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Letter from the Editor
The journeys we take through life often lead us down unknown paths. With each blind 

step we find ourselves in new and often uncertain environments. Art Clokey chose many 
paths in his life and it seems as if every step he made had a profound effect on the world 
and the people around him. His journey helped to shape the careers and lives of others 

and his kindness and open mind brought us an iconic character that will live on through 
the ages. Some of the people that bared witness to this mans life share their experiences 

within the pages of this publication. Though we only interviewed a handful of people the 
overall impact he had on the animation industry is immeasurable. There would not be a 

Nightmare Before Christmas, or Wallace and Grommit, and many other films, nor would 
the field of Stop Motion be the same without his influence. He truly is the Grandfather of 
Clay Animation and his free flowing thought translated into a little green ball of clay has 

shaped the ground for which we the StopMo animators of the modern age stand upon.  
When Art Clokey passed away this winter we did not just loose a legend, but we lost 

a friend. Even if you didn’t know Art, you most likely knew Gumby, which was a part 
of his soul. This issue of SMM is dedicated to the life of Art Clokey and the world he 
shaped with his hands and mind. Let his legacy remind us that the life we live may not 

just be ours alone, but for those around us. 

-John Ikuma



Add explosions, eye 
movements, mouth 
shapes and more with 
the Frame Painter tool

Prop your puppets up, 
including fl ying objects 
with ease using the Rig 
Removal tool

Adjust timing live on 
set, copy and paste 
frames with our unique 
thumbnail Editor tool

As used by Aardman 

Animations:

• Wallace and Gromit 

• Pirates (feature fi lm)

• Shaun the Sheep

• Timmy

Free trial - prices from $70 (USD) - upgrades - tutorials and more at: 
wwww.stopmotionpro.com

A complete stop motion solution in one package...
Stop Motion Pro does a lot more than capture frames from a camera to a computer then play them
back in realtime.  For over 10 years we have been building a comprehensive toolset that gives students, 
teachers, independent and professional animators the power to make award winning fi lms.

Imagine the creative possiblities:

And more:
•Onionskinning and

looping options for
smoother movement

•Chroma key /
blue screen tool to
blend live action
and animation

•Studio workfl ow
integration
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Clay: Van Aken Brand

Armature: Wire Arma-
ture

Tie-downs: T-Pins

Made in a Mold

Filled with: Love

The GUMBY BreakDown
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                 Burman Industries Acquires GM Foam
 Gil Mosko, the make-up artist who developed and managed GM Foam for the last two decades, has sold the 
company to special make-up effects company Burman Industries and its parent company, Naimie’s Beauty Center, Inc. 
   Beginning Nov. 1, 2009, Burman Industries began selling GM Foam products, which will still be manufactured 
according to Mosko’s quality control guidelines and will retain the brand name GM Foam. Mosko will work with Bur-
man Industries to consult, ensure quality control and research and develop new products.  
    Foam latex was developed in Hollywood 65 years ago by George Bau, who worked for a rubber company. After 
collaborating with studio make-up artists including Perc Westmore and Charlie Schram, Bau introduced, developed and 
supplied the foam-latex system to Hollywood for about 30 years. Prior to his death in 1974, Bau transferred his knowl-
edge and formulas to Schram, who continued improving foam latex and supplying the industry under the brand name 
Windsor Hills Foam Latex.     
   In 1984, Schram sold the foam-latex formulas to 
Tom and Sandy Burman. They, in turn, hired Gil Mosko, 
who had a background in chemistry and special make-up 
effects, to manage the production and improve the for-
mulation for Burman Industries. In 1987, Mosko reached 
an agreement with Sandy Burman to produce his own 
foam-latex system under the name GM Foam. Mosko 
worked to simplify the process of running foam latex. 
    GM Foam is used for prosthetic appliances, 
animatronics creature skins, costuming and stop-motion 
animation figures. The acquisition of GM Foam will 
help Burman Industries to provide superior Foam Latex 
System in addition to all the sculpting, mold-making and 
other casting materials to its customers. For more infor-
mation, go to www.naimies.com, www.burmanindus-
tries.com or www.gmfoam.com.
           
 — Samuel Bekerian 
      

1-Gallon Foam Kit 
1-Gallon Latex Base, 2-pounds 
Foaming Agent, 1-pound Curing 
Agent, 1-pound Gelling Agent, 
4-ounces Mold Release,  
Instructions. Contains 24-batches 
of foam (150 gms each). Enough 
foam for 8-average full over head 
masks, or more than 20-full face 
appliances. Enough for more than 
a hundred small pieces.

  

5-Gallon Foam Kit 
35-pounds Latex Base, 8-pounds 
Foaming Agent, 4-pounds Curing 
Agent, 4-pounds Gelling Agent, 
1-pound Mold Release, Instruc-
tions. Contains approximately 
105-batches of foam (150 gms 
each). Enough foam for more than 
30-full over head masks of medium 
thickness.

NEWS NEWS



GORDON RAMSAY SIGNS PRIME TIME ANIMATION DEAL 
WITH CUPPA COFFEE STUDIOS

Gordon Ramsay has signed a prime time animation deal with Cuppa 
Coffee Studios, the recently Gemini-nominated Toronto-based anima-
tion house whose credits include Nick at Nite’s Glenn Martin DDS, a 
major new stop-motion comedy series developed by Michael Eisner and 
Eric Fogel, a second season of Rick & Steve for MTV sister-channel 
LOGO, A Miser Brothers Christmas for Warner Bros and ABC Family, 
two new seasons of Celebrity Deathmatch for MTV and Starveillance 
for E! Networks.

While details are still under wraps, Gordon Ramsay, At Your Service promises to deliver a unique take on Ramsay’s 
larger than life personality with an animated action-comedy spin that will not only appeal to Ramsay’s existing fan 
base, but will also reach out to new audiences.

While the idea of a professional chef, restaurant mogul and TV personality starring in an action-comedy stop-motion 
series may seem like an odd pairing to some, for Cuppa Coffee President and Executive Producer Adam Shaheen, it’s 
a recipe for success. “Gordon Ramsay has established himself as a true international brand. We’re taking the essence 
of who he is and having a bit of fun with it. Never before have we encountered this type of excitement from broadcast-
ers.” Shaheen, who will be meeting with international broadcasters at Mipcom in October, expects to make a major 
announcement once details have been finalized.

About Cuppa Coffee Studios
Under the helm of President and Executive Producer Adam Shaheen, Cuppa Coffee Studios is committed to creating 
original and innovative animation and design. With over sixteen years of steady growth, the Toronto-based company 
has grown to become the largest stop motion studio in the world. Cuppa Coffee has garnered over 150 international 
awards and undertakes a wide range of animation projects, predominately focusing on stop motion with extensive 
experience in CG Maya and 2D styles.  www.cuppacoffee.com



Over 1300 attendees of all ages attended the Inaugural of the Savannah International Animation Festival in lovely 
Savannah, Georgia on February 5th & 6th at the Georgia Coastal Center on Fahm Street.  The two day festival featured 

not only the juried animation films from all around the world; but workshops and panels on such diverse subjects as 
computer animation, traditional animation, storytelling, stop motion animation and how to get into the business in the 

first place.  Hal and Nancy Miles showcased some of their various historical pieces of traditional animation art, puppets 
and film props. 

After 2 days, 8 workshops and panels, and screening 64 animation selections from 15 countries, along with the full 
length feature film Delgo; the attendees finally got to see the “Best of the Fest” Winners! 

The prize given for each category, audience, and best in show winner in the Savannah International Animation Festival 
2010 is the custom made “Reynaud” trophy, which is named in honor of the Praxinoscope's French

Inventor Charles Emile Reynaud. 

Before they were announced, Director Hal Miles announced a special award. Alex Loayza was presented with a “Gold-
en Lifetime Pass” for being the first person to purchase a pass to the animation festival at our box office! 

AND THE WINNERS ARE....

BEST IN SHOW - “HEART STRINGS” Director: Rhiannon Evans, Wales, United Kingdom

AUDIENCE CHOICE AWARD - “GERALDS LAST DAY” Director: Justin Rasch, Shel Rasch, USA

STOP MOTION ANIMATION - “SUPERBATTLE EPISODE 1” Director: Ethan Marak, USA

TRADITIONAL ANIMATION - “LIZARD” Director: John Skibinski Australia

- continued on next page



COMPUTER ANIMATION - “ALMA” Director: Rodrigo Blaas Spain/USA

EXPERIMENTAL ANIMATION - “INSURGENCY OF AMBITION”   Director: Anya Belkina, USA

WEB ANIMATION - “TOMBOY” Director: Barb Taylor, Canada

GAMING ANIMATION - “GALAXY GULP” Director: Ross Scott, USA 

VISUAL EFFECTS - “SPACE” Director: Jordan Rempel, USA

STUDENT ANIMATION - “HEART STRINGS” Director: Rhiannon Evans Wales, United Kingdom

The Savannah International Animation Festival 2010 officially wrapped up on Saturday February 6th, 2010 with an 
evening Champagne Reception at The CupCake Emporium on East State Street in Savannah, Georgia 

For more more information on the festival visit its website www.savannahinternationalanimationfestival.com

P.O. Box 30535 • Savannah, Ga. 31410 • Tel: (912) 414-3863
Web: www.savannahinternationalanimationfestival.com

Email: info@savannahinternationalanimationfestival.com  



A Town Called Panic: Movie Review
By John Ikuma

In the December 2009 Issue of SMM we mentioned that Zeitgeist Films had released “A Town Called Panic” to theaters. 
From knowing the television show and reading about the film I had great expectations before even seeing the film. Let me 
tell you it far surpassed ever expectation. The replacement technique of animation had been executed so well that in many 
scenes I was on the edge of my seat screaming for more. Each scene was like a well choreographed dance of movement 
and color. The characters were extremely expressive for not having any mouth shapes animated and their over exaggerated 
personalities kept me locked into the film. Forget that the movie was in French and that you had to read subtitles, because 
it didn’t matter. The story was fun and engaging and easy enough for my 2 children under the age of 10 to understand and 
be entertained. By far this is one of the funniest films of 2009. There are very few films that can make a whole family cry 
with laughter and this is definitely one of them. If you missed it in theaters don’t worry. Zeitgeist plans on releasing the 
film on DVD in 2010. 



Kudlian Software’s newest stop frame animation package, ProAnimate is now available
 from Apple.

Building on the success of the award-winning I Can Animate, which has been available
from Apple online since December 2008, animation enthusiasts can now buy 
Kudlian Software’s ProAnimate and take 3D stop frame animation to the next level.

Kudlian Software is one of the UK’s longest established, independent publishers of quality animation and educational 
software. ProAnimate provides state of the art features and tools to allow users to produce stunning movies with ease. 

James Betts, Managing Director of Kudlian Software comments: “Kudlian Software strives to produce quality products 
that are easy to use, effective and provide great value for money to meet customer’s highest expectations.” 

”We are delighted that Apple have endorsed the excellence of our products through this partnership which means that 
even more customers across the UK can experience and purchase ProAnimate through Apple stores or online.” 

Midlands based, Kudlian Software remain one of the most highly respected education software houses in the UK. With 
particular expertise in digital video, in recent years Kudlian Software have expanded their product range to develop 
animation solutions for the professional filmmaking market.

ProAnimate can be tested on a 14 day free trial which is available at www.proanimate.net. 

Kudlian Software announces 
UK retail deal with Apple

SOFTWARE NEWS



By John Ikuma

In mankinds history there are moments in time that standout far be-
yond any other time. The invention of fire, the wheel, the invention of 
flight, all the revolutionary art movements, and the birth of film, are 
all such moments in time that will be looked back upon with pride in 
the eyes of many. The birth of Gumby and the life of his creator will 
most likely be one of the most crowning moments in Animation and 
Film history.  The very kind and generous being who started a move-
ment that has influence so many and has kick started the careers of 
animation legends is none other then the Grand Father of Clay Anima-
tion, Art Clokey. 

Art was born Arthur Farrington in Detroit, October 1921. When Art 
was a very young boy he used to play in the mud of his grandfathers 
farm. The adults at the time used to refer to the mud as Gumbo and 
would often reference it when talking about their trucks being stuck 
in the mud. Art’s parents divorced when he was a child and his fa-
ther died shortly after in a tragic car accident. He moved to Southern 
California to live with his mother who had remarried a policeman. 
Arts new stepfather didn’t want Arthur around and so his mother was 
forced to place him into a home for boys. 

At age 11 Art was adopted by a Dr. Joseph W. Clokey.  His new father was a renaissance man who wrote over 200 pieces 
of secular and sacred classical music.  He took Art painting in the deserts of Mexico, exploring and filming all over the 
American West, and even venturing as far as the Arctic Circle. 

A Brief History of Art Clokey
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After serving in photo reconnaissance during WWII Art attended the 
Harford Seminary and was studying to become an Episcopal Priest. This 
is when he met his first wife Ruth. They both decided to leave college and 
move to California. He wanted to make religious films and become an 
expert in religious filmmaking. While attending night school at USC he 
was under the training of Slavko Vorkapich. At the time Art created a short 
film called “Gumbasia” using Vorkapich’s principles of filmmaking and 
animating plasticine clay. 

Sam Engel, whom at the time was a Producer at 20th Century Fox saw the 
film and told Art that it was the most amazing thing he had ever seen. Sam 
asked Art to create a children’s show using the same method. So Art and 
his Wife created Gumby. The little green character was first seen on the 
very popular show “Howdy Doody”.

Soon after Gumby had his own television series on NBC. Clokey Films 
produced twenty 12 minute shows in 1956-57 and then later edited them 
into forty four 6 minute episodes. 

In 1959 the Lutheran Church approached Art Clokey to make a chil-
dren’s show. They loved the look and feel of Gumby and wanted some-
thing similar. Art and his wife Ruth collaborated with the church and 
produced the “Davey and Goliath” series. This new television series 
would be in production from 1961 to 1975, Clokey Productions would 
make a total of 65 fifteen minute episodes and 6 half hour specials dur-
ing this time. Also, 85 six minute Gumby Adventures episodes were 
made in the 60’s.

Art and Ruth divorced in 1966. Ruth took on the task of running the 
studio by herself and Art explored more of his artistic and spiritual 
side. He still had an influence at Clokey Productions but most of the 
scripts for the new productions were not written by Art.   
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In the 70’s Art married his new wife Gloria. Art created a new clay 
animated short film titled “Mandala”. The film was produced in Art and 
Gloria’s basement and used the help of Art’s daughter Ann Clokey, his 
step daughter Holly Harman, and his son Joe Clokey. During the time of 
the production his daughter Ann passed away and this event most likely 
shaped the message in the final edit of the film. 

Art and Gloria went on to create a toy by the name of “Moody Rudy”. 
They invested a lot of money and didn’t see much return in their efforts. 
Down on their luck and with their finances thinned they decided to go to 
India to meet the famed Holy Man Sathya Sai Baba. Art took with him a 
miniature Gumby toy and Sai Baba blessed Gumby. Art attributed this in 
an interview in the Film “Gumby Dharma” as a turning point.

Once back in the United States the world seemed to notice the little green ball of clay in a cult like fashion. Art and Gloria 
traveled to Colleges and Movie theaters giving Gumby shows and selling out performances. Little Gumby action figures 
and stickers started to appear everywhere and even Eddie Murphy parodied Gumby on the TV show Saturday Night Live. 
Gumby was back!!!

From 1987 to 1988 the New Adventures of Gumby were made at Arts new studio Premavision. The name Premavision is 
derived from the Sanscrit word Prema which means “Universal Love”. This really reflected Arts philosophy of life and 
all his artistic works.  The “New Gumby Adventures” would consist of 99 new episodes and be syndicated all around the 
world. It would air on Nickelodeon for three years and was one of its Top Rated shows. After the production of the televi-
sion series, Art set out to make and release in the 90’s the “Gumby Movie” which has been seen and loved by millions of 
fans. 

In 2004 Art’s son Joe produced the movie “Davey and Goliath’s Snowboard Christmas”.  Every day, Joe would go over the 
production with his dad and show him the progress. This would be Art Clokey’s last film. This film was very successful in 
the eyes of his fans and is now officially a classic in the Stop Motion world. 
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Time it seemed had caught up with Art and he turned over the 
studio and the production to his son Joe Clokey. With all great 
things that burn bright, at sometime they must dim and fade 
away. The world lost Art Clokey January 8th 2010. He passed 
away in his sleep at the age of 88.  But in truth Art Clokey’s 
influence, love, and imagination shines brighter with each 
generation that discovers his work. His generosity in giving 
beginning animators their first jobs in the industry has pro-
duced some of the best and most recognized professionals in 
the business. What makes him truly great is that he shall never 
be forgotten due to this little green character that has one of 
the biggest hearts in the world. We will miss you Art but you 
will never be forgotten.
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SMM: How did you get involved with creating the Gumby series with Art Clokey?

Al: You know it was kind of interesting. Our wives taught at a Lutheran Parochial School. Art and I got acquainted 
there. While he was doing studies on Gestalt films and stuff I would do some 2 dimensional things for him to do stop 
motion with. Just flat sketches and pictures. Then later he asked if I wanted to join him in the Gumby thing. It was 
pretty easy because Art knew what he was doing on this and I was just doing everything else. I was working and doing 
tool design and graphics. So I would do graphics for Art and I would start doing sets and story boards. But mostly Art 
would tell me what he needed and I would just do it. 

It turns out he had to get his own equipment. So first I designed a camera boom for him. We had to learn pretty fast. 
We’d make agreements that we were going to do this stuff and then wonder how we were going to get it done. 

Interview with

Alfonso Eggleston
and the 

Beginning
of 

Clay Animation
History
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Then my wife wrote one of the stories and I wrote another story and I did story boards for both. Then we’d get an ap-
proval from NBC. Art was the one responsible for deciding what was the final thing we did. He’d ask “Can you figure 
out a quick way to make mass numbers of Gumby’s”. So I made a little form to roll them out. We did them at that time 
out of green plastilin clay. So I would roll him out on a form and use a cheese slicer to go around the form for Gumby, 
put the eyes on and the arms. He asked me one time to make a dog or partner for Gumby. So I went in and made him 
a small dog. That was kind of too hard to manipulate, so I made a big dog. He didn’t have a lot of character so I put a 
mane and tail on him and said “How would you like a horse instead?” and he thought it was great.

We were just damn lucky frankly and Art was responsible for everything. We got a chance to do things because Art 
would approve everything before we got it done. He hired a lot of people to work for him that were in the cinematogra-
phy classes at USC.

SMM: I heard you were in the theater where Art had shown Gumbasia to Sam Engel.

Al: You know we were working with one of the big mo-
tion picture people. Art had also taught at a small private 
school and he was teaching the sons and daughters of 
some of the big moguls in the film industry. This one guy 
told him when he saw Gumbasia “If you could make a 
character around this then I think you have something 
sellable”. At the time I was still thinking I would be an 
Industrial Designer. 

SMM: Was it the beginning of your career?

Al:  I started out thinking “Well I’m going to design 
airplanes, shoes, homes, and desks” and all kinds of stuff. 
But in the meantime I had to earn a living. So I was do-
ing the Gumby thing and very happy to do it. It got to be 
more and more important. Copyright Premavision 2010 / All Rights Reserved



The program director of the Howdy Doody show used Gumby to warm up the audience and when they needed to cut 
back on funding we got a short break. When that happened I went off into other things for awhile. 

Every once and awhile this sort of thing would happen. They threatened it almost on a six month basis. We’d sign a 
contract and the contract would be just for that time. We didn’t have a lot of funds so we were set to honor what the 
contract was. We knew that if things got really tight that somebody would get cut to take up the slack. We didn’t for a 
long time. 

Art managed the whole thing and we just had fun. We were all very young at that time. 

SMM: How old were you then?

AL: We’ll Art and I were the oldest ones there. I think I was about 31 at that time. We were actually doing the films by 
1955. 

SMM: That was an amazing era.

Al: It really was. After the Second World War America just 
blossomed all over the place. Lawyers, engineers, and doc-
tors were being made because of the GI Bill. It was kind of 
a wonderful time. The Marshall Plan was set up to arrange 
what would happen to all those soldiers coming home. 
They turned all the factories that had been making tanks 
and airplanes into car and appliance factories. So a lot of 
people were employed. Then freeways were made to build 
houses for them. 

SMM: What was it like building props and puppets on the 
show?
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AL: You know I’d have to make 300 Gumbys and 300 Pokeys at the beginning of every 7 minute segment. We could 
do that very easily with plastic injected molding. You’d go through them real fast under those lights. It was just one of 
those things where Art had me solving all these problems. He’d say make me a prehistoric Leg for a Brontosaurus and I 
did. 

In some cases I would make Gumby with an armature inside of him with pushpins in his feet. Then we made large ones 
for close up sections and for doing things up close. The plastalin clay when we were using it was in great shape. We 
would role it out, form it, press it down, and cut it with a cheese slicer. I’d make two halves and put a solder armature 
inside in most cases so we could bend the arms and have them stay. We just had to design things as we needed them. 

SMM: What kind of guy was Art Clokey/

Al: Art was a unique individual. He was on schedule to be an Episcopal priest and he was with a group in Algiers. Kind 
of like a secret service kind of thing. Like all the rest of us, we moved around and found our niche. Art was always very 
studious, intelligent, and a nice guy.  

Copyright Premavision 2010 / All Rights Reserved
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Art Clokey Making A Set





SMM: How was it growing up with Gumby? 

Joe Clokey: It was wonderful in a lot of ways. The memories I have are of the 1960s Gumby studio and that studio was 
there from 1961 when I was born, all the way through the late 70’s. and my mom and dad had the studio there together 
from ‘61 to ‘66 and then my dad divorced my mom, my mom kept the studio going until the late 70’s. She produced an-
other 52 Gumby episodes after he left. And when that ended in 1968 she did another whole series of Davey and Goliath 
episodes all the way through the early 70s. So my memories of the studio are really with my mom and my dad there. 
They had this great conference room with these cool pictures up, and I remember Pete Kleinow who was an anima-
tor for them for ten years, he was like the right hand man for my mom and dad. And Ray Peck was also the right hand 
man to my mom and dad. They were the first two people they hired in the early 60’s when they started the new studio. 
So the memories I have are also olfactory in the sense that I remember the smell of Clay and that’s very stop motion. 
That’s why stop motion is very visceral to me. 

Joe Clokey
Head of Premavision

talks about 
Growing-up with 

GUMBY
&

the Legacy of
Art Clokey



I remember the smell of clay and the smell of film and the smell of all the molds and the work being done in the art 
room and I have very clear memories of where they made the clay molds and where they poured the hot clay in there 
and made the different art work. I have great memories of the set building room where they had all the tools. In those 
days and with stop motion today it’s all about real wood, real props, real sets. Everything’s real, real clay in the light 
hitting the sets and the cameras captured that. And there is something about it that even as a young boy it captured my 
imagination.

SMM:  Was Gumby like a part of the family?

Joe Clokey: Well Gumby is my brother. Because my mom and my dad created Gumby in 1955 and that was the year 
they created my sister. Then in  ‘61 they created Davey and Goliath and they created me. So I guess Davey and Goliath 
are my brother and dog. But Gumby I always considered like a brother because he was created by my parents and my 
parents created me. So that’s kind of what I say, and it feels that way you know? My parents had a lot of love for their 
characters. My mom and dad really cared about children in general and what would be good for them. The Adventures 
of Gumby was something very powerful. Not only was clay animation stop motion, but it was adventures that were 
creative, artistic, and fun, but also had a good moral compass to them.  They weren’t preachy, but there was always a 
purpose to their action. Sometimes very serendipitous sometimes very wild because it was all my dad’s creativity, he 
had freedom of creativity and his imagination ran wild. 
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I think that it especially showed up in the 1950s.  In the 50’s episodes it was just a pure expression of love for children 
and art. It’s that kinesthetic action and motion that my dad was so into when he was going to USC. So I think that that’s 
really what made Gumby what it is. Something that’s been through five generations.  What’s made Gumby stand the 
test of time is the free expression of Art which is through the art form of clay animation / stop motion animation, the 
free expression of storytelling which is my dad’s imagination, and then the kinesthetic action and adventure that he 
learned under Slavko Vorkapich who was his mentor at USC. He taught kinesthetic principles which is all about moving 
the camera, moving the action, and editing in such a way that excites the eye cells and creates that action. That’s what 
makes Gumby really special. 

SMM: What does Gumby symbolize for you?

Joe Clokey: Gumby is an expression of love from my mom and dad to the children of our country and the world. They 
wanted something good for kids. Unlike today where they segment the market into 3 to 7 year olds, teens and preteens, 
and shock humor and all that, Gumby was for all children including the children in all of us adults. So it’s an expression 
of love for all of us really. What Gumby represents is that innocent adventure. He explores toy land, he explores differ-
ent worlds that you get to through toy land. Whether it be the old west or some futuristic place on some planet, or some 
history book with George Washington, or whatever it may be. Gumby doesn’t just explore the world through books.
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Ruth Clokey

He adventures into an oven and learns how to bake bread and has this wild adventure with this piece of dough that 
grows big and all the pastries try to eat Gumby and Pokey. It’s some wild creativity. They go to the old Hopi Indian 
lands and learn about that culture in the 1950’s series. The 50’s series has everything you ever wanted in adventure. 
Everything that’s all about Gumby is there. The action, the adventure, the kinesthetic appeal. So what Gumby repre-
sents to me is amazing adventure that is bathed in art. What’s interesting is that visceral feel of clay and of the physical 
sets, the puffs of smoke are actually cotton balls, or the fire they use are scratches on the film. It’s very physical. When 
you look at the episodes I’ve been remastering you’ll say “Wow! There’s so much more here.” If you go through the 
original film, which I did, you see more of the sets you see more of the magic of stop motion and it really came to light. 
It didn’t make it look worse, it made it look better. 

SMM: Growing up around Gumby, was there clay all over the place?

Joe Clokey: My first memories are playing with plasticine. I remember my dad always bringing home plastic wrapped 
plasticine clay. It came in a certain way that looked like stage curtains. In the episode “Ricochet Pete” from 1962; when 
the curtains come down, I recognized right away that those curtains were clay. Yeah, we used to play with clay a lot 
when I was a kid because he’d bring home clay for me to play with. The toys of toyland, I recognized those as my toys. 
They’d raid my toy boxes. I always made the joke when I was a kid that all my toys ended up at the studio and I didn’t 
have any toys at home. But it was probably the other way around. They probably brought me toys from the studio.

Copyright Premavision 2010 / All Rights ReservedCopyright Premavision 2010 / All Rights Reserved
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SMM: Do you have any fond memories of the studio?

Joe Clokey: I went to the studio a lot when I was a kid. I’d always go check out the art room where they were making 
clay molds. The entrance before you got to where all the animators were, there were all the table saws and all the jig 
saws where they made sets. Then you go into the animator area. There were like 10 or 15 animation setups. When I 
was really young it was Gumby being animated and later it was Davey and Goliath. I remember being fascinated by the 
dollies they had set up on each station. They were cool mechanical devices. It was fascinating seeing the animators at 
work and seeing the sets lit and setup. It was a beautiful thing. I remember Pete Kleinow and Ray Peck. Pete was amaz-
ing, he was there from the early 60’s to the early 70’s.  He wrote a lot of the episodes after my dad had left. He came 
up with the character Nopey. He would do a half hour Davey and Goliath stop motion movie by himself. He would 
average 20 seconds a day. He just was a fast animator. This was before the days of Lunch Boxes (frame grabbers) and 
video feedback. He’d just do it. If you look at some of those half hour specials in the early 70’s and late 60’s that Pete 
did they were well done. He built the sets, and built the props and just do it all by himself. I think they had some puppet 
people in the back room. Rick Baker the monster effects artist was one of them. He was an 18 year old puppet maker 
for them in 1970-71. If you look at the Davey and Goliath puppets their quality increased tenfold when Rick Baker 
came on.  I don’t know if it’s because of Rick, there were other people doing it too, Alan Cook and some other people. 
The puppets were more finely tuned then. 
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Pokey Walk Cycle

Joe Clokey: They were ball-n-socket armatures. If you talk to Alan Cook and some of the other people from the day, the 
Clokey Studios were famous for doing the first quality Ball-n-socket armatures, and they were the Davey and Goliath ar-
matures. They used those puppets from the early 60’s episodes of Davey and Goliath for bit characters in Gumby. In the 
60’s you had a lot of the town in Gumby being Davey extra’s. You see in the “Witty Witch” episodes, in the crowd you’d 
see Davey’s dad. In “Ricochet Pete” you can see Davey in that episode three or four times. 

SMM: Do you think Gumby had an influence on people like Will Vinton (U.S.) and Nick Park (U.K.)?

Joe Clokey: I remember asking my dad back in the 80’s, “who do you think is the best clay animator out there?” and he 
said “Nick Park”.  That was in the 80’s before Nick was huge. He was impressed with what Nick was doing with those 
first Wallace and Grommit cartoons. Nick’s work shows such a love of clay animation, so he must have been touched 
by dads early work.  Will Vinton was of course influenced by my dad because my dad was the only one doing it. Will 
Vinton built up that whole studio and really went after the clay animation thing and copyrighted the term “Claymation”. 
A lot of clay animators have been trained at the Vinton Studios. 

SMM: Do you know what ever happened to 
those original puppets?

Joe Clokey: Alan Cook has a place down near 
Pasadena. He’s become one of the world fin-
est puppet collectors. He worked at the Gumby 
Studios for a while and I think he went Dump-
ster Diving at the Clokey Studios when my mom 
was throwing stuff out. He got boxes of heads 
and original things. 

SMM: Was Davey and Goliath clay or was it a 
mix between latex and a wire armature? 
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There were two places in America where all the stop 
motion people were trained. It was first at the Clokey 
Studios in the 50’s, 60’s and 70’s. Then at the Vinton 
studios in the 70’s and 80’s, then my dad again had 
another 20 animators trained in Sausalito and countless 
set builders and puppet makers in the late 80’s and early 
90’s. It’s fun to see where they all go. The guys that 
worked as young men and women on the late 80’s series 
went on to fill the ranks of Pixar and Wetta. Also, the 10 
animators who animated “Nightmare Before Christmas” 
all came straight over from the Gumby Studios. They 
had their chops up. They just finished 100 episodes of  
clay animation, Henry Selick picked them up for Tim 
Burton’s film and I think my dad took a lot of pride in 
Nightmare Before Christmas because that was his crew 
that animated it. That movie was exquisite stop motion.  
There were two reasons for this, one the animators had 
their chops up when they started, two that was the first 
stop motion movie where they could look back at the 
previous frame when they animated. Also, they had a 
big budget so they were able to average 2 seconds a day 
compared to 8 or 10 seconds a day on most stop motion 
projects.

SMM: Was there any kind of Boot Camp training before 
an animator worked on Gumby?

Joe Clokey: Dad looked at their reels and put ads out for 
Stop Motion Animators in the weirdest places. But he’d 
get for instance Tim Hittle. Copyright Premavision 2010 / All Rights Reserved
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Tim was a fry cook in Indiana and my dad put out an ad and Tim answered it, he sent in his reel. He had done some 
homemade clay animation thing and my dad saw talent in it. But Tim didn’t have a stop motion resume. So thank god 
my dads not traditional because he just looks for talent. He uses his eye for art to pick people. It wasn’t bad to get a fry 
cook because Tim Hittle turned out to be one of the best clay animators that ever lived. He was nominated for an Acad-
emy Award for his short film after the Gumby series (Can Head). He moved onto Pixar. 

Stephen Buckley, he was a great guy. He was a young guy like me in the 80’s. He loved working for my dad. He’d be 
cracking jokes and working away on his animation, calling my dad the Clokster, keeping everything light and fun. He 
became best friends with my dad. He worked on the 80’s series and the 90’s movie. He went on to be the lead animator 
on the “Lord of the Rings Triliogy” he was also the lead animator on “King Kong” with Peter Jackson. 

Then there’s Anthony Scott who has stopmotionanimation.com. I believe his first job was at ILM to try and get his 
foot in the door (editors note: Anthony was making monster makeup for films never released at ILM), and he looked in 
the classified ads and there’s an ad for a clay animator at my dad’s studio. He grew up on Gumby and my dad saw his 
talent. Anthony had been animating since he was 11 and he was a wonder kid. He just hadn’t gotten his first job yet. It 
turned out that Anthony had talent coming out of his ears, he is an amazing animator. Just look at the animation coming 
out of the 80’s series, his work is great. There were many great animators then, Angie Glocka, and Owen Klatte, Ste-
phen Wathen. Erick Leighton (most of the crews number one pick for talent), Dan Mason, Kurt Hanson, David Blei-
man, Karen Kiser, Mike Belzer, Tom Gasek, Richard Zimmerman. Those are great animators and they were all Gumby 
animators. Some of them came with skills and backgrounds and some of them like Anthony or Tim never had a job 
before in the business. They just had talent. Anthony went on to be the Animation Supervisor for “Corpse Bride”, and 
the Animation Director for “Coraline”.

Also, Harry Walton and Pete Kleinow who worked on the 60’s Gumby along with Davey and Goliath went on to work 
on “Land of the Lost” in the 70’s. They also worked on “Empire Strikes Back”, which is what George Lucas refers to 
as his stop-motion movie. The first three “Star Wars” movies that were made, episodes 4, 5, and 6 were heavily laden 
with stop motion. In fact the cool thing about Star Wars when the movie came out was the ships and how they looked. 
That was all motion control technology using stop motion and it was powerful. It’s still powerful when you use motion 
control. So the Gumby alumni are in Star Wars, Toy Story, Lord of the Rings, plus most of the Stop Motion movies be-
ing made today.
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SMM: What was the original format that Gumby was shot on?

Joe Clokey: 16mm Film. It’s amazing how good it looks. When I went back to the original camera rolls and remastered 
it, I didn’t have to do any special work for the remastering. The Kodachrome film held up and I just transferred it to HD 
and it looked fantastic. Then we down converted it to Digi-Beta for the release now, and in the future when everything 
is in HD we’ll have it available to release that way. In the 80’s series we shot everything on 35mm film, and in the 90’s 
movie we shot it on 35mm with Mitchell Cameras. In the mid 2000’s we switched from Mitchell cameras to the digital 
still cameras. We did a Davey and Goliath movie in 2003 using the Mitchell cameras. It aired from 2004 to 2006 on the 
Hallmark channel. Our next movie will be digital still camera’s and most likely in 3D.



SMM: What years did you work on Gumby?

Stephen: I was one of the animators. I worked on the series from 1987 to ‘89 and then on the first Gumby movie in the 
early 90’s after that. 

SMM: How did you get started at Premavision?

Stephen: A couple of friends of mine started working on the series and they both kept trying to talk me into going up to 
work on it. I kept saying “I don’t want to work on Gumby”. So I went up there one day to see them and they suggested 
that I take my demo reel along just in case. I ended up talking to Art while I was up there and one thing led to another. 
Then there I was animating. 

SMM: You worked on the whole series?  

Stephen: They did probably about half a dozen of the episodes before I started work there. 

Interview with

Stephen Wathen
Animating
the Little

Green Guy in the 80’s 
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SMM: Was there a difference working on Gumby compared to all the 
other film work you have done?

Stephen: It was probably the most fun I’ve ever had on any project I’ve 
ever worked on. Basically we got to spend our entire work day playing 
with toys and we got paid for it. 

SMM: What was it like working on Gumby?

Stephen: The way Art ran the show was to have a couple of more 
veteran experienced animators, Pete Kleinow, Harry Walton, and then 
myself in key positions. He then filled in the rest with kids straight out 
of film school so they sort of get the experience of working with us. It 
was a very great collaboration in that respect because we got all this 
invention out of the younger animators and they got the experience out 
of us veterans. The nitch that I kind of settled into after awhile was do-
ing all the thinking outside the box sort of shots. Anything that nobody 
else could figure out how to do got dumped into my lap. I was the one 
who was always filming things backward or turning the camera upside 
down and sideways. There was one scene where they couldn’t figure 
out how to get the camera close enough to a model road set that they 
built to do a point of view shot going down the road. So I got out some 
foam core, a couple of mirrors and a hot glue gun and put together a 
periscope to put in front of the camera. There were a lot of things like 
that. I was always melting clay and stuff. There was a part in Yellow 
Stone Park I did where they had to do bubbling mud pits. So I did all of 
that with balls of clay and then kept melting it. The set got very hot in 
the process. And then I was always doing multiple exposure passes and 
things like that. 
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SMM: What got you into doing Visual Effects?

Stephen: Like most effects artists of my generation I first got interested 
in it when I first saw King Kong during its 1956 re-release when I was 
7 years old. So that started a life long love affair with dinosaurs and 
monsters in general. Unlike most kids that grow out of it I started getting 
interested in how they did that. When I was growing up there were no 
films schools that taught how to do special effects. The only way to learn 
it was by doing it. I started experimenting with my parents 8mm movie 
camera and started making my own short films. Then with one longer 
epic is where I really taught myself how to do special effects. While I 
was in high school I took it upon myself to film a feature length sequel 
to “War of the Worlds” in 8mm. It took me about 6 years to make it and 
by the time I finished it I pretty much knew how to do special effects. 

SMM: You guys used 35mm Mitchells on Gumby, right?

Stephen: For the most part. There was actually one scene that we had to 
do where a wind storm gets loose in toy land. So we were blowing toys 
around and stuff. This was another one that fell to me. We actually shot 
the wind storm in live action so that we could do some slow motion. 
I have an old Bell and Howe Air force Camera which is a very small 
35mm camera, but can do slow motion. We actually mounted that cam-
era to the set and mounted the lights to it with all the toys and stuff set 
on the shelves. Then we tipped the entire thing up on its side so every-
thing fell off while filming in slow motion. 

Also, One day a group of people from the Atomic Energy Commission 
showed up at the studio.
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. It seemed that some cameras used to film atomic bomb tests 
were mistakenly auctioned off and they were trying to find 
them because they were radioactive. So they tested all of our 
cameras but we were clean. I wonder if they ever found them. 

SMM: What kind of experience did you gain from working 
on Gumby?

Stephen: We all learned from each other so much. That was 
one thing that was really great about the series was that it was 
such a collaborative effect. We were all continuing to inspire 
each other. Every time someone would do a cool shot then 
we’d look at it in the dailies and go “Alright how did you do 
that?” 

SMM: How did you get the puppets to stand?

Stephen: We had Celotex Boards for most of the floors and 
then we would just pin them onto it. Every once and awhile 
we might do something more elaborate where we had a more 
sophisticated puppet that we’d have to screw through from 
the bottom. But most of the time we were just pinning the 
clay down. 

SMM: Did that allow you to animate pretty fast?

Stephen: Yeah, Arts directive was that every animator had to 
try to produce approximately 10 seconds of animation a day. 
Which in the world of animation is really moving. But since 
we were a low budget TV show we would let a lot of stuff go 
we would not be happy with in a feature film production. We 
didn’t really do that many retakes. 



SMM: How did you get started as an animator at Clokey Productions in the 60’s?

Harry: I was living in Covina California and I found out where they were located. I 
called and made an appointment and took some of my home movies there. I showed 
them to Ruth Clokey who was Arts wife at the time. They liked them and called me up 
one day and told me to come to work. 

SMM: What was the studio like?

Harry: When I got there Doug Bezwick was already there working and Pete Kleinow was there. So that was when I 
first met them. The atmosphere was very relaxed. It was a low budget place like you might expect. It was a great place 
for a beginner like myself and others to learn the art of animation and everything else that went with it. We had a lot of 
fun working there. They did everything there. They had editorial person who would edit their movies, and we had the 
stage and props, a prop room. There was a shop where we built things and the art department where we built the props 
and characters. We pretty much did the whole process there except for sound recording which Ruth and Ray Peck went 
into Hollywood for the recording sessions. When they did go to the recording sessions we goofed off a lot. We’d get the 
darts out and throw them at water balloons and each other. We’d drag the hose out and squirt each other on the stage. 
We did all kinds of crazy stuff when we were young kids. 

SMM: What kind of Camera’s did you use back then? 

Harry: They were Kodak CineSpecial II 16mm cameras. 

Interview with 

Harry Walton
Clokey Productions Animator 60’s-70’s / Premavision Animator 80’s

Current Living Legend



SMM: How tall did Gumby stand when you animated him?

Harry: He was about 6 to 7 inches tall.

SMM: Did his height pose any problems when animating?

Harry: Yeah, you know I actually did not like animating Gumby 
and the clay characters because the clay is just so messy. It’s 
easy if you’re not careful to mess up the characters when you’re 
handling them. You can knick them and bend them out of 
shape. You end up getting your fingerprints in them and they’re 
very fragile and they get dirty really easy with all the handling. 
They even tend to soften up depending on the lighting condi-
tions. The were constantly replacing those clay Gumby char-
acters. I really prefer the foam rubber and metal ball in socket 
characters compared to clay characters.
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SMM: Did you have much interaction with Art?

Harry: Not when I first worked there in ‘68 and ‘69 because him and Ruth were divorced. So Ruth was running the 
studio and I don’t know what Art was doing at the time. But every so often he came in. It wasn’t until later when I went 
up to Marin County and worked at ILM/Phil Tippets Studio that Art opened up Premavision in Sausalito. So when I 
was finished working on something at ILM in 1988 I went up to work for Premavision on the Gumby Movie and some 
of the New Gumby TV series. So when I was doing that, Art was there all the time. I was working with Art daily on that 
stuff. I was there as the Animation Director for the New Gumby TV. series for awhile. 

SMM: What was it like working with Art?

Harry: It was great working with Art. He was easy to get along with. He was a very calm guy that was very talented. He 
always knew what he wanted and I got a lot of great direction from him. He was always interested in your opinions on 
shots. Yeah it was great working there. It was strange because that was my first job in ‘68 and then going up to work for 
these high end visual effects companies like ILM and Tippet Studios. Then 20 years later I told Art “I can’t believe 20 
years later I’m working for you (Art) on Gumby”. It was like a strange feeling like going back in time.

SMM: Did you work on Davey and Goliath as well?

Harry: Yeah, when I started early summer of ‘68 they were working 
on the last three Gumby shorts. So I got on to those and right when 
that finished we went into Davey and Goliath. 

SMM: Were the props and houses made from kits or was it all custom 
made?

Harry: Everything was hand built at the studio for the Davey and 
Goliath stuff. Back on Gumby a lot of the toys and stuff like the cars 
and things that Gumby would ride in. Some of that stuff was bought 
from the stores when they could get the right vehicle. If they couldn’t 
get one the right size they would build one at the studio. 

Caption: Back Right - Harry Walton / Center - Rick Baker
/ Bottom Right - Doug Beswick



SMM: What was your position at Premavision?

Ken: I was primarily the Art Director on the New 
Gumby Adventures.

SMM: Can you tell us how you got started working on 
Gumby.

Ken: I attended Art Center in the late 70’s early 80’s. 
I had a roommate named Kevin Mac who went on 
to win an Oscar for “What Dreams May Come”, an 
incredibly talented guy. There was also my oldest 
friend David Ichioka. The three of us made a short 
clay animation film. Back in the day when you made 
a film like that you would carry around a 16mm film 
reel with you. We didn’t have DVD players and you 
couldn’t play films on your computers back then. So 
we would take this film everywhere that we went. 

Interview with

Ken Pontac
Getting

Gumby’d in the 80’s



We were running some cartoons for a party we were throw-
ing and the women who ran the film rental place said “You 
do clay animation? You should meet Art Clokey. I distribute 
some of his fine art films.” She gave us his phone number 
and we called him up. I believe we visited him for the first 
time on his birthday. It was him and Gloria (Art’s wife) at 
there A-Frame in Topanga Canyon and one of the first things 
we did was ask “Why aren’t there more Gumby cartoons?” 
Art’s reply was “Well I’d love for there to be more Gumby’s 
but I just haven’t been able to sell the property”. I think he 
had just spent a bunch of money making a toy called Moody 
Rudy. The toy kind of didn’t go anywhere and put them in 
some financial straights. 

I asked him if he’d like to come speak at my college and he 
said “Sure!” At the time I was living in this crazy house we 
called the Gumby House from that moment on. It was three 
guys living in a two bedroom house. We proceeded to paint 
a big picture of Gumby on the front window and we where 
next to the most active record store in Pasadena at the time. 
People would walk by and start singing the Gumby Song. 
We cut the sponges in the house to look like Gumby; we had 
hundreds of clay Gumby’s actually growing off the walls. 
We just went Gumby nuts.

Art came to the school and gave his speech which was a big 
hit and that started our association with Art. 



SMM: Did you maintain that relationship over time?

Ken: Yeah, we said “there’s got to be more Gumby’s”. 
Art’s reply was “I would love to. Who do you know?” At 
that point we were out of school. David and I had been 
showing some of our short films at the Beverly Hills Li-
brary; it was like a local event for film makers. Basically it 
was myself, David, the Curator, and some guy off the street 
trying to keep warm. There was nobody there. The Curator 
said “That’s too bad but if you know of anybody else that 
might have some films.” I said “Yeah I know Art Clokey. 
He’s got some films; he’d probably love to show them”. So 
they invited Art to this thing and the place was Sold Out. 

There was a guy there from the LA Times Newspaper; he 
did an article about it. That article was read by a guy who 
owned the Landmark Theater chain. They did a second 
show at the library and the Landmark theater chain guy 
was there. He said to Art “Hey, how’d you like to do a 
Gumby show at my theater?” It was the Nuart in Santa 
Monica I think. Art did it and it was huge. I think Art was 
completely blown away at the crowd. There was a line out 
the door with people singing the song. And that really kind 
of got the ball rolling. A lot of people like to say “Yeah 
Eddie Murphy got the whole thing going”. But that chain 
of events really got things back on the map. Art ended up 
getting a deal with Lorimar to do the 52 episodes and we 
were off to the races. 



SMM: Can you describe your first day working on Gumby?

Ken: I remember popping out of bed like a piece of toast at 
probably 5 in the morning so exited to be there. David and I 
both had grown up in Southern California. When Art said to us 
“How would you guy’s like to move to the Bay Area to work 
on Gumby?” I don’t think I ever had the word “Yes” fly out of 
my mouth so quickly. David and I went up there and immedi-
ately had to fill an empty Concrete box with stuff to make films 
with. We had never done this before at this level. It got my 
career started really and David and I have done this multiple 
times with our own shows “Bump in the Night”, setting up 
thing for other stop motion projects. 

But this was the first time we ever did it. So David was the 
Line Producer and I was the Art Director, but we were out 
there buying desks and getting the electricity going and stuff.  
At the beginning it was just a bunch of us kids fumbling 
around trying to figure out how to do it. Which was one of the 
smartest things Art ever did. He liked to hire a lot of young 
people right out of school and let them kind of figure it out. 
The great thing about that is young people have tons of energy, 
they work for cheap, and they just make more of them all the 
time.

SMM: What was the environment like at Premavision?

Ken: What was interesting was that there were two studios. 
There were two separate facilities. If I was being chased by 
zombies, which is how I clock my top speed. I could run from 
one building to another in under a minute. There’s a street 
called Bridgeway which separates the two facilities. 



The one that was actually on Bridgeway was the one that 
David and I ran. That was an empty concrete box that we 
filled full of stuff. Believe me it was pretty laid back and 
hippie like and everything. But that was sort of the more 
right angular place. Across the street Art and Gloria had 
set up another shop in an old High School. The shooting 
stage was actually the Gym, the main office was in the 
library, and the art room was in one or two of the class-
rooms. I think with Art and Gloria being there, that vibe 
was more hippie-ish. 

SMM: Can you share a little about what you learned by 
working at Premavision?

Ken: One thing I learned is how to barf out Stop Motion 
Animation as quickly and cheaply as possible. I learned 
how to get along with all sorts of people. I have a great 
picture in my Gumby scrap book. Something that Norm 
Decarlo who was pretty much my number one go to art 
guy, and ended up being my art director on “Bump in the 
Night”. It’s a picture of a little meat tray, like you buy 
hamburger in. 

Norm was doing something involving Acetone and he 
wanted a container to pour it in. So he poured it into this 
little styrofoam container. It was like in Aliens the movie 
where the acid is eating through the hull. There’s a photo-
graph of that that says “Norm learns about Acetone”. So 
that’s one thing someone else learned. 



This was the first time I had ever been in this sort of pro-
duction situation. Where there was this Herculean task, it 
was like a marathon. You go there and keep doing it and 
doing it and people fall in love, they get married, they get 
divorced, fights brake out, people get fired, careers get 
started, people die. Everything happens in these produc-
tions. You look at any Pixar film at the end they have a list 
of all the babies that were born at the time of the produc-
tion and unfortunately a lot of times you have the people 
that died. So it’s like a pressure cooker of life. You learn 
everything in it. 



Anthony Scott

SMM: How did you get started at Premavision?

Anthony: I sent in a collection of films that I had made out of clay. Stop motion clay films that I had done when I was 
a kid and cutout animation. I was probably 14, 15, 16 years old when I made these little films on super8. Then I went 
to Lancing Community College in Michigan and took all their film courses and made a couple more stop motion films. 
So all those were included on this 10 or 15 minute demo reel. I sent this in because I heard they were doing the new 
Gumby series in Sausalito, CA. This was back in 1987. Then about 2 months later I got a call back. I sort of forgot 
about it actually. I was working on Special Effects Makeup at the time. I was trying to do sculpture and mold mak-
ing just because it was kind of related to stop motion. There wasn’t any stop motion work out there. That was my first 
break. They called me and I sat down with Art Clokey and he asked me questions about my life and where I was from 
and he decided to hire me. 

Anthony Scott
Interview With

A Gumby
Animator
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SMM: What was the studio like?

Anthony: It was located in Sausalito. They had two build-
ings. They had sort of an Industrial type building on this 
street called Bridgeway. They had offices; and a giant 
warehouse space that they used for shooting. Then across 
the street up the hill was an old elementary school that they 
used. It was sort of a secondary studio. So they turned the 
old gym into a shooting space and they had classrooms 
for Arts offices and Art Department. They had two sepa-
rate Art Departments and two separate stages. Every 10 
weeks the animators would rotate. They’d go across the 
street and back. So it was completely a different experi-
ence working in an industrial building that’s really loud and 
echo-y too this quiet gym with wooden floors. It was like 
a whole different experience going back and forth. That is 
where I pretty much learned how to animate. It was anima-
tion school for me. I made a lot of friends and met a lot of 
people that I still work with. It was a year and it was a great 
experience. Pretty much we were setting up our shots with 
a camera, roughing in lighting, loading our camera, and the 
director would come by and adjust the lights and say “Ok, 
good. Go!” So we learned so much. It wasn’t just animating. 
Normally on these jobs now you just do one thing. But back 
then they showed us how to do pretty much all our setups. 
The clay puppets we had to maintain as well and try to keep 
them going through out the shot without destroying them 
too much. 
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SMM: What was working with Art like? 

Anthony: Well Art was very busy working on 
the story boards. I think we did 99 episodes 
that were 5 to 7 minutes long. In the morn-
ing we would all come in and watch dailies. 
He’d stand there at the projector and just run 
through the shots. We’d see what we had 
done the day before and then it was out to 
the stages. Everything was planned, he did 
the boards, someone on production would 
create shot sheets and they would just hand 
you these things. So he wouldn’t really direct 
you or anything like that. As you’re working 
sometimes through out the course of the day 
he would come by to see what you were do-
ing. As an animator I didn’t work very close 
with him. 

SMM: You went from working on Gumby to working on Nightmare Before Christmas. What was the transition like 
from one production to another?

Anthony: I met Henry Selick when I was working on Gumby. Sort of on the side on the weekends I worked with Henry 
on one MTV spot. It was called Dollhouse M and then after I left Premavision that I work on Compartment M. Com-
partment M had this crazy rotating M that spun around and the camera was moving all over the place. Little doors 
would open on the M and there would be a funny little thing in there. Henry had some short films and thing he would 
comp in there. Dollhouse M had a really cool look to it and all the dolls where having a tea party. One of the dolls 
walks over to the window to let the cat in that’s meowing at the window. She opens the window and it sucks everybody 
out the window and the wall breaks open and it’s in the shape of the MTV logo. 
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For a couple of years there I was just doing 
short projects. There wasn’t any feature work 
and Nightmare was still a few years off. So 
Henry would call me occasionally. I worked 
on Pillsbury Dough Boy spots in ‘89 and then 
I was trying to develop a children’s series with 
a friend of mine. Nightmare didn’t come up 
for me until ‘91. Once I finally read the script I 
agreed to work on it.

SMM: What was the difference animating on 
Gumby and animating on a feature film?

Anthony: Well, something like Gumby you’re 
pretty much free to do anything. Just follow 
the direction on your shot sheet. But it’s not 
heavily directed. You don’t test your shot 
ahead of time, you just go for it. 

It’s a really great way to learn. I try to tell all the new animators out there that TV is a really great way to learn fast. 
With feature films, every frame is analyzed for lighting, composition, camera moves, and with the animation you shoot 
a couple of tests, pop throughs, or blocks. You get closer and closer to what the director has in mind. You collaborate 
with the director very closely. Someone like Henry is very specific but he also wants to know what you think and wants 
your input. It’s all about collaboration. That whole experience takes adjustment if you’re coming from television where 
they just give you a piece of paper and say go, to working with someone who has specific ideas. You know you just 
have to adjust to that way of working. I like both ways. Techniqually on Nightmare we had specially designed custom 
puppets that had armatures that were specifically designed for the characters. Basically very expensive puppets com-
pared to working with little clay characters with wire armatures. It was just a different thing. The puppets were bigger 
the sets were very strong you would walk on them. You’d get up there and move things around. Frame grabbers on 
Nightmare Before Christmas. We didn’t have any grabbers on Gumby we just shot using surface gages and our camera. 
On Nightmare we used machines called CEI. It wasn’t really intended to be a frame grabber but we used them because 
they could grab two frames and show you live. So you could flip between your last three frames including live.  



So you could flip between your last three frames 
including live. And that was enough to give you a nice 
little flow but you couldn’t play back your shot or 
anything like that. That didn’t happen until ‘94 when 
I worked on “Bump in the Night”. They had software 
that enabled you to do that. 

SMM: Did you have a major passion to get into this 
field before you even started?

Anthony: Oh yeah. When I was a kid I started mak-
ing little stop motion movies with a super8 camera. I 
was trying to figure out what I liked to do and I liked 
to draw cartoon characters and I liked making comic 
books with my characters. Then I wanted to figure out 
how to make them move. But I didn’t like the idea of 
actually drawing all day long. Then I started animating 
toys and clay characters. I found out about King Kong 
and how they made King Kong and Ray Harryhausen 
movies and all the Christmas specials. I started to try 
and figure out how they actually made them. There 
wasn’t a lot of info about that at the time. It became 
clear that after trying to make some live action films 
with my friends that stop motion became the thing that 
I was really interested in. There wasn’t a lot of stop 
motion happening at the time. If you think about 1983 
and what was really going on. There were some ILM 
projects; Willow had some stop motion, Return of the 
Jedi, and Empire Strikes Back. 
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SMM: Was Gumby your first gig?

Tim Hittle: Yes, it was my first gig. It’s all because of Art Clokey. I was living in Indiana and making Super8 clay 
animation films. There were about 40 minutes of films I’ve done over 6 or 7 years. A friend of mine that out here in San 
Francisco saw and ad in the paper for clay animators for the New Gumby Series. I sent my tape out and they hired me. 
So that’s how I got into it. It’s only because one of the ways Art Clokey looked for animators was to put an ad in the 
paper. I don’t think anybody ever did that. Just his way of doing things was my stroke of good luck. They were looking 
for entry level animators and he liked what I had done just on my own. Within a couple of months I came out to Cali-
fornia. For me I didn’t have any connection at all to any kind of film industry. I had no way of knowing how to get into 
the film business. I was just making these films on my own. 

SMM: How did working for Art Clokey effect you?

Tim Hittle: He gave me a job for one thing. Which I had no way of knowing how to get into the business. He changed 
my life that way by giving me my first job and moving me to California. He started my animation career. Just the way 
he worked. We had so much to shoot in those days. We had 99 seven minute episodes. So we just worked. We set up a 
shot and do it. It was a great way to learn filming and how to do animation. He changed the whole course of my life. 
Just working with him was a pleasure because he enjoyed it. It was important to him to not work too much.

Interview with

Tim Hittle 
Starting an Animators Journey 

with Gumby
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He wanted people to have a life outside of work. He wanted you 
to be able to live on what he was paying us even though it wasn’t 
a big budget. He treated his employees well. Some of the best 
friends I’ve made were on that show. He pulled together a wide 
range of people on his crews. The way he hired people was that if 
he liked you he hired you. The work you would do was important 
but what was also important was the way he felt about you when 
meeting you. He had a way of doing things that was just his own 
way of doing things. Which is great. We did a lot of animation in 
those days and a lot of us got pretty good at it. Just by being able 
to do so much of it. 

There wasn’t a lot of pressure. Everybody wanted to do good and 
we all did our best. Art was happy with our best. If the shot you 
did one day wasn’t great then it was done and you’d do another 
shot the next day. He did bug you and make you do the shot 
again. It just wasn’t how he worked on that show. He wanted us 
to enjoy it and we did. So the work was good. 

SMM: Were you influenced by the original Gumby and/or the 
Davey and Goliath series?

Tim Hittle: Absolutely. When I was a kid I watch Gumby an 
Davey and Goliath. I didn’t really see much Gumby when I was a 
kid. But I saw Davey and Goliath every Sunday morning. It was 
a church show and they played it every Sunday morning where 
I grew up. I saw more of that then I saw Gumby in those day. 
I knew Gumby, I’ve seen him and he definitely influenced me. 
But I think Davey and Goliath influenced me more. I liked those 
weird morality tales. 
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SMM: What made Premavision stand out from all the other studios for you?

Tim Hittle: Gumby stands out because it’s very much Art’s. The storylines feel like a stream of conciseness. It seemed 
like anything that came into his head would work for Gumby. I think that’s part of the appeal. It was kind of wild and 
out there. The characters remained true their nature but anything could happen. Everything was just original coming 
from Clokeys soul and mind. 

SMM: What was it like animating Gumby?

Tim Hittle: It was fun. You don’t need a lot of space. 

SMM: How was he tied down? 

Tim Hittle: It was a kind of corkboard and we would but t-pins through the clay. Just stick him right to the table. And 
maybe try to squish the feet down. Basically it was the t-pin holding him to the set, and Pokey too. If you didn’t see his 
feet you might not have to do that and just stick him down once and awhile. You’d do your shot and do another one. 
Just pull it together for that shot, doing your best, then setting up another one.  

SMM: Was animating done pretty fast? Did you have any kind of preview?

Tim Hittle: We had nothing. We had gages or not. You just had to make sure he was stuck down so he wouldn’t move. 
That was all before frame grabbers. The first time I used a frame grabber was on Nightmare Before Christmas and that 
was three frames. 

SMM: Did you have x-sheets or were you winging the animation for Gumby?

Tim Hittle: You plot it out and do the timing. You’d take a stop watch out and plan the timing. Most of the actions we’d 
establish a timing to follow and right that all down on your x-sheets. Certainly for dialog it was all broken down. You’d 
have to match the mouth shapes to the sound he was making. Yeah, you’d plan your shots and go for it. But after awhile 
you get pretty fast and get a feel for how long things take. Then you didn’t have to plan as much sometimes. 



SMM: Did you animate on two’s or one’s on Gumby?

Tim Hittle: A little bit of a mix. It depends on what he’s doing. If he’s talking you could put his body in a hold for 8, 
12, 16 frames and just have his mouth moving and his eye’s blinking, then shift the weight. Getting him in a hold was 
always good. Any running or zipping along was on ones. Even the flying was on ones. Once they were stationary again 
you could shift it again and put them in a hold or shoot on twos. 

SMM: Was there a difference animating on Gumby compared to animating on Nightmare Before Christmas?

Tim Hittle: Yes, it was drastically different. Gumby was much more free and quicker. Nightmare Before Christmas we 
would do tests, a pop through and a run through. The Director Henry Selick wanted things much more controlled. He 
knew what he wanted to see and he wanted you to deliver. It was much more painstaking and taxing to do. Of course 
it’s a whole different show. 

SMM: What was your wife Robina Marchesi’s inspiration for making Gumby Dharma? (Documentary about Art 
Clokey)

Tim Hittle: Art came through town a few times and would visit us. When he was in town we’d go see him and have din-
ner. She liked art and the story of his life and she said to him “I’d love to make a documentary about you”. She’s never 
done a documentary before. She’d worked in film for a long time. She said “How about we do this?” and he was up for 
it. Him and Joe thought it was a great idea. They just clicked you know. She had a great respect for Art and a fondness 
for him and his work. So they began. She and Klara Grunning-Harris got together and did a lot of interviews with Art. 
At the same time I was shooting with a few other people the animation for it. From her direction, she had a few ideas 
about the Gumby Interviews and Pokey. We did all that in the garage at my house. They got it all together. 

We got finished and had a rough cut done when she got ill and then she died about 9 months after that. It was really 
tough. She passed away and then we finished the film after that. Mainly Klara Grunning-Harris really saw it through 
and now we are finally getting the DVD done. 
It was a great film to talk about Arthur and his life. 





SMM: What position did you hold at Premavision?

Norm: I was a staff artist. I was in a room of people who more or less on an 
equal footing. There were other people in a separate building; we had two build-
ings splitting the work load in half. Each side had a couple of people who were 
pretty experienced people from ILM. 

SMM: Was that in the 80’s?

Norm: Yeah, 1987-88. That was the period of time that we were working.   

SMM: Did you sculpt for the show?

Norm: I started off at being more of an illustrator and graphic designer. Because that’s the kind of work I had been do-
ing before I started working for Premavision. In that course of time I discovered that I could sculpt pretty well and fast. 
So that became competitive on that show. The show gave me the opportunity to begin a career as a sculptor for stop 
motion work. 

SMM: Do you have any fond memories of working there?

Norm: Plenty of them. It was easily one of the best jobs I ever had in my life. 

Interview with

Norm DeCarlo
Staff Artist for

Premavision in the 80’s



SMM: Was that due to Art Clokey or just the environment that you were in?

Norm: One inexplicably bonded to the other because Art Clokey was the guy in charge of the entire show, the look and 
the feel of it. So everything was more or less an extension of his personality and it showed. 

SMM: What kind of stuff did you build in the art department?

Norm: I was fortunate to be able to do everything really. I worked on characters I worked on set pieces and props, ev-
erything. 

SMM: Were you using a lot of MDF and plasters in your building?

Norm: Again, another joy in working in stop motion and doing the kind of work we do to solve problems because 
there’s no off the shelf solution generally speaking. You could buy some doll house thing that more or less fit the envi-
ronment. But really most of the time you were making from scratch. Which means you’re exposed to all these different 
materials and solutions to problems. 

SMM: Can you tell us about an instance where you did some problem solving?

Norm: I would melt clay a lot of the time to make titles. I did a lot of title work for the beginning and to the end of 
episodes. Because I was decent at graphic work. So I adapted it to the clay process by drawing out what I wanted the 
layout to be, making a tracing of it, putting it on top of a layer of poured clay that I’d have done hours before so that it 
would have cooled. Then took an exacto knife and cut all those letters out. I’d clean them up then put them on another 
sheet of colored clay and you’d have that nice drop shadow effect. I got to play with the colors of the clay and sculp-
tural effects and graphic effects. It was really very pleasing. 

SMM: Did you use molds to pour the clay into?

Norm: Sometimes, sure. If we were replicating any of the characters, or anything complex we would use molds because 
in the stop motion process it’s very rough on the characters. Sometimes they would only last for a few frames and then 
they would have to be replaced. Especially with Gumby because of all the wacky things they had him doing. 



SMM: Do you remember what kind of clay you were using?

Norm: Van Aken

SMM: What did you use to smooth down the clay?

Norm: That varied from person to person. Some people used water, some used oil. I recall that eucalyptus oil was a big 
deal. But any kind of oil that you would use on that clay would have the tendency to break it down rapidly and make it 
mushy. It would loose its texture so that’s why water was the preferred medium because it had no adverse effects. 

SMM: Can you talk to us a little about Art Clokey?

Norm: Well from my first meeting to the last meeting with him he was extremely kind and respectful, forthright. I felt 
as though he had my best interest at heart. It was always a lot of fun working for him because he did not put any kind 
of restrictions on me. As a matter of fact he encouraged me to stretch. So I had this free reign to be as creative and take 
it to what ever point I wanted to with him and it was ok. If I was ever out of character or off date in terms of my inter-
pretation of his ideas he’d let me know. But for the most part that never happened because he encouraged creativity all 
around him all the time.

SMM: What kind of atmosphere did Art create in the studio?

Norm: It was like a nice Zen sense of peace and love. It was kind of like the hippie ideal personified. Art Clokey really 
seemed like what hippies were trying to get to. That kind of peaceful sensibility, that oneness with nature, being calm 
and taking things as they come along. You know answering the needs at the moment with a creative solution. He treated 
people with the same kind of courtesy and respect he’d like to be treated with himself.

SMM: How did working at Premavision shape your career?

Norm: It started my career. I had never worked in the film business until I was given the opportunity to on Gumby. 
From there I branched off to do a bunch of different feature films and television series. One of which I art directed 
called “Bump in the Night”. 



SMM: Do you think that Stop Motion would be the same if 
Art never made Gumby?

Norm: Somebody like Art Clokey was a seminal figure and 
his effect is profound. It’s difficult to separate in saying 
what things could have been or might have been without 
him around. Which is silly because he was so influential. 
It’s like talking about James Brown or Louis Armstrong, 
someone that endemic to American culture. To Stop Mo-
tion, that’s what Art Clokey was. 

While his work itself by today’s standards especially is not 
extremely sophisticated, it’s difficult to appreciate the tenor 
of the times that he was in when nothing like that had ever 
been conceived of. He was out there basically trying to do 
this stuff the best he could, just going for it from his gut. I 
thought that was really brave and very creative. I appreci-
ated what he was able to accomplish in his lifetime.



SMM: What is your relationship with Art Clokey?

Holly: He is my Stepfather.

SMM: How old were you when Art and Gloria got married?

Holly: They met when I was 17 or 18. They got married 
about three or four years later. I must have been about 21 
years old. 

SMM: How long where they married for? 

Holly: 25 years.

SMM: Did they have a really strong relationship?

Holly: Yeah, they were really happy together. They were 
both really creative people. My mother was an artist and 
a sculptor. She was very creative with the writing of the 
songs for the Gumby Movie. So she was an integral part 
of the creative process in the late 70’s and 80’s produc-
tions with Gumby. 

Especially when they went into production of the 99 
episodes. They were really great. They would give you 
constructive criticism in a really nice way and they 
worked well together in that sense because they were 
both like that. I think that also played into their relation-
ship because they really respected each other a lot on all 
levels.

Interview with

Holly Harman
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and the Artistic Touch
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SMM: What title did Gloria hold over at Premavision?

Holly: Well she was pretty much the Assistant Executive 
Producer / Art Director. She directed all the people who 
were doing art for the sets. She would make sure every-
one got the storyboards and what they need to build as far 
as sets. We had three classrooms that were just art rooms 
in one building. Then we had another building that had a 
whole other art department. We had two buildings going at 
one point. It was a huge production. I think we had about 
80 people working there at one point and Ken Pontac ran 
the art department in the other building to keep people in 
line.

SMM: What was your role on the Gumby Adventures?

Holly: I was kind of the assistant art director. I worked in 
the art room. I did most of the backdrop murals; I did most 
of the books that Gumby walked into. I built sets; I built 
props, so I was really a prop artist and art artist. Arthur 
would do sketches of Story Boards and I would take the 
sketches onto a light table and I would clean them up with 
a pencil and make them more readable. Because he would 
sketch out simple images and I would fill them in with feet 
and hands. Then Gloria would get a copy to take into the 
art rooms. Arthur would get copies to take into the anima-
tors. 
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I have a lot of graphic design background. I currently have a company called winelabeldesign.com. I design labels for 
people all over the world. So I had eight years of advertising, I was the account executive for Round Table Pizza. I’m 
the one who came up with “Real and Honest Pizza”.

I went to San Francisco Art Institute and majored in painting. So I was able to crank out these huge 8 foot by 12 foot 
murals and make books look like books. I also did a lot of the titles. 

SMM: Do you have any fond memories of working at Premavision?

Holly: It was a great place to work. Everyday there was something new that you got to work on and it was fun. There 
were a lot of other really creative artists working there. It was just the best crew.

SMM: Did you guys stretch your own canvas?

Holly: Yes we would stretch our own canvas because they were big. We would build these huge wooden frames and 
then stretch them. Some of it I would do with huge generator/Air guns and put in the sky’s and stuff. They were big, 
about 8 feet by 12 feet. 
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Copyright Premavision 2010 / All Rights ReservedCopyright Premavision 2010 / All Rights Reserved

GUMBY “the Movie” crew



SMM: What kind of man was Art Clokey?

Holly: There were many different facets of Art Clokey. I 
remember the first time I met him. Art and my mom came 
to my house when I was going to art school. They woke me 
up and he started talking about the war and the army and 
his aerial missions. I thought “where did she find this guy”. 
I knew he was the creator of Gumby. The first impression 
I had was he was in this plaid wool shirt. I thought he was 
this kind of army guy. Which is completely different then 
who he is. 

He was a very sensitive, loving, caring, generous person. 
Both Gloria and Arthur wanted to be in control of every-
thing that went on at Premavision and it was good that they 
were. But they weren’t business people, they were artists. 
He primarily was an artist type of person. He was very much 
into feeling and creating and imagining and joking. He had 
this whole wonderful fantasy side to him that was really fun 
to be around. 

SMM: What would you say is the influence that Art Clokey 
had on the world?

Holly: Anytime I talk to people about Gumby they get re-
ally excited and really happy. I think people have a personal 
sense that they belong to Gumby. I think a lot of people 
loved Gumby and they have a warm place in there hearts for 
him that is special. 
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The Gumby Crew Picture Gallery
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Product Book Review-

Secrets of 
Clay Animation Revealed 3!
By Pike Baker

Secrets of Clay Animation Revealed 3! is probably the most 
comprehensive book on the Stop Motion art form. Written 
by Marc Spess, the book takes you deep into the methods 
of how to make your own Clay Animation and Stop Motion 
films. Almost ever subject on the matter is covered between 
these pages and the explanations are heavily detailed. It’s 
so detailed that one may become overwhelmed on first time 
glancing through the pages. But don’t worry there is some-
thing for everyone. Marc lays out the building processes of 
Sets, Props, and Puppets all with easy to understand steps 
and procedures. There are also quite a few interviews with 
well know animators and puppet makers (Anthony Scott and 
Kathi Zung to name a few).  Having read many books on the 
subject I found Marcs publication refreshing. This is mainly 
due to the no nonsense approach and the images from both 
Marc’s personal productions and the productions of others. I 
would highly recommend this book to a beginner to interme-
diate animator, maybe even some professionals too. You can 
purchase this book and the many videos Marc has produced 
at www.animateclay.com.
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Tutorial: Silicone Mold Making for Plastic Casting
by John Ikuma

Silicone Molds are a very useful tool when casting multiple props, puppet parts, and custom toys. These molds can be 
used for casting plastics, resins, melted clay, and urethane foam. Though each casting material involves different 
methods for a perfect casting. The over all mold making technique is roughly the same. 

For this tutorial we are using an RTV Platinum Silicone called GI-1000, Plastic Toy Bricks, WED Clay, Patroleum 
Jelly, Krylon Crystal Clear Spray, Wax Paper, Baking Tray, Glass Marbles. Plastic Cups, Gram Scale, and a stirring 
tool.
 
RTV silicones require no heating to cure. But a warm temperature is vidal to have the silicone cure in a resonable time.

Step 1: Lay wax paper across your work 
surface. Taping the wax paper can insure 
that the mold will not slide around too 
much while working. Place your piece in 
the center of your work area and mark a  
line around the object. It should be 1 inch 
distance from the object. Start to place your 
blocks in place.

Step 2: Completely assemble the 
blocks in a square frame shape. 
Make sure that your object will fit 
perfectly in the center and then 
remove your object. 

Step 3: With your object removed, 
place water based clay to desired 
height with in the toy brick mold 
wall. In many cases this can be half 
an inch tall and level with the top of 
the toy bricks.



Step 4: Place your object to be molded 
on top of the clay and build the toy 
bricks to be level with your objects 
dividing area. (The dividing area is 
where your object will be seperated 
into two halves / You can use a marker 
to mark the dividing line)

Step 5: Apply clay around the object 
upto the dividing line. Smooth the clay 
using water. Now add marbles to create 
keys for your mold. (Keys insure that 
your mold halves will fit tightly together 
/ Be sure to place the marble halfway 
into the clay)

Step 6: Spray your clay and object with 
Krylon Crystal Clear. This will seal the 
surface and act as a barrier. (Barriers 
layers are very important when casting 
silicones that are sensitive to sulfur and 
other materials. GI-1000 is safe to use 
with Sulfur Based clays.)

Step 7: Build your mold wall using the 
toy bircks to your desired height. 

Step 8: Line a plastic cup with the 
GI-1000’s activator. Be sure to not use 
too much. Lining the cup will help 
and prevent the silicone from sticking 
to the cup. Make sure that you have 
zero’d out your scale with the cup 
before applying the activator.

Step 9: Take a careful measurement 
of the cup with the activator in it. 
Make sure to take note of how much 
activator is in the cup. This extra 
activator in the cup should not be a 
problem when mixing the silicone 
and infact may help.



Step 10: Add to the cup your desired amount 
of silicone base. Then add the required 10% 
of silicone activator. (Make sure you wear 
gloves!!! This stuff is sticky)

Step 11: Mix your silicone com-
pletely. You will notice that the sili-
cone base will turn completely blue.  
Once the color is even throughout 
the silicone you will know that it is 
completely mixed. 

Step 12: Hold you cup level with the 
mold wall and pour slowly into the 
lowest part of the cavity. Then as it 
starts to pour, lift the cup roughly 
about a foot above the pour area. 
This will help to remove bubbles 
from the silicone.

Step 13: Leave the silicone alone for 24 
to 48 hours. You will know that it is fully 
cured once the silicone is no longer tacky 
and is firm. (Don’t worry about the bubbles. 
They will rise to the surface of the silicone. 
If you are concerned you could degass the 
silicone before step 12.)

Step 14: Once silicone is cured. Re-
move clay and bricks at the dividing 
line. You should clean the surface of 
the silicone using water. Then apply 
Petroleum Jelly to the silicones sur-
face. Don’t apply to your object. 

Step 15: Add Bricks to desired 
height. Add a stem using clay to the 
top of your object that will extend 
out of the top of the Mold. This will 
act as a pour spout for casting mate-
rial. Now spray with Crystal Clear.



Step 15: Repeat steps 8, 9, and 10 Step 16: Repeat step 11. Step 17: Repeat step 12.

Step 18: Finishing up. Remove your blocks carefully. Separate the two mold halves and remove your object. You now 
should wash your mold halves using water. You may think that your done, but one very important step before casting 
anything is to finish your mold by placing it in a warm oven at 100F to 200F for 1 too 2 hours. This will remove any 
moisture in the mold. Remove the mold from the oven and let it cool to room temperature. You are now ready to cast 
your desired material. You can also clean any flashing around the outside of the mold using small scissors. Your now 
done!!! Start Casting.
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