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Introduction

I always wanted to write a book filled with the stories of Disney and Christmas that I had collected over the decades. When I started to review the material, I was surprised and pleased that it all easily aligned with the format that I had established for the Vault of Walt series of books.

It was a no-brainer when it was all finally gathered together to just release it as Volume 7 in the series. The book was well received and my publisher asked if I might be able to do a similar book themed to Halloween.

The challenge was not to write just another book about Disney villains or Disney films that had some supernatural element but to tell stories specifically connected to Disney and Halloween.

I was intrigued and felt that I might be able to do something in a year. Over two years later, I finally finished. It always takes longer to write something than you expect especially when there is no previously existing material about so many of the chapter topics.

I was amazed at how much material I was eventually able to find that related to Halloween and was often guided by things that Disney included in its own Halloween compilations.

I grew up as a “Famous Monsters” kid. I eagerly read issues of Famous Monsters magazine and its many imitators. In the days before video recording, I had to schedule my Saturdays so I could watch in black-and-white the horror matinee movie on my local television channel and for films I loved like King Kong (1933) to try to catch the repeat showing later that day.

At Halloween, my family had limited means but my mother always found time to sew handmade costumes for me and my brothers using her sewing machine. One year I was attired as Robin Hood and the next year with some alterations it became my Peter Pan costume. I also recall being a cowboy several times and Zorro twice.

In those days, no one worried about anyone tampering with Halloween candy. The big fear was not getting the “good” candy when approaching the houses of complete strangers and hearing stories the next day from friends who had better luck in a different neighborhood.

When I grew older, I assisted in the creation and operation of homemade backyard haunted houses for the holiday. I worked at Six Flags Magic Mountain for its first “Haunted Mountain” Halloween promotion where I helped design and build a not-so-scary Fun House with happy ghosts and funny black cats for children at the front of the park and performed as the wild Dr. Electric (looking very much like Doc Brown from Back to the Future) with his sparking electric chair for the amusement of adult guests up in Spillikin Corners.

I do believe in the supernatural and over the decades have had some brief encounters that had no other logical explanation but none at Disneyland or Walt Disney World.

Disney’s approach to Halloween has the underlying elements of humor and safety. In only one Disney animated film, The Legend of Sleepy Hollow, does the villain actually win at the end although some may argue that Foxy Loxy in the 1943 animated short Chicken Little might be considered the only other example.

This book is my version, as that great showman Orson Welles said at the end of his 1938 CBS radio broadcast of War of the Worlds, “of dressing up in a sheet and jumping out of a bush and saying Boo!”

May all your Halloweens be happy Disney ones!

Jim Korkis
Disney Historian
July 2020


Disney Animation

As a kid, I was terrified at the climax of the Disney animated feature film Sleeping Beauty (1959), where the evil fairy Maleficent, frustrated by all her previous failed attempts to stop Prince Phillip, conjures her dark powers to transform into a massive, fire-breathing dragon.

Artist Marc Davis has stated that the horns on her headdress were meant to represent the horns of the devil.

Having previously described herself as “the mistress of all evil”, she cries out, “Now, shall you deal with ME, O’ Prince—and all the powers of HELL!” However, the sound in the background partially obscures the end of the word “hell” although it is clearly obvious that is what Maleficent is saying.

I once wrote to former Disney Archivist Dave Smith if the Disney Archives had any record of complaint from audiences about the use of that word in a Disney animated film either on the film’s initial release or subsequent re-releases. He responded that there was no record of any complaints.

The fact that the prince was finally able to kill the dragon with the Sword of Truth brought me some comfort but not enough to assuage the fear that Maleficent had engendered in the rest of the film or the fact that she could call on all the powers of Hell. As a kid, animation was as real to me as live action.

To create the sound of the dragon’s fiery breath, Disney sound effects expert Jimmy MacDonald (also the voice of Mickey Mouse) contacted the United States Army for some training films on flame throwing. Castanets were used for the sound of the dragon’s snapping jaws.

Of course, Disney had gone to Hell as early as the fourth Silly Symphony, Hell’s Bells (1929).

Ub Iwerks is credited as the director and did much of the animation along with Les Clark and Wilfred Jackson on this five minute black-and-white cartoon. The Symphonies were intended to have no recurring characters and usually ended up having little or no real plotline. Primarily, they were intended for experimentation that would later be used in Disney’s first animated feature film.

Most of the Symphonies tended to be dance numbers (as in the first Symphony, The Skeleton Dance) or lyrical, pastoral works (as in The Old Mill that also had some horrific scenes). In this cartoon, an imp band and dancers entertain the Devil.

The hooded Grim Reaper enters and then departs. A huge spider swings back and forth towards the audience (literally blacking out the entire screen for a moment) and then is consumed by flames. A snake-like dragon swallows a bat, sprouts the bat’s wings, and flies off.

Satan’s demons play instruments made from skeletons and skulls. Demons milk a goofy-looking, smiling “dragon-cow” and serve the flaming milk to Satan. Satan feeds one of the demons to Cerberus, his three-headed dog drawn to be comical rather than frightening. Satan chases another demon who refuses to be fed to Satan’s hound. That demon ends up kicking Satan off a cliff ledge and Satan is consumed in a pit of flames as the film ends.

It certainly is a cartoon filled with disturbing images but is merely an excuse for unconnected gags timed to music that included Mendelssohn’s Spring Song, Gounod’s Funeral March of a Marionette (best remembered as the theme song for the Alfred Hitchcock Presents television show), Mendelssohn’s Fingal’s Cave and Grieg’s In the Hall of the Mountain King.

The following chapters contain information on animation that was very closely tied to Halloween and still retains its powerful impact today.

The Skeleton Dance (1929)

Almost every Halloween, the Walt Disney Company seems to showcase one of its earliest black-and-white cartoons, The Skeleton Dance (1929), the very first Silly Symphony.

While not specifically stated to be Halloween, merely a supernatural frolic during the midnight hour, this five-and-a-half minute innovative short cartoon certainly encapsulates the imagery and spirit of the spooky holiday.

The cartoon starts with flashes of lightning and a close-up of an owl’s eyes with a full moon in the background. The owl hoots in time with the music while the wind causes a branch, shaped like skeletal bones of a hand, to reach out to grab the bird. The clock strikes twelve and bats come flying from the belfry of the nearby church in the background. They fly towards the viewer as a spider pops down from seemingly nowhere.

A dog howls. Two cats on opposite gravestones meow at each other in syncopation and tug on each other’s noses. They are scared away when the first skeleton appears from behind a tombstone between them. He springs forward toward the audience and then tiptoes through the graveyard.

He takes off his skull and flings it at the owl, knocking the feathers off the animal. Four skeletons appear and start their dancing and there are a series of gags from stretching taller and shorter, playing the ribcages of skeletons with leg bones, and grabbing a cat’s tail to play like a cello string.

When the rooster crows as dawn approaches, the skeletons scramble back into a single casket. Unlike the Mickey Mouse cartoons, there is no storyline or focus on a single character. The dance sequence is full of variety from the skulls remaining still but the bodies swaying to performing a dainty pirouette to hopping on each other like a pogo stick.

The working title for the film was The Spook Dance although other suggested titles included Mysterious Melodies and Haunted Harmonies.

While working with Walt Disney on the scores for the first Mickey Mouse cartoons, Carl Stalling, who was basically the Disney Studios’ first music director, had an idea for a new series of cartoons with the drawings made to fit the music that he suggested in late 1928.

He and Walt would get into arguments about the music for the Mickey Mouse cartoons. Stalling wanted the music to be more prominent and not have to force it to fit the action on the screen, a musical technique that would later be called “Mickey Mousing”.

Walt wanted the music to more closely emphasize each action for comic effect and to be able to lengthen or shorten a sequence and have the music adapt to the changes.

Finally the disagreements got so intense that Walt told Stalling they would do a second series of cartoons because it would allow him to do some experimentation, not be restricted by the formula of the Mickey cartoons and generate an additional stream of revenue. In the new series, the score and the animation work together perfectly, completely in syncopation.

Initially, Walt thought that Stalling was envisioning something along the lines of the sing-a-long reels that had been done by studios like the Fleischers and had some popularity.

As Stalling told reseachers Michael Barrier, Milton Gray and Bill Spicer during a June 1969 interview: “He thought I meant illustrated songs, but I didn’t have that in mind at all. When I told him that I was thinking of inanimate figures, like skeletons, trees, flowers, etc., coming to life and dancing and doing other animated actions fitted to music more or less in a humorous and rhythmic mood, he became very much interested. I gave him the idea of using the four seasons, and he made a cartoon on each one of those.”

Walt wrote to his brother Roy and Ub Iwerks on September 25, 1928, that “Carl’s idea of a skeleton dance for a musical novelty has been growing on me.”

The subject for the first Silly Symphony had an interesting origin.

Stalling recalled:

The Skeleton Dance goes way back to my kid days. When I was eight or ten years old, I saw an ad in The American Boy magazine of a dancing skeleton, and I got my dad to give me a quarter so I could send for it. It turned out to be a pasteboard cut-out of a loose-jointed skeleton, slung over a six-foot cord under the arm pits. It would ‘dance’ when kids pulled and jerked at each end of the string.

As historians Russell Merrit and J.B. Kaufman have pointed out in their book about the Silly Symponies:

(The Skeleton Dance) roots are labyrinthine, stretching back at least to the nineteenth century phosphorous skeleton marionettes and danses macabres. One of the first films ever made (in 1898) was a sixty second Eidson documentary called Skeleton Dance, Marionettes featuring Gray’s Royal Marionettes; and seven years later Melies interpolated a skeleton dance into Les Palais des Milles et une Nuits.

By the 1920s, skeleton dancing acts, like comic skeleton and ghost songs were staple as novelty entertainments.

Stalling said:

Ever since I was a kid, I had wanted to see real skeletons dancing and had always enjoyed seeing skelton dancing acts in vaudeville.

The idea was given to Ub Iwerks who was the primary animator working for Walt and the two of them developed the ideas for gags as they did on previous cartoons with Stalling contributing some ideas as well.

Stalling used a bit of Edvard Grieg’s March of the Dwarfs (1893) but primarily composed an original fox-trot piece so it seemed lively and a little jazzy in keeping with the times.

Stalling recalled:

It wasn’t Saint-Saens’ Danse Macabre, although some writers have said it was. Walt couldn’t get copyright clearance so he asked me to compose something similar, but my music wasn’t similar at all to the Danse Macabre. It was mostly a fox trot, in a minor key.

Walt never wanted to pay for music; he wanted me to just make up something. In one picture, he wanted to use the song School Days, but he would have had to pay for it. So he said, “Carl, can’t you write something that sounds like School Days but isn’t?”

For a name or title for the series, I suggested not using the word ‘music’ or ‘musical’, as it sounded too commonplace, but to use the word ‘symphony’ together with a humorous word. At the next gag meeting, I don’t know who suggested it, but Walt asked me: “Carl, how would Silly Symphony sound to you?” I said, “Perfect!”

Iwerks went to the local library for inspiration. He found pictures drawn by the English cartoonist Rowlandson of skeletons dancing. In other books, he found photographs of skeleton dances depicted upon the walls of Etruscan tombs.

It was Iwerks who came up with the idea of the skeletons not rising from their graves to threaten people but just have a playful night of partying with each other. They would socialize, not terrorize. Iwerks experimented with different perspectives as well to provide an experience not previously seen by movie audiences.

Animation under Iwerks began in January 1929 with it taking almost six weeks to finish. The soundtrack was recorded at Pat Powers’ Cinephone studio in New York in February 1929 along with the fifth Mickey Mouse short cartoon The Opry House. According to Roy O. Disney’s records, the total cost for the film was $5,485.40.

Walt wrote to Ub from New York where he was meeting with theater exhibitors on February 9:

I am glad the spook dance is progessing so nicely—give her hell, Ubbe. Make it funny and I feel sure we will be able to place it in a good way. I have them all worked up and raring to see it—so we can’t disappoint them.

We have a score to it. The music sounds like a little symphony. I feel positive everything will fit the picture properly. If it doesn’t, it is possible we might fix the cartoon action to fit, judging by the way The Opry House fit. I feel positive it will be great.

On February 10, Walt wrote to his wife Lillian:

I feel positive the ‘Spook Dance’ will make a real hit when shown. Everyone praises Ubbe’s art work and jokes at his funny name.

The Skeleton Dance was completed in March 1929 and a preview was held on March 20.

Stalling remembered:

It was a late show at the Vista Theater down on Hillhurst and Sunset in Hollywood; a small theater. Walt was disappointed in it. There were very few people there, no house. We saw Steamboat Willie in New York at eight or nine o’clock, with a full house. But here in Hollywood, at eleven o’clock, there were only a few stragglers.

There wasn’t any reaction, and Walt didn’t think it went over at all. He said, “What the hell’s the matter with the damned thing?”

In a June 12, 1929 letter to Powers company, Walt wrote:

It’s hard to explain just what we have in mind for this series but I feel myself that it will be something unusual and should have a wide appeal.

As Walt’s daughter Diane Disney Miller recalled:

Father wasn’t easily discouraged. He took The Skeleton Dance to a friend who ran the United Artists Theater in Los Angeles and asked him to look at it. “We’re looking at some other things this morning,” the man said, “and I’ll have my assistant look at it. You go with him.”

Father sat beside the assistant while the film was run. It was just before the first morning show; a few customers had drifted in and it was obvious they liked The Skeleton Dance but the assistant didn’t listen to them. “Can’t recommend it,” he said. “Too gruesome.”

Father got a hold of another friend and asked him if he could put him in touch with Fred Miller who managed the Carthay Circle, one of the biggest and most important theaters in town. Father’s friend sent him to a salesman on Film Row. “Maybe he can get him to look at your skeleton film.”

Father found the salesman in a pool hall shooting a little Kelly (a game played on a standard pool table with sixteen pool balls where each player draws one of fifteen numbered markers called peas or pills at random from a shake bottle which assigns to them the correspondingly numbered pool ball, kept secret from their opponents, but which they must pocket in order to win the game). “Leave your picture here, Disney,” the Kelly player said. “I’ll look at it. If I like it, I’ll get in touch with you.”

It sounded like a stall but he actually did look at the film. When he looked he said, “I think Fred will like this. I’ll take it over to him myself.” As a result, Miller showed The Skeleton Dance with a feature picture he was running. It went over big.

Father clipped the local press notices and mailed them to Powers with a note: ‘If you can get this to Roxy (the nickname of Broadway showman Samuel L. Rothafel who ran New York’s prestigious Roxy Theater), he’ll go for it the way Miller did. Powers got a print to Roxy and Roxy liked it. He ran it in his huge New York theater.

It ran at the Carthay Circle theater along with the feature Four Devils starting on June 10, 1929. It was the first cartoon ever programmed there and the theater would later host the Hollywood premieres of Snow White and the Seven Dwarfs and Fantasia. Walt attended the screening with Iwerks and scratched his head. “Are they laughing at us or with us?” he asked Iwerks.

Walt and Roy also arranged for it to be shown at the Fox theater in San Francisco on June 28, 1929 with the feature film Behind the Curtain starring Boris Karloff.

It ran at the Roxy theater on July 16, 1929 with Pleasure Crazed. Rothafel wrote, “without exception, one of the cleverest things I have seen and as you know the audience enjoyed every moment of it.”

In early August, Columbia Pictures signed a contract to distribute the Silly Symphonies nationally and made the short available in late August. Its first playdate was at the Roxy on September 7 shown with Big Time. It was the first time in history that a cartoon had had a second engagement at the theater.

The review in the July 17, 1929, issue of Variety stated:

Title tells the story, but not the number of laughs included in this sounded cartoon short. The number is high. Peak is reached when one skeleton plays the spine of another in xylophone fashion, using a pair of thigh bones as hammers. Perfectly times xylo accompaniment completes the effect. The skeletons hoof and frolic.

One throws his skull at a hooting owl and knocks the latter’s feathers off. Four bones brothers do a unison routine that’s a howl. To set the finish, a rooster crows at the dawn. The skeletons, through for the night, dive into a nearby grave, pulling the lid down after them. Along comes a pair of feet, somehow left behind. They kick on the slab and a bony arm reaches out to pull them in. All takes place in a graveyard. Don’t bring your children.

The review in the July 21, 1929 issue of The Film Daily stated:

Here is one of the most novel cartoon subjects ever shown on a screen. Here we have a bunch of skeletons knocking out the laughs on their own bones, and how. They do a xylophone number with one playing the tune on the others spine. All takes place in a graveyard, and it is a howl from start to finish, with an owl and a rooster brought in for atmosphere.

It had an effect on animators as well. Art Babbitt who had been working at the Paul Terry animation studio told an interviewer that when he saw The Skeleton Dance “I knew that was the place I wanted to work” and quit immediately and left New York to go to Los Angeles.

Joseph Barbera who would later go on to worldwide fame with his partner William Hanna recalled that he saw the film from the third balcony at the Roxy Theater:

I saw it about seventy miles from the screen, but the impact on me was tremendous nevertheless. I saw these skeletons dancing in a row and in unison, and I asked myself: How do you do that? How do you make that happen?

Les Clark recalls that Ub animated all of The Skeleton Dance except for the first scene which Clark animated. Year later Clark claimed he had done a scene with a pair of skeletons playing the spines of other skeletons like xylophones. Wilfred Jackson supposedly animated the crowing rooster at the end of the cartoon.

At the time Jackson and Clark were members of the Disney staff but were still considered in-betweeners and clean-up artists working with Iwerks. Iwerks was a mentor to the new animators and also served as a “go-between” for the animators and Walt.

The title card for the cartoon says “Drawn by Ub Iwerks,” which is a bit different than the Mickey cartoons which said only “A Walt Disney Comic By Ub Iwerks.”

Iwerks started having minor run-ins with Walt in 1929. Walt would take Ub’s drawings at night and prepare exposure sheets for them, timing them the way he wanted but sometimes it was not the timing that Iwerks visualized. On The Skeleton Dance, Walt relented and deferred to Iwerks’ timing. Timing is very important to an animator so this was not considered a casual intrusion.

Iwerks yelled at Walt:

Don’t you ever touch my drawings! These are my drawings and this is how I solve the problems. Keep your hands off them!

In addition, during work on The Skeleton Dance, Iwerks worked on every drawing sometimes drawing the skeletons “in rough” letting Jackson and Clark fill in the ribs and other black areas like the eyes and noses.

Walt felt having Iwerks do all that work was a waste of his valuable time. He wanted Iwerks to just draw the key drawings/poses and allow the other animators to fill in the between action but Ub argued that he would lose the flow of the action and the rhythm if he did it that way.

He preferred animating “straight ahead” as it was called, leaving only minor details to be filled in. He felt he would lose control over the movement if he only drew some static poses for reference. Walt was trying to streamline the process to save time and money but Iwerks knew what worked best for him.

Animator Mark Kausler told Iwerks’ granddaughter:

[Iwerks] created more of a dance. The characters move their arms….and they move across and around in perspective. He really figured out how to give a dance-like rhythmic quality to his animation.

In an interview done years later, Iwerks stated:

[The Skeleton Dance] was a different type of film from the Mickeys. I did all the animation but I did it rough, in line form. Other guys put in the rib cages and teeth and eyes and bones.

Walt sent a print to New York for his film distributor to promote the new series. But after getting poor reactions from exhibitors who felt the film was grotesque, Pat Powers wrote back tersely: “They don’t want this. MORE MICE.” As a compromise, Walt added the title “Mickey Mouse Presents a Silly Symphony”.

Walt said:

The whole idea of the Symphonies was to give me another street to work on, you know. Getting away from a set pattern of a character. Each Symphony, the idea would be a different story based on music with comedy and things.

Iwerks was attracting more attention because of getting credit on the title cards of the theatrical cartoons and a byline on the Mickey Mouse comic strip. Walt felt it was diverting attention away from the Disney brand he was trying to create. As a result, Walt became more insistent and critical of Iwerks’ work.

Ub finally went in to see Roy O. Disney on the morning of January 21, 1930 while Walt was in New York. He told Roy he was leaving the studio and gave as his reason the personal differences between himself and Walt. He went on to set up his own animation studio, Celebrity Productions, financed by Pat Powers who had distributed the early Disney cartoons.

Released in December 1929, the Mickey Mouse cartoon The Haunted House has Mickey hiding from a storm in a deserted house. Actually, the house is filled with skeletons who force him to play an organ while they dance.

Some of the animation from The Skeleton Dance was reused, especially the skeletons dancing in a circle holding hands and moving in a line back and forth across the screen. However, there is a new punchline as near the end of a dance cycle, wind from an open window blows away the upper bodies but the legs and feet keep dancing.

Iwerks himself revisited the concept when he directed The Columbia Color Rhapsody entitled Skeleton Frolic (1937). It is very similar to The Skeleton Dance in tone and action but in full, rich color and with much more use of extreme perspective and detail. There is an owl, a spider, pumpkins, bats from a belfry and more.

In the dark of night in a cemetary, a gnarled, tiptoeing tree knocks on a gravestone and wakes up some skeletons. A yowling black cat frightens them and they throw their skulls at the animal splitting it into six smaller cats. More skeletons pop out of their graves and with instruments and play music.

One skeleton loses its skull and makes several attempts to steal another skull from another skeleton. A male and female skeleton dance but the female skeleton keeps losing the lower half of her body. There is a similar dance with mulitple skeletons as in The Skeleton Dance. A crowing rooster alerts them that night is ending and in a panic they rush back to their graves.

Stalling said:

If it had not been for Walt Disney then in all probability there would never have been a Mickey Mouse. This makes me wonder sometimes, would there ever have been a Silly Symphony or who would have suggested The Skeleton Dance—if…?

Donald Duck’s Trick or Treat (1952)

“Trick or Treat. Trick or Treat. Trick or Treat for Halloween. Better give a treat that’s good to eat if you want to keep life serene.

“Trick or Treat. Trick or Treat. Trick or Treat the whole night through. Little scalawags with fiendish gags can make it tough on you.

“So when ghosts and goblins by the score ring the bell on your front door, better not be stingy or your nightmares will come true.”

Written by Mack David, Al Hoffman and Jerry Livingston (not Paul Smith as some places state) and sung by the Mellomen (Bill Lee, Thurl Ravenscroft, Bob Hamlin, Max Smith), this catchy tune was the theme to a Donald Duck short cartoon entitled Trick or Treat (1952).

It was originally written in May 1948 for the Legend of Sleepy Hollow animated featurette. It was titled Tricker Treat. At the time, the songwriters were hard at work on Cinderella. It was later replaced during production with The Headless Horseman song sung by Bing Crosby.

Early storyboard drawings show Witch Hazel singing her own little Halloween tune but as the short started developing it was felt that a more prominent theme song was necessary for what was considered a special cartoon.

The short was in development as early as 1951 and played a special pre-release engagement in late September 1952 at the prestigious Radio City Music Hall in New York City.

Released October 10, 1952 and directed by Jack Hannah from a story by Ralph Wright, it was nominated for but did not win an Academy Award. Wright who would later go on to do the voice for the gloomy Eeyore the donkey in the early Winnie the Pooh featurettes was renowned for his wild gags that he contributed to the Goofy “How To” series of shorts.

Animation was provided by Bill Justice, Volus Jones, Don Lusk and George Kreisl; effects animation by Dan MacManus; layout and background by Yale Gracey, who would later be the genius behind the illusions in the Haunted Mansion.

In 1953 it was included in Halloween Hilarities, a theatrically released feature length compilation of spooky Disney theatrical shorts.

A very mean Donald Duck plays tricks on his nephews Huey, Dewey and Louie instead of giving them treats. The boys are befriended by a real witch named Witch Hazel (voiced by June Foray) who uses some special spells to pry the treats from a reluctant Donald.

She finally enchants his feet with a magic spray so that Donald is involuntarily used as a battering ram to smack into the locked closet of goodies. Witch Hazel flies off as the night comes to a close and the kids enjoy their treats.

Jack Hannah, in an interview I did with him in 1978, said:

I enjoyed directing Trick or Treat because I got a chance to work with a different personality. June Foray, who did such a great job as the voice of the witch, still mentions the film to me whenever I see her.

The short got a very high ARI rating when the Studio watched it in the sweatbox. Walt said he couldn’t understand some of the words; that the dialog was too fast. I heard that Carl Barks later adapted the cartoon into a comic book story, but I never saw it.

ARI refers to the Audience Research Institute that was hired briefly by Disney in the 1940s to test how the public responded to story descriptions and potential titles for animated shorts. It was abandoned because it didn’t seem an effective way for testing creative ideas.

The acronym “ARI” survived as a name for test screenings with questionnaires for studio personnel viewing a short cartoon before it was released to the general public in order to make changes.

Rough animation was completed by February 1952. An incomplete version was screened for specially invited Disney Studio personnel not involved in production.

Hannah was there to monitor the audience reaction and review the survey cards.

Calling Trick or Treat “a masterpiece of jovial jitters,” the press release stated:

It has just been viewed at the studio in the early phases of production, and even in that state of animation shows the sure signs of another Disney short subject hit.

Two years later, Warner Brothers released a short entitled Bewtiched Bunny (1954) directed by Chuck Jones, also featuring a witch named “Witch Hazel” voiced by Bea Benederet. In this cartoon, Bugs Bunny must rescue Hansel and Gretel from a rather naughtier witch.

Jones had tried to get Foray to do the voice but the actress who was doing voice work for Disney had great hesitation about being involved. When the cartoon was released with no adverse reaction from Disney, Foray agreed to do the role.

Jones recruited her to do the voice for the sequel Broom-Stick Bunny released in 1956.

She went on to play the character in A Witch’s Tangled Hare (1959) and A Haunting We Will Go (1966), as well as in such television shows as Sylvester and Tweety Mysteries and Pinky & the Brain.

Foray had just started doing voices for Warners when Jones’ initial Witch Hazel cartoon came out, but Bea was still the studio’s main female voice artist. That changed both after the re-opening following the six-month shutdown in 1953 of the Burns & Allen Show and its changeover from a bi-weekly live show to a weekly filmed one that required more of Bernaderet’s time.

With 39 episodes a year to do, Bernaderet focused on her TV career, and by the time Broomstick Bunny came out, Foray was doing virtually all the female voices at Warners.

A similar Witch Hazel character voiced by Foray pops up in the 1956 Tom and Jerry cartoon The Flying Sorceress. A little girl calling herself Witch Hazel appears in Casper’s Which is Witch? (1958). Mighty Mouse also fought a Witch Hazel in Pandora’s Box (1943).

Tress McNeill did Witch Hazel voice in a episode of Tiny Toon Adventures as well as Candi Milo doing it in the Tiny Toons Adventures Halloween Special “Night Ghoulary”.

The character became an official and popular supporting performer in the Warner Brothers cartoon universe.

In a December 1995 interview in Animation magazine, Foray said:

I did Witch Hazel as a short at Disney. She was a very funny character that I created the voice for. Chuck Jones loved it so much that he called me over to Warner Brothers to do her again. I went over there and they said, “You’re going to do Witch Hazel.”

And I thought, ‘how in hell are they going to do that?’ Disney owns it and they’re so litigious. But we did it. Chuck just went ahead and did it! So I asked him, just a couple of years ago, “How the heck did you ever do that and get away with it, taking a character out from Disney’s nose?”

And he said, “Because it was an alcohol rub! He didn’t own the name!” So Disney couldn’t capitalize on that or stop Chuck because it was already a copyrighted name.

Jones was probably referring to a North American shrub and the herbal medicine derived from it, witch hazel. This is probably the reason that John Stanley was also able to use a Witch Hazel character in his Little Lulu comic book stories. The name seemed natural for the name of a witch much like jiminy cricket, a popular expression, seemed natural as a name for a cricket.

In addition, Disney’s version of Witch Hazel was a short, stout blond who spoke in Shakespearian English while the Warner Brothers version was significantly taller, had scraggly black hair and a green complexion. The WB version would often break into hysterical, cackling laughter and when she dashed away suddenly would leave a bunch of hairpins momentarily lingering in the air.

Hannah said:

We had a lot of fun with (our version of Witch Hazel). She spoke sort of Shakespearean English, full of thous and thees.

In addition, Disney’s Witch Hazel has an anthropomorphic broom named “Beelzebub” that acts as both her servant or familiar as well as her method of flying transportation just like a traditional witch.

Witch Hazel’s recipe for the magic brew inspired by the witches in Macbeth that was made in a cauldron of swamp water consisted of the ingredients of eye of needle, tongue of shoe, hand of clock, neck of bottle, tail of coat and whiskers from a billy goat.

The Little Golden Book titled Donald and the Witch (1953) with art by Dick Kelsey tells the story of the nephews thinking they saw a witch but Donald doesn’t believe them. After some supernatural hi-jinks, Donald becomes a believer and he and the boys enjoy a fall harvest feast with Witch Hazel.

For Disney, Foray went on to voice Grammi Gummi in Disney’s Adventures of the Gummi Bears, Magica de Spell in DuckTales, and Grandmother Fa in Mulan (1998).

An RCA Victor Records 45 RPM record entitled Walt Disney’s Trick or Treat was released in 1952 with June Foray not only doing the voice of Witch Hazel but also the narrator of the story.

Released in 1975 was the Disneyland Records 33 1/3 RPM Walt Disney’s Trick or Treat Stories and Songs of Halloween. The twelve minute version of Trick or Treat was on one side while the flip side had The Haunted Mansion. Written by Jimmy Johnson who also produced the disc, the voice of Witch Hazel and the narrator was Ginny Tyler.

Some excerpts from the original cartoon with Foray doing the voice were also used. Some of Witch Hazel’s dialogue in the original cartoon were re-recorded by Tyler. Tyler skillfully matched Foray’s vocals.

The LP came complete with two Halloween masks that could be cut out and used. One was of Hazel’s face and the other of a pumpkin that might be the jack-o-lantern who pops up to say “Boo!” at the cartoon’s conclusion.

The Trick or Treat song was performed by Karen Pendleton and Cubby O’Brien for the LP Holidays with the Mouseketeers (1958) and was sung by Anne Lloyd and the Sandpipers on Little Golden Records in 1952.

The same time the theatrical cartoon was originally released, Dell comic books produced an adaptation written and drawn by Hannah’s old Disney writing partner, Carl Barks.

The story appeared in Donald Duck No. 26, November-December 1952

Western Publishing did a lot of seasonal comic books from special Back To School issues to, of course, Christmas specials. So it was not unusual for them to come up with a comic book themed to Halloween and they did several with non-Disney characters.

Western Publishing comics editor Chase Craig said:

We wanted to do a Halloween book, and Disney had made this picture Trick or Treat, so we got the storyboards on it and turned them over to Carl.

Barks said:

I was sent the storyboard stats and told to make the stuff into a feature-length story. I soon found that the material wouldn’t fill 32 pages that were then the length of a feature. So I ad-libbed some extra stuff. I didn’t see the movie until long afterward.

The artwork on the boards that Barks saw was by Ralph Wright.

Some of Barks’ changes were minor, like a nephew carrying a pumpkin on a pole instead of balancing it on his head. Other changes were more major. The Donald Duck of the animated cartoons was limited to what he could say since the audience had difficulty understanding Clarence Nash’s “duck speak” clearly.

The Donald Duck of Carl Barks’ stories was much more eloquent. So this adaptation is atypical of the work that Barks was doing at the time with Donald Duck when it came to dialog since he talks so little.

Barks did borrow some of Witch Hazel’s lines from the animated cartoon as well as some of the staging from the storyboards and poses from Witch Hazel’s model sheet.

Barks scripting emphasizes the reason for Donald’s meanness when it comes to giving out treats. He sees it as an unwelcome violation of his privacy. Barks also reinforces that Witch Hazel’s efforts on behalf of the nephews is to remind people that witches do still exist and the nephews belief in witches needs to be rewarded.

Barks included some additions to the story including a short segment with the nephews trying to get the hair from a billy goat that might have been on the original storyboard and another where Hazel disguises herself as a beautiful blonde duck femme fatale to get candy from Donald. Barks also changed Donald battering open the locked door from using his head to his feet.

However, not all of Barks’ changes and additions were welcomed by the editorial staff at Western. To flesh out the thin story, Barks added an episode with Smorgie the Ogre, a six armed Cyclops wearing a derby hat who had been conjured up by Hazel, and that sequence ran for several pages.

Editor Alice Cobb who had seen a preview screening of the short at the Disney Studio felt that Barks’ interpretation had deviated so wildly from the original cartoon that those pages were deleted from the original printing of the story and Barks was refused payment for those additional
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