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INTRODUCTION.

Folk lore, legends, myths and fairy tales have followed childhood through the ages, for every healthy youngster has a wholesome and instinctive love for stories fantastic, marvelous and manifestly unreal. The winged fairies of Grimm and Andersen have brought more happiness to childish hearts than all other human creations.

Yet the old-time fairy tale, having served for generations, may now be classed as “historical” in the children’s library; for the time has come for a series of newer “wonder tales” in which the stereotyped genie, dwarf and fairy are eliminated, together with all the horrible and bloodcurdling incident devised by their authors to point a fearsome moral to each tale. Modern education includes morality; therefore the modern child seeks only entertainment in its wonder-tales and gladly dispenses with all disagreeable incident.

Having this thought in mind, the story of “The Wonderful Wizard of Oz” was written solely to pleasure children of today. It aspires to being a modernized fairy tale, in which the wonderment and joy are retained and the heart-aches and nightmares are left out.

L. FRANK BAUM.

CHICAGO, APRIL., 1900.
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FOREWORD

Whenever The Wizard of Oz is mentioned today one immediately thinks of Judy Garland and the Ruby Slippers. That was not always the case. The Wonderful Wizard of Oz, the children’s story by L. Frank Baum, was one of the best-selling American books of the twentieth century. That was why Metro-Goldwyn-Mayer during the Great Depression was so eager to turn it into a lavish motion picture in the first place. Today everyone knows the filmed version. It may well be the best known movie ever made. It has been estimated that more people across the globe have seen the picture more times than any other. One really has to have been hard-pressed never to have seen it. No child grows up today unfamiliar with the classic movie musical. Some people are unaware that the film was based on a famous children’s book. And even more have not read The Wonderful Wizard of Oz as written by L. Frank Baum.

It is rare that the fame of a motion picture so eclipses that of the book on which it was based. Almost from its initial publication in 1900, The Wizard of Oz sustained a rich theatrical and cinematic history. A musical extravaganza derived from Baum’s story that opened in Chicago the summer of 1902 and traveled to Broadway in January 1903 was one of the biggest stage hits of its era. It inspired other plays and several movies including a lackluster 1925 silent picture starring Larry Semon as the Scarecrow and the young Oliver Hardy (before he was teamed up with Stan Laurel) as the Tin Woodman. It was also the basis for a long line of Oz books that were still being issued one new volume a year in 1939 when the movie was first released.

After sound came in 1927, every studio in Hollywood was scrambling for well-known musical shows to turn into motion pictures. On January 26, 1934, Samuel Goldwyn (no longer associated with MGM) bought the film rights to The Wizard of Oz for $40,000 (nearly $721,580 now). He intended it to be an Eddie Cantor vehicle, but the famous stage actor’s movie career faded before Goldwyn could make the picture. Also, Goldwyn had no major child stars on his payroll to play Dorothy so he decided to sell the property after Walt Disney’s Snow White and the Seven Dwarfs proved to be such a big box office hit. All the other major studios were desperately seeking the next great kiddie picture and The Wizard of Oz was the obvious choice. Finally, MGM outbid everyone else with an offer of $75,000, about $1,285,000 today. The film’s producer Mervyn LeRoy admitted years later that this deal “must go down alongside the Louisiana Purchase as one of the biggest bargains of all time.”

Baum’s widow held little hope for the new version. When LeRoy asked her what she expected of the picture, Maud Baum replied, “Oh, I suppose there’ll be a Wizard in it, and a Scarecrow and a Tin Woodman, and maybe a Lion and a character named Dorothy. But that’s all I expect, young man. You see, I’ve lived in Hollywood since 1910.” Some of the early ideas for the MGM movie were bizarre. For example, F. Scott Fitzgerald, who had read the Oz books to his daughter Scotty, wanted to write the screenplay for the Marx Brothers as the Scarecrow, Tin Woodman, and Cowardly Lion. On February 26, William H. Cannon, LeRoy’s general assistant, issued his initial concept of the movie. Fearful of the public’s resistance to fantasy pictures, he was insistent that the magic be downplayed and that there should be no real Scarecrow, but rather an actor without a brain in his head who dressed like one. Similarly, the Tin Woodman was to be replaced by a heartless woodcutter, forced to wear a tin suit and exiled because he lacked any feelings for other people. LeRoy and associate producer Arthur Freed quickly rejected these ideas. The 1925 silent picture had replaced fantasy with slapstick, and it was a box office failure. What would The Wizard of Oz be without any real magic?

By the 1920s, Hollywood film production relied on a streamlined factory system employing thousands of workers to supply enough pictures to meet the weekly changes in bills of the big theater chains. By contrast, the original Wizard of Oz was the work of one man’s fertile imagination, that of L. Frank Baum. All on his own he created the characters and plot and the entire marvelous Land of Oz. Diligently working within the Hollywood trade, MGM quickly became the premier studio where the producer was in charge of each property, not the director. Every year the firm tried to produce what it called a “prestige picture” that would show the rest of the industry that they were the best company in the business. The project they chose for 1939 was The Wizard of Oz. Although Victor Fleming is credited on the screen, he was only one of four directors who were assigned to the movie before its release. And he did not even finish the film. King Vidor was called in to shoot the Kansas sequences when Fleming was reassigned to direct Gone with the Wind that year.

LeRoy left the development of the script of The Wizard of Oz largely to Freed, who received no official credit for all his efforts. Screenwriters on the MGM lot were often assigned, sometimes simultaneously and without each other’s knowledge, to the same picture. At least thirteen people took a stab as the script of The Wizard of Oz, including popular poet Ogden Nash, who contributed nothing substantial to the production. With so many people working on the picture, it is a miracle The Wizard of Oz turned out as well as it did.

Herman J. Mankiewicz, now known for co-writing the screenplay of Citizen Kane (1941), turned in only a partial script before he was taken off the project. He at times went far afield from the original story, but produced several original elements that remained in the picture: a Kansas prologue with a place for a song that became “Over the Rainbow”; the Munchkins played by little people; the Wicked Witch of the West as a threat to Dorothy almost from the start. The Munchkins were no doubt a concession to Disney’s Seven Dwarfs: they were Dorothy’s height in the book. Baum devoted only one short, concise preliminary chapter to Dorothy’s drab life on the great gray Kansas prairie and the Wicked Witch did not show up until much later in the story. As a concession to the color scheme of the original book, Mankiewicz also suggested that the Kansas scenes be filmed in black and white and the Oz adventures in color. MGM tinted the opening and closing shots of the released prints with sepia to make the transition to Technicolor less jarring to the eyes. Although there was no apparent similarity between the two stories, the production of The Wizard of Oz did borrow another important feature of the Disney picture. Snow White was not a musical, but rather a romantic fantasy in which songs were introduced to carry on the plot. LeRoy and Freed were insistent that the new songs by Yip Harburg and Harold Arlen for The Wizard of Oz follow the same logic.

“The whole love story in Snow White is motivated by the song ‘Some Day My Prince Will Come’ as Snow White is looking into the well,” Freed explained. “Dialogue could not have accomplished half as well.” He therefore wanted a catchy Kansas song to motivate the heroine throughout the movie. Harburg and Arlen then came up with a little thing called “Over the Rainbow.”

The first potentially usable script was delivered by minor South African born writer Noel Langley. He apparently was the one who suggested that the characters in Oz be Dorothy’s inner manifestations of people she knew in Kansas. Langley confessed years later that he got the idea from the popular Mary Pickford silent picture The Poor Little Rich Girl (1917), in which the young heroine falls asleep and dreams of the people she knows as grotesque characters representing their true natures. He may have been thinking also of the 1925 picture in which Kansas farmhands briefly disguise themselves as the Scarecrow, Tin Woodman, and Cowardly Lion. The only bit of original stage business Langley borrowed from the 1902 Wizard of Oz musical extravaganza was to have the Deadly Poppy Field destroyed by a snowstorm sent by the Good Witch to save Dorothy and her friends. In the book a vast band of Field Mice come to the rescue, an incident that would have been highly impractical on stage or screen to say nothing of the great expense to recreate it. Langley also changed Baum’s Silver Shoes into MGM’s Ruby Slippers and added the magic words, “There’s no place like Home!”

Much of what Langley wrote was dispensable, such as a romance between Dorothy and one of the farm hands as well as two other lovers who worked on the farm. Dorothy’s nemesis was originally a nasty, old teacher named Mrs. Gulch, who had first a niece and later a nasty, young son whom the Wicked Witch wanted to put on the throne of Oz. The Cowardly Lion was an enchanted prince; and there was, as the revisions evolved in turn, a dragon, a gorilla, or another lion for him to fight to prove his courage. At one time in development he—not Dorothy—killed the Witch. There was also some nonsense about a woodpecker who pops the Wizard’s balloon before he and Dorothy can make their aerial escape. At one time in the script’s development, a Munchkin Fire Brigade was introduced to save them and then discarded in a later rewrite.

The producers were not happy. Freed thought Langley’s script lacked “a solid and dramatic drive of Dorothy’s adventures and purposes that will keep the audience rooting for her.” It contained far too many expendable characters and secondary incidents. “We must remember at all times,” he warned, “that Dorothy is only motivated by one object in Oz: that is, how to get back home to her Aunt Em, and every situation should be related to this main drive.” Langley turned in another simpler draft dropping many of the gratuitous elements just when LeRoy and Freed were bringing in the successful writing team of Florence Ryerson and Edgar Allan Woolf to redo the script. They threw out Mrs. Gulch’s son to make her a spinster, and combined the Good Witch of the North and the Good Witch of the South into Glinda the Good Witch of the North. But like Langley before, they added all sorts of superfluous material that could easily have been eliminated. Ryerson and Woolf made another concession to Snow White in the latter part of the picture when they sent Dorothy’s three companions after the Witch in much the same way that the Seven Dwarfs pursue the ugly crone in the Disney cartoon. Lyricist Harburg gave Ryerson and Woolf a hand with the overall structure of the screenplay and some of the dialogue. George Cukor, the director at the time, said the script was impossible; and Langley was brought back to help smooth over the rough spots in the plot. Other script doctors were consulted without adding anything important. When Victor Fleming replaced Cukor, he brought in his own man, John Lee Mahin, to work on the script during the filming. He consulted with the three principals—Ray Bolger, Jack Haley, and Bert Lahr, all old vaudevillians—to supply more jokes to the dialogue. Mahin’s greatest contribution was the final text of the Kansas prologue while adding a third farmhand to turn into the Cowardly Lion in Oz. Despite all the people who worked on the script during the movie’s lengthy production, only Noel Langley, Florence Ryerson, and Edgar Allan Woolf received final screen credit.

Cast considerations, too, required some revisions in the photoplay. LeRoy wanted Academy Award winner Gale Sondergaard to portray a glamorous Witch in the tradition of the Wicked Stepmother in the Disney picture. It was only when the studio returned to Baum’s original concept of the Wicked Witch of the West that Margaret Hamilton was cast in the iconic part. The Witch appeared in only one chapter of Baum’s novel. Although it has been estimated that she takes up no more that twelve minutes of the movie, the part was greatly increased to make her a constant menace in Oz right up to her public melting.

The Wizard proved to be more problematic. W. C. Fields and Ed Wynn had both turned down the role. Fields demanded more money than MGM was willing to pay for a relatively small role in the picture. When character actor Frank Morgan secured the part, Langley and Woolf were so concerned that the public would be disappointed that he had such little screen time, they introduced Professor Marvel in Kansas as well as three cameos in the Emerald City. Although the Cabby was original with the movie, the Guardian of the Gates and the Soldier with the Green Whiskers were distinct individuals within Baum’s story. From Cannon’s earliest report, The Wizard of Oz was not going to be a period piece but rather would reflect America in the late 1930s. The grave economic conditions of the Great Depression greatly resembled those of America at the turn of the century as described in the opening chapter of Baum’s fairy tale. Yip Harburg further infused his witty lyrics as well as the wry dialogue he himself wrote for Morgan’s Wizard with sly contemporary socio-political references that are not present in the original children’s story.

As the picture evolved, Dorothy’s character changed, too. Freed was a sentimental man who wanted to feel that, “when the picture is over, besides our laughs and novelty, we have had a real assault on our hearts.” He needed “to see Dorothy in some spot in Oz with her companions utterly crestfallen and lost with a complete feeling of despair.” Consequently, Baum’s heroine is far more assertive and determined to find her way back to Kansas than is MGM’s vulnerable Judy Garland, who tends to cry all along the Yellow Brick Road. Also the killing of the Wicked Witch of the West is greatly softened in the 1939 movie. Dorothy loses her temper in the book when the old hag steals one of her previously Silver Shoes and then douses her from head to foot with a bucket of water that quickly melts her. In the movie, the girl accidentally throws water on the Wicked Witch when trying to save the Scarecrow from burning up. The crime of murder is thus reduced to manslaughter.

The decision to shoot Dorothy’s trip to Oz in Technicolor resulted in some other curious alterations to Baum’s story. The green complexion of the Wicked Witch of the West is entirely original with the movie; and the Horse of a Different Color who changes from purple to red to yellow in the “Merry Old Land of Oz” number is not in the book. (Baum states that there are no horses in the Emerald City.) Ryerson and Woolf introduced a Rainbow Bridge as an escape route for Dorothy from the Witch’s Castle that would have greatly tested the capabilities of Technicolor special effects. The official reason the studio dropped the sequence was the enormous cost of filming it. (The legal department may have also been concerned that a similar scene had been introduced in another Baum musical extravaganza, The Tik Tok Man of Oz of 1913, that MGM did not own.) Oddly, despite the picture’s signature song, no Technicolor rainbow appears anywhere in The Wizard of Oz.

The most significant change from the book demanded by Technicolor was turning Dorothy’s Silver Shoes into the Ruby Slippers. The introduction of what are now considered the most talismanic footwear in film history was purely practical. Margaret Hamilton had grown up on The Wizard of Oz and had always loved Baum’s Silver Shoes. When she asked LeRoy why he made them ruby in the picture, he said simply, “Red looks better against yellow in Technicolor than silver does.”

Fans of the film who finally get around to reading the children’s classic are struck immediately by two major differences between the two versions of the story. First of all, there are so many more adventures in the book than in the movie. Dorothy and her friends must cross a river as well as a chasm to escape the fierce Kalidahs, half tiger and half bear. The Wicked Witch of the West tries to stop them with a pack of wolves, a flock of crows, a swarm of bees, and a troupe of Winkie guards before releasing her Winged Monkeys. Also, the story does not end with the departure of the Wizard in his circus balloon. Instead, Dorothy is sent to the South to get Glinda the Good Witch to send her home; and on the way she and her three companions encounter the Fighting Trees, a Giant Spider, and the Dainty China Country. MGM took further liberties with these minor incidents in Baum’s story: The Fighting Trees of the latter part of the book were transplanted to the enchanted orchard, where Dorothy discovers the Tin Man in the movie; and the Wicked Witch’s deadly bees in the book inspired “The Jitterbug,” an elaborate musical number that was cut from the final picture. Her guards, too, were retained in the film but complete with green complexions like her own.

The other alarming difference between the book and the movie is that MGM through Langley interpreted Dorothy’s trip to Oz as no more than just a dream. It was a really live place in Baum’s original story. The most obvious inspiration for this change was of course Lewis Carroll’s famous Alice’s Adventures in Wonderland (1865), which had inspired Baum just as much as it had MGM. Another possible source may have been Maurice Maeterlinck’s once internationally known fairy play The Blue Bird (1908). The precedence for the farmhands turning into Oz characters may lie in the transformation of an old neighborhood woman into the fairy as the children Mytyl and Tyltyl dream in Maeterlinck’s symbolic drama.

Another important theme of the picture is not evident in Baum’s story but found within The Blue Bird. In the end, the sister and brother do not find their heart’s desire in Wonderland, but in their own home. “Why that’s the blue bird we were looking for!” declares Tyltyl. “We went so far and he was here all the time!” Dorothy realizes much the same thing in MGM’s The Wizard of Oz:”... if I ever go looking for my heart’s desire again, I won’t look any further than my own backyard; because if it isn’t there, I never really lost it to begin with!” This isolationist message was evident in the overtly European look of all the malevolence found in Oz. The Emerald City itself was based on a German Art Deco picture; and the Wicked Witch of the West would have felt right at home in one of the dark, scary, ancient castles along the Rhine. It was obvious that the filmmakers hoped that America would stay out of Europe’s affairs. “Perhaps the terrific strain under which we are living, with its war alarms, strikes and horrors at home and abroad, has drained life of its old joyousness,” observed Ryerson and Woolf. “Whatever the cause, the result has been a mental retreat which might almost be called a stampede back to the untroubled hours of childhood.” By the time The Wizard of Oz was released in August 1939, war had already been declared in Europe. Within two years the United States of America had also entered the global conflict.

However different the movie may be from the book, it is still remarkable to consider how much of Baum’s original magic and spirit remains in the final picture. “For nearly forty years,” the film declares after the credits roll, “this story has given faithful service to the Young in Heart; and Time has been powerless to put its kindly philosophy out of fashion.” Not only has Baum’s children’s book endured for over a century, the movie based upon it will likely survive just as long as the Great American Fairy Tale does. Even the most ardent fans of the movie classic will still find much to enjoy in the full, unabridged children’s story. What a treat to read The Wonderful Wizard of Oz as originally written with all the original pictures by W. W. Denslow for the very first time!

OEBPS/Images/f000x-01.jpg





OEBPS/Images/halftitle.jpg
WIZARD

Oz,





OEBPS/Images/f00vi-01.jpg





OEBPS/Images/titlepage.jpg
By L.Frank Bavrm

With Pictures by

W.. Der\lw.

N I






OEBPS/Images/frontcover.jpg





