, after the security of a fulltime job was no more, DePatie-Freleng, like Hanna-Barbera kept hundreds of creative talent not only working but creating some very memorable work.


    I still became a working voice acting, as well as writer, director and producer, and eventually formed my own company Waterlogg Productions. But I have accomplished all this in audio, through radio theater and audio books. One of the fifteen radio shows I now do, all of which are podcast too, is even called Cartoon Carnival. The expense of animation and the need to sell an idea to an unsympathetic buyer seems to, in most cases, prohibit truly creative work, and even when it does happen, it is a very rare occurrence. I guess I just have too many ideas in my head that I need to get out and audio is faster and much less costly.


    I interviewed Friz Freleng in 1990 for WNYC, New York Public Radio. It was near the end of his life and he reflected on how he saw himself, which was as an old Vaudevillian putting on a show. I asked him what he was most proud of, thinking his answer might be Bugs Bunny or The Pink Panther. He replied in all seriousness, “I kept my men working.”


    Mark Arnold captures perfectly the behind-the-scenes of the making of DePatie-Freleng cartoons. I have refrained from going into too much detail here, because Mark covers it all. Even if you are already an expert animation fan, you will learn the names John Dunn, Sid Marcus, Gerry Chiniquy, Art Davis, and all the theatrical animation greats whose television work has until now been ignored. You’ll hear about the creation of The Pink Panther, The Incredible Mr. Limpet, Charlie Tuna and the opening credits to I Dream of Jeannie.


    Mark traces this history from the beginning, so I have learned about all the cartoons these talented artists made I did not know about or did not realize they did. Most importantly, he tells this story in an engaging and authoritative style. Reading this book, I have found even more and new appreciation for their work.


    


    Joe Bevilacqua(also known as Joe Bev) is a veteran award-winning producer, director, writer and actor. Through his Waterlogg Productions, Bevilacqua currently creates 15 different radio shows heard on stations around the world and podcast on demand, and has over 100 audio titles distributed by Blackstone Audio, cartoons, comedies, dramas, mysteries, science fiction, documentaries, interviews and autobiographies and biographies, including many in a radio theater style. He has acted on camera on television on in film, included portraying General Montgomery in the History Channel series The Wars and the head of NBC radio in 1931 for HBO’s Boardwalk Empire. “Joe Bev” is also is the program director for BearManor Radio and will be voicing and producing the audio book version of Mark Arnold’s Think Pink. More at http://www.bearmanorradio.com and http://www.waterlogg.com. Bev co-wrote Daws Butler, Characters Actor with Ben Ohmart, co-wrote and edited Uncle Dunkle and Donnie, Fractured Fables by Daws Butler, and edited Scenes for Actors and Voices by Daws Butler, all books published by BearManor Media.

  


  
    Introduction by Mark Arnold


    


    “The success of the Pink Panther caused DePatie-Freleng, United Artists and Mirisch Corporation to be courted by the TV networks to supply programming for their busy Saturday morning cartoon schedules: Super President (1966), created in response to the 1960s super-hero craze was the first; other popular DePatie-Freleng Saturday morning cartoons included: The Further Adventures of Doctor Dolittle (1970), The Barkleys (1972), The Houndcats (1972) and Bailey’s Comets (1973).”


    This statement is buried on page 61 of Jerry Beck’s excellent Pink Panther: The Ultimate Guide to the Coolest Cat in Town! It caused me to wonder, what about all those other cartoons that DePatie-Freleng produced for TV? Beck’s book covers all of DePatie-Freleng’s theatrical cartoon releases including the opening credits for the various Pink Panther live-action films from the original one in 1964 starring Peter Sellers, through the recent ones starring Steve Martin, but apart from the above paragraph pays absolutely no attention to DFE’s non-Pink Panther TV output, save for Misterjaw and Crazylegs Crane, which aired on the Panther Show.


    This is a shame since of all the major studios to produce programming for Saturday morning television during the 1960s through the 1980s, DePatie-Freleng is the only one to not have its own book devoted to the subject. After Hanna-Barbera, Jay Ward, TTV, Filmation, Rankin-Bass, Sid and Marty Krofft have all received books about their output, DePatie-Freleng is the last major studio from this period to finally get its due. Even Ruby-Spears had its beginnings with DePatie-Freleng (and Hanna-Barbera).

  


  
    Friz Freleng


    


    Isadore Freleng was born on August 21, 1906, in Kansas City, Missouri. He was an American animator, cartoonist, director, and producer most famous for his directing work on the Looney Tunes and Merrie Melodies series of cartoons released by Warner Bros. Pictures, Inc. There are some inconsistencies about the year of Freleng’s birth. Some sources say Freleng was born in 1906 and some say 1905; some even say 1904. Freleng’s grave marker says 1906, so that’s the year that this book is going to stick with.


    Freleng introduced and/or developed several of Warner Bros.’ biggest stars, including Bugs Bunny, Porky Pig, Tweety Pie, Sylvester the Cat, Yosemite Sam and Speedy Gonzales. He became the senior director at the Leon Schlesinger Studio for Warners, dubbed ‘Termite Terrace’. Freleng directed more cartoons than any other director in the studio — 266, and also won the most Oscars — four — of all the Warner Bros. directors.


    The nickname “Friz” came from his friend and fellow animator Hugh Harman, who initially nicknamed him “Congressman Frizby” after a fictional senator that was in articles in the Los Angeles Examiner. Over time this shortened to “Friz.”


    In the mini-documentary Remembering Friz, Sybil Freleng Bergman said, “My dad went by Isadore Freleng for many years. The name was Jewish. When World War II broke out, and during the McCarthy Era, and quite frankly at Warner Bros. and maybe at other studios, they asked him to take the name ‘Isadore’ off because they couldn’t sell it in the South and overseas, so they gave him the initial ‘I. Freleng’ and they dropped Isadore. So he walked around for years and he says, ‘What kind of name is ‘I.’?” In fact, Walt Disney used to call him ‘I.P. Freleng,’ so they said, ‘You know what? Why don’t we try Frizby?’ There was already an artist called Frizby, so they dropped the ‘b’ and they called him ‘Friz’. That name was very typical of him.”


    David DePatie adds, “It all started when Friz Freleng and I were working for the Warner Bros. cartoon division. Well, it was Isadore Freleng. Somewhere in the annals of Warner Bros. animation, there was an animated character by the name of Senator Frisby. Because of his involvement with this character, all of his cronies at Warner Bros. started to call him Friz. Friz Freleng was literally a genius in his own right. I don’t think that there’s anyone that I have ever seen that understood the timing element of cartooning. In other words, how to pull off a gag the best way possible. He had a sense of timing that nobody else that I ever worked with could come near.”


    Freleng began his career in animation at United Film Ad Service. There, he met fellow animators Hugh Harman and Ub Iwerks. In 1923, Iwerks’ friend Walt Disney moved to Hollywood and asked for his Kansas City colleagues to join him. Freleng held out until 1927, but eventually joined the Disney studio in California, working alongside his former Kansas City colleagues, including Iwerks, Harman, Carmen Maxwell, and Rudolph Ising.


    Sybil Freleng Bergman adds, ‘My father, not only was greatly talented, witty and funny, but he was actually the pioneer of animation. When you think about it, there were 11 people who actually started with Walt Disney and Hugh Harmon and dad who actually started this very wonderful art form that’s so popular today.’


    “Walt Disney was working with him and he said to my dad, ‘You know, I think I’m going to go out to Hollywood and try this new form of art called animation.’ So Walt came out to Hollywood and the story goes is that he said, ‘You know, that Freleng guy is a pretty good artist. Maybe we can talk him into coming out here and working in this field.’ So he called my dad and my dad said, ‘Well, you know, I’ll try it.’ My father was a pretty poor boy. He didn’t really have means to get out here and didn’t have a car. So, he took a train and Walt Disney met him at Union Station out here in Los Angeles, picked him up and took him out to an apartment house and he went to work for Walt for about five years.”


    Friz’s other daughter, Hope Freleng Shaw adds, “My dad was a 17-year-old kid who loved to draw. He lived in Kansas City, Missouri, and his parents wanted him to be a violinist. He was a very good musician. He became a violinist and that was one of his secrets of being a great cartoonist was his timing. There was an ad in the newspaper in Kansas City, Missouri and it said, ‘Delivery Boy Artist’ and he got to the door and he didn’t have the nerve to go in. He went back and told his mom that somebody else had got the job. Two weeks later the ad appeared again and his mother said, ‘You go back and you get that job.’ He went in and he got the job. That was the beginning. It was called Film Ad and that was the beginning of his career in animation.”


    Writer Tony Benedict offers his memories of Freleng, “He worked with Walt on those theatrical ads they made for movie theaters. When Walt came out to California, he eventually brought out Friz. Walt greeted Friz when he got off the train. They had been longtime buddies. Walt used to fire him regularly and hire him back. The story that Friz told us that Wings was an Oscar-winning movie and opening at the Café Circle Theatre and it was a matinee and Friz wanted to go to it, so he called in sick to the studio…He told Walt that he was sick and that he couldn’t come in today. He then went on one of those open air buses going down Wilshire Blvd. and going to the matinee and as he’s doing that, a convertible pulls up next to it and there’s Walt and Walt sees him. So he fires him right from the convertible! He was Yosemite Sam. I know I got along with him fabulously because he had such a great sense of humor. He appreciated anyone else with one. Watching him react with guys like Bob McKimson and John Dunn and other writers of his genre, it was always a running comedy show of who could top who.”


    Freleng left Disney and teamed up with Harman and Ising to try to create their own studio. The trio produced a pilot film starring a new character named Bosko. In the meantime while trying to sell the cartoon, Freleng moved to New York City to work on Mintz’s Krazy Kat cartoons. The cartoon eventually sold to Leon Schlesinger, for the Looney Tunes cartoon series for Warner Bros. Pictures. After Bosko sold, Freleng moved back to California and rejoined Harman and Ising.


    Harman and Ising left Schlesinger’s studio in 1933. Schlesinger was left with no experienced directors and lured Freleng away from Harman-Ising. The young animator became Schlesinger’s top director, and he introduced the studio’s first true post-Bosko star, Porky Pig, in the 1935 film “I Haven’t Got a Hat.”


    In 1937, Freleng left Schlesinger’s to work for Fred Quimby at MGM along with a raise. The downside was he was assigned to direct an animated series based on the comic strip of The Captain and the Kids (a.k.a. The Katzenjammer Kids). The series’ failure, prompted Freleng to return to Warner Bros. in 1939 after his MGM contract ended.


    Freleng left Warner Bros. in November 1962, seven months before the studio closed, to take a job at Hanna-Barbera as story supervisor on their feature Hey There, It’s Yogi Bear! (1964). After the Warner studio closed in May 1963, Freleng joined forces with his former boss, producer David H. DePatie to form DePatie-Freleng Enterprises, Inc., a partnership that lasted from 1963-1980.


    In the mini-documentary Pink Patter with Art Leonardi, he said, “Friz Freleng was a master of timing, so in The Pink Panther, one of the things that are unique is everything is done with timing and action of the Panther’s subtleties. Other shows, other cartoons, Yogi Bear and all these others, had to depend on dialogue. Now the animators had a tough haul. They had to tell the story with no dialogue. Once in a while they had voice over telling the story, but most of the time the visual gag had to go on its own strength. Over the whole world, the Panther with no voice, could be understood anywhere in the world in any language.


    “He was just the little white guy, which happens to be Friz. All the little characters that he created — Yosemite Sam and the little white guy — that was Friz. I had a hate-love relationship with Friz and everyone else did, too. He could be real gruff and then when somebody said, ‘Oh, you’re too mean on that guy,’ he’d come over and say, ‘I’m sorry I was so mean,’ but at the moment he was ‘ARRARRARRARR!’


    In the mini-documentary Remembering Friz, Sybil Freleng Bergman “My dad was always the same. He was always surprised by his success. I don’t think he really realized until later in his life when he started to be honored and in other countries and the Museum of Modern Art honored him that he really was as great a talent as he was. I just think he loved his work, and really didn’t think of himself as a famous man.


    “I believe that he had three families. I think his first family and his most important was us. Lily, his wife, Hope, myself and then later on his grandchildren. His second family was the people he worked with at Warner Bros., his colleagues and I think the third was actually his characters. His cartoon characters.


    “They also said among his many colleagues that he created Yosemite Sam after himself. My dad was short. He had red hair when he had hair and he had a little temper, but he never really admitted to that. I think he felt like he was more like The Pink Panther, a little more mischievous and sophisticated.


    “My father won five Oscars for his lifetime and three Emmys and I’d say that he was proud of all of them. Really, he was very self-effacing because he never thought he was that good. It always surprised him when he did win an award. It stunned him, so he was thrilled when he won. The Pink Panther is all of them.


    Hope Freleng Shaw adds, “He also felt that whenever he put two letters together, it would always become successful. He had Bugs Bunny, Pink Panther, Daffy Duck and so he felt that the two ‘f’s’ together was really going to help his career and to be noticed as Friz Freleng, that was a really good thing.


    “I didn’t realize that my father was doing something famous and neither did he. He was such a simple down to earth person. We had a duplex in Los Angeles. We lived upstairs and Saturdays and Sundays were for fixing things around the house. I said to him, “Dad, why aren’t you an accountant or a doctor like my other friends? How come you just do drawings of cartoons? It’s such a baby job. But he was the most sincere down to earth person. He loved his wife, Lily, our mother and he was devoted to his family. The stepping stone in everybody’s life.


    “We felt like they were brothers and sisters to us. We really did. We felt like we knew every one of his characters and they were part of the family, because they were all him. I said to my dad, ‘How do you direct a cartoon?’ He said, ‘Well, I just put myself into what they would do.’ He did have all those personalities. He was Bugs, Tweety, and Pink Panther. That was his favorite cartoon character of course. That was the one that was his baby. Some people think that he was the little white guy in The Pink Panther. The little fellow with the mustache and no hair and he was short. I think that you draw yourself and you don’t realize it. So the little white guy in The Pink Panther was very similar to my father.


    “My mother had a lot of input in a lot of my father’s work. She loved high top hats and tails and canes. That Fred Astaire sophistication and my dad put that into his characters. We have pictures of the Pink Panther with the high top tails and cane and I think that was a lot of my mother in him. If you look at the cartoons, they’re people, they’re humans. They have the feelings and the senses that we have. They have the sensitivity. They have the humor, the cleverness, they’re real human beings. He just exaggerates what they did. I think that’s what made him a genius. He could tell a story in one frame. Just by the expressions.


    Martin Strudler adds his memories of Freleng, “Well, as you know, he was the model for Yosemite Sam — about 4’8” and gruff. ‘I’m not making still pictures, I’m making moving pictures! Throw everything out!’ He threw away all the cels from Pink Panther and they had everything stored there. And, here’s everyone in the cel department in the dumpsters trying to find the scenes that they worked on. And now, don’t ask how much they’re worth. He wasn’t interested in the ancillary stuff; he wanted to make movies.”


    Bob Givens gave his memories of Freleng, “This was when we were working at the Union Bank building. We wanted to go across the street and Friz insisted upon jaywalking. I said, ‘Why do you do that?’ He said, ‘Well, it’s exciting!’ You’re going to end up like one of your characters. He always wanted to jaywalk. He was a little guy and he was a guy who knew what he wanted and he got it. They were all scared to death of him because he was a tyrant. He wanted to get the best out of everyone and he did. He knew what he wanted and he didn’t want anything half way. They were all good guys and all easy to get along with but animation was another thing. I took in a storyboard and he said, ‘Hey that’s great. Take it back and crumple it up.’ He was a tyrant. They were scared of them but they had to get along because it was a living, you know, and they were good animators. They had to hate them to get the best work out of them.”


    Bob Balser comments about Freleng, “He was never buddy-buddy with me either. He was straight no nonsense and wouldn’t take any crap from anybody. He called a spade a spade, but he was also very funny, and I always enjoyed being with him when we spent time together at festivals, etc. He was a great guy and I liked him very much.”


    Barbara Donatelli remembers Freleng, “You don’t realize the enormity of his celebrity. Friz — I had not even a clue. Yosemite Sam was Friz. And he was the beloved curmudgeon of the studio. Our studio was forever having a party — somebody’s birthday, somebody’s anniversary — whatever it was. We would do it on break time or at lunch time and Friz was always there. He’d come in and join and eat, and we always had such a spread of food. Everyone would always be bringing in stuff and cakes and whatever and Friz would always say, ‘What? Another thing?! Another Goddamn party!’ He was always upset about it, but it all worked out. We broke our rear ends to get that work out. That’s kind of what I know.”


    After Freleng left the DFE partnership in 1980, he served as an executive producer on three 1980s Looney Tunes compilation features named The Looney Looney Looney Bugs Bunny Movie (1981), Bugs Bunny’s 3rd Movie: 1001 Rabbit Tales (1982), and Daffy Duck’s Fantastic Island (1983) and then left Warner Bros. in 1986. He also served as creative producer on Pink Panther and Sons (1984-1985) for Hanna-Barbera.


    On May 26, 1995, Friz Freleng died of natural causes in Los Angeles, aged 89. Freleng is interred in Hillside Memorial Park Cemetery.
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      Isadore “Friz” Freleng with the most famous creation to come out of DePatie-Freleng Studios.
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      The 1940 census taken in April lists Freleng’s age as 35. Problem is, since Freleng was born in 1906, he would have been 33 at the time; 34 in August. Freleng’s birth year has been listed as 1905 and even 1904 in certain sources.
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      Friz Freleng’s grave marker at Hillside Memorial Park Cemetery states 1906 as his birth year.
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      This limited edition litho came out shortly after Freleng’s death and states 1905 as his birth year.
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      Sometimes names were snuck into the cartoons. Here is a sign stating “Honest Friz Used Cars.”
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      Friz Freleng’s first project after leaving DePatie-Freleng: The Looney, Looney, Looney, Bugs Bunny Movie (1981).
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      A poem written for Friz Freleng from Bob Clampett.

    

  


  
    David DePatie


    


    David Hudson DePatie was born on December 24, 1929 in Los Angeles, California at Good Samaritan Hospital. Erroneous reports on both IMDB and Wikipedia say May 26, 1935 in Shiprock, New Mexico! Filmreference.com states December 24, 1930! A check with vital records at Archives.com and with DePatie-Freleng historian Charles Brubaker confirms that is was indeed December 24, 1929 in Los Angeles. Checking April 2, 1930 Los Angeles census records shows the DePatie family listed as Lena M. (sic) (actually Dorothy), Edmond L. and David M. (sic) DePatie living at 1749 N. Alexandria Avenue in Hollywood. Dorothy is listed as age 30, Edmond at 28 and little David as 3/12 or three months.


    In an interview with Charles Brubaker, DePatie comments, “I was born in 1929, and I was born in L.A. at the Good Samaritan Hospital. My father, in those days, was employed at Warner Bros. He was the head of the accounting department at Warner Bros. He spent his entire career at Warner Bros. and he ended up being executive vice president and general manager of the studio, reporting only to Jack Warner. So I was a ‘Warner Brat,’ growing up.”


    “I started my career at Warner Bros. as a film editor, and then I left there for about 18 months to work with Mike Todd on Around the World in 80 Days, and I was one of the editors on that picture.


    “When Warner Bros. decided to go into commercial and industrial film business. I came back to work in that department. That’s basically how I got started. When I became the head of the Warner Bros. Commercial and Industrial Films Division, I had basically day to day contact with Jack Warner because he was very interested in what we were doing and no one had made television commercials at the studio before. Unlike many people I had a pleasant relationship with him.


    “About 1956-57, one of my biggest jobs with the commercial division at that point in time was to service the Maverick, the Jimmy Garner show. Unlike many other shows in television, it was an hour show each week and it required brand new commercials every week. There was no such thing as reusing a commercial, whether a 30-second or a 60-second. They were all made, brand-new, every week, for each show. As a matter of fact, the advertising agency, Young & Rubicam, they took offices in my office suite at Warner Bros. to service the account. Warner Bros., to my knowledge, was the very last of any of the major studios to get into television. At that point in time, Jack Warner absolutely hated the idea of television. Finally, he realized it was going to be there to stay so he went into it full-bore. That’s really how it got started.


    “Everyone was glad to get into the business because, for one thing, it promoted much more employment. An entire division was set up under Jack Warner’s son-in-law Bill Orr to service the shows. At first it was completely overwhelming, where all of a sudden they were absolutely swarmed with work. Television was there, big time. Look at where we are with the internet, with what it was 10 years ago, and how it’s grown on us.”


    “Moving ahead, about two years into the job, maybe three years, I got a call from Warner and he said ‘come over, I want to see you.’ I went over to his office and he said to me ‘David, I have decided that I don’t like the way that the person [John Burton] who is running the animation — the cartoon division. I don’t like the way he’s running it. I’m gonna fire him, and I was wondering if you can take over that responsibility, in addition to your commercial work. The way I look at it, you’re doing a lot of animated commercials,’ which we were. We were doing Charlie the Tuna and ‘Put a Tiger in your tank,’ so I was very familiar with the animation process and have gotten to know the director assigned to the commercials, Friz Freleng. I said to Warner ‘yeah, I’ll take over that job.’ Then all of a sudden I had responsibility of the Commercial and Industrial Film Division as well as the Cartoon Film Division. They’d made me a vice-president of the company and I was on my way.


    Leon Schlesinger was the production executive at the Warner Bros. animation studio until 1944. Eddie Selzer was production executive from 1944-1957. John W. Burton was production executive from 1957-1960. DePatie became production executive in 1960 until the original studio’s closure in 1963.


    DePatie continues, “I was the last manager of the Warner Bros. Cartoon Division before we closed it down. I was the head of that division for three years prior to the decision being made by Warner Bros. to get out of the cartoon business. I replaced John Burton. John Burton Jr., the cameraman was his son, and it was his father who was the previous head of the cartoon division before I took over.”


    During DePatie’s reign, two significant projects were release, the live-action/animation hybrid Philbert and The Bugs Bunny Show. Comments DePatie on the two projects, “Philbert was a pilot television show that was made for ABC television network; it was a combination of live and animation. Unfortunately it did not sell and the pilot was the only film we ever made.


    “The Bugs Bunny Show was a combination of many of the old Warner Bros. cartoons involving most all of their characters and for half-hour television we took three of these cartoon shorts and put them together with new animated bridging material to form a half-hour show for television. And again, this was for the ABC network. There was Friz Freleng, Chuck Jones, and Bob McKimson. All three of them involved taking turns directing the bridging materials.


    Soon, Warner Bros. alerted DePatie that they were going to shut down their animation division. Says DePatie of the shutdown, “Well, I’m going to say it was approximately 1960. I received a call from management telling me to come to New York for a board of directors meeting. I flew into New York and attended this meeting of the Warner Bros. board and was told at the time that a decision was made to close the studio and get out of the cartoon business. As I recall, it was around 1960, ‘61, in that era.


    “It was a painful process, having to notify everybody that they were going to be out of work. But it took a year, a year in a half, to actually close the studio down because we had shows that were in production and we also were in the middle of an animated/live-action feature called The Incredible Mr. Limpet starring Don Knotts. It took probably a year-and-a-half to close the studio down and it was over this period of time that personnel were gradually let go until we finished all of the production.”


    Also during his tenure, an unsold pilot, Adventures of the Road Runner was released in 1963 as To Beep or Not to Beep with new score by William Lava. The remaining footage was not released at that time.


    Robert McKimson commented on the studio closure, “We didn’t know until about six months before it closed down. For 15 to 20 years they had been telling us that one of these days they were going to close us up. It got so that it was crying wolf, you know. And finally they did close it down.


    “The limited animation is all they can do nowadays because of economics. When I was at Warners, there was a time when I could do up to 50 feet a week by myself, which was exceptional. Now, with the limited-animation techniques, a guy can do up to 200 feet a week because a lot of times they only need to use two drawings per foot. That’s why most of the Hanna-Barbera characters have little personality. They’re just things.”


    When Warner Bros. animation closed, DePatie called upon Friz Freleng to form a partnership called DePatie-Freleng Enterprises, Inc. The partnership lasted until 1980.


    During DFE’s reign, DePatie married his second wife, Beverly D. McKay on November 26, 1965 in San Francisco. The marriage ended in divorce.


    On August 6, 1966, DePatie’s father passed away. The Los Angeles Times reported DePatie’s father’s death in their August 7, 1966 edition: “Edmond L. DePatie, 66, vice president and general manager of Warner Bros. studio died Saturday in Chowchilla, CA, apparently of a heart attack.”


    DePatie also had three children from his first marriage, all of whom worked for DFE. David Jr., Steve and Michael.


    Mitchell Walker comments about DePatie when he worked there in the early 1970s, “It was interesting that at the time I worked there, however long I was there, I never saw David DePatie. He had three sons who worked there so I saw them. I think I had lunch with them a few times, but I never saw their father. He was a business guy who didn’t really do anything.


    “What Corny Cole told me, it was basically nepotism as to how he got his job. His father was an executive of some kind at Warner Bros. and he brought him into the business and I forgot what he did or what kind of work he did at Warner. I think he was a producer or whatever in the shorts department or the animation department at Warner. Then when they disbanded that part and Friz Freleng started to put this together and they brought him in. He was the creative end whereas DePatie was the business end, so he was never around that much.”


    In 1980, DePatie became executive producer at Marvel Productions, a role he held until 1984, when he retired. That same year, he teamed up with Friz Freleng one last time to produce Pink Panther and Sons for Hanna-Barbera.


    He currently lives with his present wife Marcia (whom he married in June 1972) in Gig Harbor, Washington. He has also lived in Sisters, Oregon and Camarillo, California and owned and operated The DePatie Vineyards in Philo, California which he sold in 2000. In the past 30+ years, he has made a few personal appearances (most recently in 2010) and has participated in multiple interviews to discuss his career.
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      David DePatie during the DePatie-Freleng years circa 1977.
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      The 1930 census listing David DePatie as 3/12 of a year old.

    

  


  
    DePatie-Freleng Enterprises Unlimited, Inc.


    


    With nothing else to lose, David Hudson DePatie and Isadore “Friz” Freleng founded their animation studio and officially called it DePatie-Freleng Enterprises Unlimited, Inc.


    DFE was formed as an independent company in early 1963. A formal six-page memo introducing the company was issued on a Warner Bros. internal memo on March 19, 1963 and appears to be the first printed mention of DFE anywhere.


    In the inter-office communication, David DePatie details plans for the newly formed DePatie-Freleng Enterprises to take over cartoon production for Warner Bros., leasing the Warner Bros. Cartoon building, using many employees of the Warner Bros. Cartoon Division, and assuming direction of current Warner Bros. cartoons, in areas such as The Bugs Bunny Show for television. In pencil, someone has bracketed and placed question marks beside provisions listed on pages 3-4 for DePatie-Freleng licensing of Warner Bros. cartoon film subjects and for listing the name of Warner Bros. in publicity and advertising for the new company. The memorandum concludes on page 5 with, “I trust that the foregoing will represent some basis for negotiation because with the commercial selling season rapidly approaching, we are most anxious to affect a tie-up at the earliest possible date.” The last page lists all of Warner Bros. TV animated commercials produced in 1961-1962, by product and dollar value.


    The company was formally and publicly announced in the May 31, 1963 edition and again in the June 5, 1963 edition of Daily Variety.


    Unlike other reports, there was an overlap of the two studios and not a gap or even a clean transition. Warner Bros. Cartoon Studio was still doing the final touches on the animation for The Incredible Mr. Limpet (1964), a Don Knotts comedy that combined live-action with animation. Work on the animated portion of this film was completed by April 19, 1963, as evidenced by another internal Warner Bros. memo. The memo also mentions everyone’s termination including DePatie’s from Warner Bros. Cartoon Studio upon completion of this work. No mention of DePatie-Freleng is mentioned or referenced.


    The firm originally rented space on the Warner Bros. lot that was originally used by Warner Bros. for their cartoons. This rental agreement was discussed and accepted by Warner Bros. in memos from May 2, May 6 and May 13, 1963 with Howard Barton. Warners had already shut down their cartoon division and with the demand for new theatrical cartoons still there.


    A Warner Bros. memo from July 11, 1963 discusses David DePatie’s request to remodel the Warner Bros. Cartoon Studio building and a memo of July 18, 1963 reiterates Warner Bros. ownership of their own characters and the 10% royalty that DFE had to pay for their use. Rather than resume their cartoon division, Warner Bros. instead hired David DePatie and Friz Freleng to produce 13 new animated shorts, the first of which was released in October 1963.


    The final memo mentioned here is one of the most interesting. A memo on DFE stationery from son to father DePatie from May 27, 1964 paying an invoice owed by DFE to Warner Bros. for $13,164.26. The formality of the letter may be just that, but it also might contain clues as to the relationship between David and his father, Edmond, that they may not be that close on a personal level, just a working one. DFE’s address is listed as 461 South California Street in Burbank. Conversely, one speculates if Edmond’s death in August 1966 was the catalyst to help move DFE from the Warner Bros. lot to the Union Bank building, since David didn’t have such a close ally within Warner Bros. to work with anymore.


    DePatie was head of Warner Bros. cartoon industrial commercial division before the shutdown. He originally approached Warner Bros. director Chuck Jones to start a new independent animation company. Jones instead chose to work for SIB Productions to head up new cartoons to be released by MGM, a movie studio which also abandoned production of new theatrical cartoons before also realizing that such a move was premature.


    Once Jones was in place, new Tom & Jerry cartoons were produced as well as the TV special How the Grinch Stole Christmas (1966) and Horton Hears a Who! (1970) and the theatrical feature The Phantom Tollbooth (1970).


    On the Here Comes the Grump DVD, DePatie takes up the story: I was running a division of Warner Bros. which was called the commercial and industrial film division and obviously that’s what we made. We made television commercials and industrial films and we had a series that was known as the Bell Science series sponsored by AT&T and there was animation in that. Friz was assigned to do parts of these shows — the animated parts of them — and we got to know each other and we really established a rapport. One day I got a call from the boss, Jack Warner and he said, ‘David, I don’t like the guy who is running the animation division and I’m going to fire him. Can you take over your responsibilities with the commercial, industrial and combine it with the animation division?’ He says, ‘I know you guys are doing so much animation. You must know something about how animation works.’ I said, ‘Sure boss.’


    “He did fire this guy and I went down. My offices were down in the animation division and Friz and I then had the opportunity to really work together. Well I didn’t have that job very long because a year after I took over, I was called to a Board of Directors meeting at Warner Bros. in New York and given the glad tidings that they had decided that they no longer wanted to be in the animation business. They had enough cartoons — forget it — it’s over already. So anyway, ‘You’ve got a lot of stuff in production, how long is it going to take to get rid of everything?’ I said, ‘It’s going to take at least a year.’ They said, ‘Ok, that’s fine.’


    “As it was winding down, they told me, ‘You don’t have to worry. You’ll have a job. We’ll bring you up into the then new television division.’ They were making Maverick and 77 Sunset Strip, and those shows and ‘We’re going to make you a producer.’ I decided that I’d like to get off on my own and start my own studio because Hanna-Barbera had just really got started, Filmation hadn’t really started yet and I needed to have a creative director to work with and I had my choice because Friz Freleng and Chuck Jones and Bob McKimson were all getting fired. I, throughout the years had had the best rapport with Friz. He and I had become quite close friends aside from the working relationship. So, I approached him and I said, ‘Friz, I’d like to start an animation studio. Would you like to come in as my partner?’ He thought about it for two or three days and then he says, ‘Yes, I think that’s a good idea. Let’s do it.’ That’s how DePatie-Freleng was formed.”


    Charles Brubaker asked DePatie about his involvement with other directors like Robert McKimson and Chuck Jones. DePatie’s response was, “Oh yeah, I did. But when I finally moved in and took over running the division, Friz and I had a particularly warm relationship right from the start. I don’t know what it was. I never did have that kind of relationship with Chuck Jones, who was really a maverick. And McKimson, he was there and did a lot of work, but it was Friz, you know, that friendship developed over the years.


    “The day that I was called to New York to Warner Bros.’ Board of Directors Meeting and told that Warner Bros. no longer wanted to be in the cartoon business, they wanted out, they felt that they had enough product and I was to close down the division and asked how long it would take. I said, ‘Well, we got quite a few things in production’…actually, we had a feature picture in production. You may remember the Don Knotts film The Incredible Mr. Limpet that was in production. Anyway, I told them it would take about a year-and-a-half to two years to close it down, and they said ‘fine.’ So I had to go back and tell 400-450 people that, eventually, they were gonna be out of work. And during this time I developed the idea, looking at the success of Hanna-Barbera, that I form my own studio, and needing an animation director to partner with, it was obvious that Friz was the person. And that’s how we decided to form DePatie-Freleng.


    “Warner Bros. were not interested in that point in doing limited animation, which was the basis, of course, for the H-B work and they just wanted out. It was very strange at that point in time because television was really getting into high gear and, actually, one of the first things that I did when Friz and I got together in our company was
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