

   [image: chpt_fig_001]


  This half-sheet poster contains a still of a deleted scene in which Kris is offered venison but politely refuses: “I–just–couldn’t,” he explains. (Photofest)


  CHAPTER 1


  Introduction


  


  Despite having been adapted into a book, at least seven radio dramas, three television movies, a Broadway musical, amateur stage plays, a colorized version, and a feature film re-make, it is the original 1947 black-and-white film of Miracle on 34th Street* (hereafter, Miracle) that still remains the favorite version of this modern Christmas classic.* One of the mysteries of the Hollywood studio system during the mid-twentieth century is how so many great films were created from an assembly-line production factory (though, admittedly, there were a lot of failures, as well). There might not be a good explanation, but it happened with Miracle—somehow the perfect story, the perfect cast, and the perfect direction came together to create an endearing and enduring Christmas film. The American public’s love of the original film seems to echo what Macy’s stated when it declined to participate in the 1994 remake: “We feel the original stands on its own and there was nothing to be improved upon.1


  From the 1930s to the 1950s, the popular culture of Christmas went through a dramatic metamorphosis in America. Perhaps no other period before or since has had so many lasting contributions. Popular Christmas music came into its own with the introduction in 1934 of “Santa Claus is Comin’ to Town” and “Winter Wonderland.” A flurry of weather-related tunes followed, such as “I’ve Got My Love to Keep Me Warm,” “Winter Weather,” “Let It Snow!” “Baby, It’s Cold Outside,” and, of course, “White Christmas.” Cozy songs evoking home, hearth, and family togetherness surfaced, including “Have Yourself a Merry Little Christmas,” “I’ll Be Home for Christmas,” and “The Christmas Song (Chestnuts Roasting on an Open Fire).” The period also introduced us to the story—and later the song—of “Rudolph, the Red-Nosed Reindeer” (thanks to national retailer Montgomery Ward), and “Frosty the Snowman” would thumpity-thump-thump onto the scene in 1950. Many of these tunes have consistently dominated the ranks of the most recorded and performed Christmas songs ever since.2 Some of them, such as “White Christmas” and “The Christmas Song,” have practically become required repertoire for any singer who does a Christmas album.
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  “Santa Claus Is Comin’ to Town,” introduced in 1934, ushered in the golden era of popular Christmas music. (Author’s collection)


  The era also turned out a surprising number of movies that are perennial favorites and have come to define the holiday. Prior to the late 1930s, there really wasn’t a “Christmas movie” genre. Of course, Christmas wasn’t absent from the cinema. There were dozens of Christmas-themed shorts during the silent era, including several of Charles Dickens’s A Christmas Carol. Christmas scenes were frequently featured in movies such as Gone with the Wind (1939), and in Shirley Temple films such as Bright Eyes (1934) and Stowaway (1936), for example. But, in general, the Christmas scenes were isolated and not necessarily central to the plot.


  Beginning in the late 1930s, this seemed to change dramatically. A Christmas Carol certainly got its most lavish treatment to date when MGM did its version starring Reginald Owen and Gene Lockhart, in 1938. Christmas became an integral part of the storylines in big and small productions, such as in romantic comedies like The Shop Around the Corner (1940) and Remember the Night (1940), and in more dramatic fare illustrating social inequalities, such as Miracle on Main Street (1939) and Beyond Tomorrow (1940).
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  Charles Dicken’s A Christmas Carol got a lavish treatment in the 1938 adaptation. Gene Lockhart played Bob Cratchit and Reginald Owen played Ebenezer Scrooge. (Photofest)


  As America entered World War II, Hollywood began offering more nostalgic fare. Nothing could help a war-weary nation forget its present woes like movies about Christmas that were “just like the ones [we] used to know,” such as Irving Berlin’s Holiday Inn, which introduced the song “White Christmas” in 1942. The ensuing years brought the turn-of-the-century period musical Meet Me in St. Louis (1944), with Judy Garland singing the wistful “Have Yourself a Merry Little Christmas”; I’ll Be Seeing You (1944), with war veteran Joseph Cotten and Ginger Rogers adjusting to normal life during the holiday season; and Christmas in Connecticut (1945), featuring Barbara Stanwyck trying to create the perfect holiday setting. It’s a Wonderful Life, which made Jimmy Stewart a Christmas icon, came out the following year. Miracle on 34th Street, of course, would soon join the pantheon of great Christmas films, and, perhaps, is the epitome of the new genre. Not patently nostalgic—it’s a modern story in a modern setting—but it certainly encourages and emphasizes the importance of family, faith, the magic of childhood, and, well, Santa Claus, all of which had been distorted by the modern world, and especially the recent war.
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   The romantic comedy The Shop Around the Corner (1940) with James Stewart and Margaret Sullavan takes place in a retail setting during the holiday season, with love conquering all on Christmas Eve. (Photofest)
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   Remember the Night (1940), in which big-city prosecutor (Fred MacMurray) takes a shoplifter (Barbara Stanwyck) with him back to his hometown so she doesn’t have to spend Christmas in jail. From left to right, Barbara Stanwyck, Beulah Bondi, Fred MacMurray, Sterling Holloway, and Elizabeth Patterson. (Photofest)


  Ever since the merger of the fledgling Twentieth Century Pictures with the faltering Fox Film Corporation in 1935, and the appointment of Darryl F. Zanuck as vice president in charge of production, Twentieth Century-Fox (hereafter, “TCF”) had succeeded in becoming one of Hollywood’s top studios—if not the top studio, especially during war years. Zanuck had developed lovable child actresses Shirley Temple and Jane Withers into some of the industry’s biggest stars; launched the careers of matinee idols like Tyrone Power and Henry Fonda; discovered legendary beauties like Gene Tierney and Linda Darnell; created extravagant musicals to showcase the sparkling talents of Betty Grable, Alice Faye, and Carmen Miranda; and kept a handful of well-produced serials going for the fans of the Cisco Kid, Michael Shayne, Charlie Chan, and Mr. Moto. The studio would win its second Academy Award for Best Picture for How Green Was My Valley (1941) (the first was for 1933’s Cavalcade), and would consistently be nominated for Oscars under Zanuck’s leadership thereafter.
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   Bing Crosby and Marjorie Reynolds introduced the most famous Christmas song of the twentieth century, “White Christmas,” in Irving Berlin’s Holiday Inn (1942). (Photofest)


  By the early 1940s, the studio had developed a robust production schedule of releasing about fifty films per year. About 40 percent of those films were higher-end productions utilizing the studio’s best talent, while the other 60 percent consisted of lower-budget films for the serials. Color films were expensive to make because the studio had to license the cameras from Technicolor, so the process was reserved for extravagant musicals like That Night in Rio (1941) and The Gang’s All Here (1943), or highbrow dramas like Blood and Sand (1941). Most of the studio’s films were released in black-and-white. The production schedule remained the same until 1943, when the economies of war cut the number of films almost in half, down to thirty. All of the popular serials made by the “B” film production unit over at the studio’s Western Avenue lot were eliminated during the war and would never be revived.* Other than some cheap crime thrillers that longtime studio producer Sol Wurtzel was churning out, TCF ceased making low-budget movies and concentrated on higher-end fare. This philosophy and reduced release schedule would remain in effect for the rest of the decade.
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   Judy Garland introduced the wistful (and somewhat melancholy) “Have Yourself a Merry Little Christmas” in the 1944 film Meet Me in St. Louis as Margaret O’Brien, who played her younger sister, listened. (Photofest)


  The 1947 lineup that included Miracle was fairly typical during that period. At the first national sales conference following the war, the president of TCF, Spyros Skouras, announced that the company would continue to follow its “established policy” of focusing on four genres of films: 1) adaptations of best-selling books; 2) musicals filmed in Technicolor; 3) outdoor pictures filmed in Technicolor; and 4) dramas filmed on location.3 A total of twenty-five films were released that year, and they were all “A” list productions, even though only eight were filmed in Technicolor. Contrary to later statements made by some members of the cast and crew, Miracle was not a “B” picture. It featured a top producer and director, major stars, and was filmed on location, all of which were not characteristic of low-budget movies.
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   A film that would go on to become a Christmas classic, It’s a Wonderful Life, came out just six months before Miracle on 34th Street. (Photofes)t
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   One of the major additions to midcentury Christmas culture was Rudolph the Red-Nosed Reindeer. He was introduced in a coloring book by the Montgomery Ward department store in 1939 and then got his own song in 1949. (Author’s Collection)
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   Footnotes


   

  * Miracle on 34th Street went through several title changes from the original story until its final release as a film. This is discussed in detail in chapter 5. To be consistent and avoid confusion, the final title will be used throughout the book instead of the various other titles.


  * The Western Avenue lot was located on the corner of Sunset Boulevard and Western Avenue in Los Angeles. It became the secondary lot when the new lot opened on Pico Boulevard in 1928.
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   Director George Seaton, left, and writer Valentine Davies, right, on the set of Miracle on 34th Street. Although officially Seaton was credited as the screenwriter and Davies was credited with writing the original story, both admitted that developing the narrative was very much a collaborative affair. (Photofest)


  CHAPTER 2


  The Story


  
  
  The idea for Miracle originated with writer Valentine Davies, but it would take the combined efforts of two other men, namely George Seaton and William Perlberg, for the story to become a motion picture.


  


  Not surprising for the author of a quintessential New York story, Davies was a native New Yorker. Born in 1905 to a fifth-generation New York family, he attended the Horace Mann School in the Bronx. He was then accepted into the University of Michigan, where he was involved in acting and directing campus plays, and where he also wrote a column for The Michigan Daily, the school newspaper. He married Elizabeth Strauss, the daughter of the head of the English department, during his senior year. The couple would eventually have two children. After graduation in 1927, the couple returned to New York to join his father in the real estate business. But over the next couple of years it became evident that Davies was not cut out for the real estate business (nor it for him, as he quipped), and he concentrated on his writing.4


  He completed his first play, titled Three Times the Hour, which was staged by producer Brock Pemberton (future founder of the Tony Awards) in 1929. This led him to abandon real estate completely. He went on to study at Yale with professor George Pierce Baker, and wrote another one-act play, The House of Juke, which was picked up by publisher Samuel French. His later work as a Hollywood screenwriter was presaged by his stage adaptation of the Earl Derr Biggers’s Charlie Chan novel, Keeper of the Keys (at the time, the Charlie Chan films were being produced at TCF; incidentally, this turned out to be the only Charlie Chan novel that was never filmed), and a play produced in 1937 called Blow Ye Winds, starring a young actor named Henry Fonda. TCF had turned Fonda into a movie star just a couple of years earlier with homespun films like The Farmer Takes a Wife (1935) and Way Down East (1936).5


  Despite the success of his plays that he had written for the Broadway stage, it was his short story entitled The Band Played On, about the birth of swing music, that attracted the attention of Hollywood. Director William Dieterle, at RKO at the time, brought Davies out to Los Angeles in 1941 to adapt his story into the film Syncopation (1942), which featured some of the great big bands of the era, including Harry James, Gene Krupa, and Benny Goodman.6


  During World War II, Davies enlisted in the US Coast Guard Reserve and served for three and a half years as a personnel officer at the Operating Base in Wilmington, Delaware. It was during this time, in December 1944, that he got the idea for Miracle. One day while shopping for a gift for his wife, he was being pushed around by throngs of people. He later recalled that there was “something about the annual pre-Christmas rush [that] stirred in me a vague resentment at the high-pressure commercialization of the Christmas spirit. If there were a Santa Claus, I thought, and he should wander into any modern department store, he’d be a pretty disillusioned old boy.”7


  He started thinking that this might make a good movie, but almost as quickly dismissed the idea, thinking it posed too many problems to work on the screen. Most films feature young, attractive people as the protagonists, and this story would have an old man of dubious mental capacity as the hero. He also feared that “the quicksands of sticky sentimentality” would be “almost inescapable.” Reluctantly, he shared the storyline with his wife, who was usually critical of his ideas; but, to his surprise, she really liked it and encouraged him to continue developing the narrative.8


  A month later, in January 1945, while Davies was on a seven-day leave from the Coast Guard, he met up with his wife Liz and their old college friends, George and Phyllis Seaton, at the Hidden Well Ranch in Las Vegas.9 While there, Liz suggested that Davies share his story idea with Seaton, who was one of the sixteen staff directors working at TCF at the time.10 Even though he was reluctant, Davies did so. Seaton really liked it, but had one suggestion right off: Instead of Santa Claus, what about a man who just thinks he’s Santa Claus.11 Seaton also expressed interest in making it into a movie.12


  For the next five months, Davies would work on the story during his off hours in the Coast Guard,13 which gave him a lot of time to ruminate about the details. Since he had conceived the story as a motion picture, he knew it would have to meet certain criteria in order to be financially successful. Even though the story would be primarily about Santa Claus, it would have to be framed within a love story, starring an actor and actress with box office appeal. The female lead, Doris, would be the antagonist, with a negative experience that has led her not to believe in Santa Claus; and the male lead, Fred, would be the protagonist that would change her mind. Davies believed a love relationship would be “the sharpest way of bringing the two people with widely divergent philosophies together in direct conflict.” Ironically, he later noted, many of the scenes that developed the love story did not end up in the final cut of the film, and so, ultimately, it ended up being more focused on Santa Claus after all.14


  Davies debated whether or not to have Doris be a divorcée. In his first written treatment of Miracle, a twenty-page story outline, Fred and Doris are actually married (last name Barton), and they have one daughter named Margaret. Both work at Macy’s, where Doris is a personnel manager and Fred is an accountant. Personality-wise, the characters are much the same as they are in the movie. As in the film, conflict arises when Fred takes Margaret to see Santa.* This results in a fight between the two about fantasy and reality and its effects on children, and then Fred reveals that he has quit his job and wants to become a writer and move the family to Maine. Doris, of course, thinks this is ridiculous, and the two decide to separate temporarily, with under-tones that it will become permanent.15 Under this construct, Kris Kringle then works his magic to help save their marriage.


  But the idea of Fred and Doris being married did not last long. Davies debated whether or not to have Doris be a widow, but ultimately felt that her “disillusioned, bitter attitude,” which she had conveyed to her daughter, “could stem only from a very bitter marital experience and the additional bitter and disillusioning experience of divorce.” If her husband had merely died, her bitterness “would have mellowed . . . [in]to something quite different.” Davies felt that “If the story says anything at all about divorce, it shows only its shattering effect upon Doris and her daughter.”16 When he wrote the second story outline of Miracle, Doris had become a divorcée.


  Perhaps surprising to modern audiences, divorce was not uncommon in Hollywood films in the first half of the twentieth century. From the silent era through the early 1940s, divorce was great fodder for dozens of films, both dramas and comedies, such as Private Lives (1931), The Gay Divorcée (1934), Dodsworth (1936), Stella Dallas (1925 and 1937), His Girl Friday (1940), and The Philadelphia Story (1940), to name a few. Divorce was used more sparingly as a plot device during the World War II years, probably because Hollywood was trying to avoid depressing subjects during a dreary era. Nonetheless, Davies did receive some criticism from viewers for this choice. Coincidentally, all of the principal cast members had been affected by divorce in their personal lives: O’Hara had been tricked into a marriage right before coming to America and had to go through a divorce; Payne had divorced actress Anne Shirley just a few years before working on the film; Gwenn had divorced his wife thirty years earlier; and Natalie Wood’s mother had divorced her first husband before marrying Natalie’s father.


  Another challenge Davies had to work through was in creating a realistic Santa Claus character. The first problem was coming up with a name. Davies explained that he ended up choosing “Kris Kringle” because “people in the story would have to call him something, and to have had them call him ‘Santa,’ for instance, would have implied acceptance of him as Santa Claus immediately. Whereas, having them call him ‘Kris,’ which is a name not exclusively associated with Santa Claus, implied the indecision in most people’s minds which we wanted to maintain through the story.”17 The name works well because it includes a first and last name (unlike St. Nicholas, for example), and is plausible as a real name in the modern world. Davies originally spelled his name “Chris” in the first story outline, and then switched to “Kris.”18
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  Modern audiences often think that divorce was a taboo topic during the early years of Hollywood. However, there were many popular films which featured it as a major element of the plot, such as the Fred Astaire and Ginger Rogers musical The Gay Divorcée (1934) and the Howard Hawks’ comedy His Girl Friday (1940)). (Photofest)


  A second challenge was how to handle Kris’s belief in himself as Santa Claus. Davies later wrote that he had concocted the idea “entirely [as] an example of literary imagination,” though the idea of a person believing himself to be someone else was based on several documented cases of such delusions. The discussions about Kris’s mental state that ended up in the story were based on actual conversations that Davies had with psychiatrists as to why someone would have such a delusion.19 Later on, Seaton also discussed the Kris character with his friend Dr. May Romm, who was a psychiatrist practicing in Beverly Hills, and paid her $1,000 for her input.20 John C. Eagan, MD, was also hired as a technical advisor.21
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  Developing the character of Kris Kringle posed some challenges for writer Valentine Davies. (Photofest)


  Davies registered his twenty-page story outline containing a synopsis of fifty-two scenes with the Screen Writers Guild on July 3, 1945 (#29243).22 Since the plan was to turn the story into a movie through Seaton’s connection at TCF, a couple of weeks later Davies sold the story to Seaton Productions (which consisted of George and Phyllis Seaton) for $7,500 cash, plus 50 percent of the resale price up to $30,000.23 If the story made it into production, Davies would be credited as the author of the original story, and Seaton would be credited as the screenwriter.
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  George Seaton and William Perlberg worked together on a wide variety of films, including the religious drama The Song of Bernadette (1943). Seaton’s screenplay was nominated for an Oscar. (Photofest)


  Though only in his mid-thirties, George Seaton had already had a long and varied career in the entertainment industry. He was born George Stenius in 1911 in South Bend, Indiana, but was raised in Detroit and attended Exeter Academy.24 He had plans to attend Yale but decided to pursue a career in acting instead, and returned to Detroit, where he was hired as an actor in the Jessie Bonstelle Stock Company. He would find fame in the early 1930s as the voice of The Lone Ranger on radio, where he would curdle the airwaves with his famous “Hi Ho Silverrr!” He also got a lot of acting experience, since he was also the voice for all of the other male characters on the show.25


  During the mid-1930s, Stenius made it to New York and tried his hand as a playwright. One of his plays got submitted to MGM, which led to a job with that movie studio. He married Phyllis Loughton, a drama coach at Paramount, in 1936, and the couple would have two children. Around this time he legally changed his last name to Seaton. While at MGM, he worked with Irving Thalberg, and would get a writing credit for the Marx Brothers film A Day at the Races (1937). He then worked briefly as a writer at Columbia, where he soon began a long and prosperous partnership with producer William Perlberg. The two ended up moving over to TCF in 1940, where Seaton would become a deft writer on Jack Benny comedies like Charley’s Aunt (1941) and The Meanest Man in the World (1943), and on big, splashy musicals like That Night in Rio (1941) and Moon Over Miami (1941). In 1943, Perlberg gave Seaton the opportunity to do something more serious when he adapted the religious drama The Song of Bernadette (1943) into a screenplay. It was a successful turn, and he ended up getting nominated for an Oscar. The two would start working consistently together on productions at TCF.
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  George Seaton’s dream came true when he was assigned to be the director on Billy Rose’s Diamond Horseshoe (1945), which was produced by his good friend William Perlberg. (Photofest)


  But Seaton had some bigger ambitions. He wanted to become a director because “he was disappointed in the way other directors handled his lines.”26 He was most interested in getting his own scripts made into films: “By directing it myself, I can put my ideas on the screen just as I conceive them. It’s just the old, old story of getting a thing done the way you want it by doing it yourself. I also feel that having been an actor as well as writing my own screenplays, gives me a distinct advantage in directing.”27 Being a writer and director, though common today, was a bit of an anomaly in the 1940s. Other than a handful of men like Seaton, John Huston, and Preston Sturges, there were not that many writers or directors who did double duty. Seaton was finally given the opportunity to be the writer and the director on the Betty Grable musical Billy Rose’s Diamond Horseshoe (1945), with William Perlberg as producer.


  Even though Davies had worked at TCF before the war, Seaton probably helped him get hired on again as a contract writer in September 1945.28 During the next six months, he and Seaton worked on the screenplay for Miracle in their spare time, and in March 1946 Davies produced a second story outline which was only seven pages long, with descriptions of forty-one scenes.29 He then spent the next three to four months working on a seventy-eight-page, full-length version of the story, which he completed in July.30 Even though he was the writer of record, he always made it clear that the development of the story was very much a collaborative effort between him and Seaton.31 The story was now in a good-enough form to try and sell to TCF. Seaton gave producer Perlberg a copy of the full-length version of the story, which he had told him about previously.32


  William Perlberg was the third man responsible for getting Miracle on the screen, and would be responsible for convincing TCF to finance the picture. He had worked his way up through the motion picture business and was one of seventeen producers on staff at the studio.33


  Born in 1900 into a Russian-Polish family, Perlberg had emigrated as a child with his family to New York City, and by 1910 they had settled in the Bronx.34 He graduated from Cornell and married vaudeville star Dagmar Brox of the Brox Sisters in 1928. The couple would have one son. He was hired at the William Morris Agency in New York and worked there for five years before being sent to Los Angeles to open a branch of the agency there.
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  William Perlberg, the producer who made everything come together for Miracle on 34th Street. (Photofest)


  In 1933, Perlberg joined Columbia Pictures as a casting director. He worked his way up, and eventually became executive assistant to the president of Columbia, Harry Cohn, and then became an executive producer. After his move to TCF in 1940, Perlberg worked on several important pictures, including big musicals like Hello, Frisco, Hello (1943) and State Fair (1945), and lavish dramas like The Song of Bernadette (1943) and Forever Amber (1947).35


  Confident about Miracle, Perlberg submitted it to Darryl Zanuck on July 19, 1946.36 Zanuck, who was the vice president of TCF in charge of production, clearly remembered that Miracle “was not submitted as a story but as a gambling proposition—one of those things that producers usually run away from.”37 As Seaton recounted a quarter-century later, Zanuck told him, “George, you’re crazy. Who in the hell is going to care about an old man who thinks he’s Santa Claus?”38 Assistant director Artie Jacobson also remembered that Zanuck just “couldn’t see Santa Claus in a court of law in New York City.”39
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  Darryl F. Zanuck, vice president in charge of production at Twentieth Century-Fox, gave William Perlberg and George Seaton the green light to make Miracle on 34th Street. Following the success of the film, Perlberg was heard saying that he now “believes in Zanuck Claus.”* (Photofest)


  Zanuck really wanted Seaton to direct a film based on a story that had appeared in Reader’s Digest a few years earlier, called Chicken Every Sunday, a light comedy/drama about the fortunes and foibles of the Hefferen family in turn-of-the-century Tucson, Arizona. Seaton was not at all interested, calling the story “lousy.” So Zanuck struck a deal: He told Seaton he would greenlight Miracle if he would agree to do Chicken. Seaton reluctantly acquiesced and kept his end of the bargain. As with Miracle, he and Davies developed the screenplay together. Eventually, things turned out as Seaton had predicted—Miracle was a success and Chicken is now forgotten.40 (To be fair, even though Chicken Every Sunday [1949] is not well-remembered, it is a nice little period piece with Dan Dailey and Celeste Holm, and features several of the cast members from Miracle, including Natalie Wood, William Frawley, and Porter Hall.41)


  But any hesitance on Zanuck’s part was short-lived. Contemporary correspondence indicates that after Zanuck read the original story, he was “very enthusiastic,” which is confirmed by the fact that the studio purchased it for a significant sum and moved forward with the production.42 When Zanuck read the screenplay in early November, he did so “with great pleasure.” He was almost effusive in letting Perlberg and Seaton know that he found the treatment to be “excellent, fresh, exciting, and delightful,” the story “very honest and believable,” and summed it up with the unequivocal “I like it immensely.”43 He was concerned about them capturing the “real spirit of the subject,” which, if handled correctly, he thought, could potentially be “a masterpiece”; if they didn’t, “it would be a horrible bust.”44 Davies would often later quip that apparently “a lot of people believed in Mr. Kringle.”45


  By early August of 1946, the studio was planning on buying the story.46 The legal department did its due diligence to make sure the story was clear of any liens or encumbrances, and in early September the executive committee recommended moving forward with the purchase.47 Three weeks later, on September 20, 1946, TCF paid $100,000 for the worldwide rights to the story.48 Seaton subsequently delivered $18,250 of the $100,000 purchase price to Davies, which was less than they had agreed upon, but is probably indicative of the approximately 20/80 percentage of the story and screenplay each one was responsible for creating.49 The final makeup of the production team was announced in early November 1946.50
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  One of the first orders of business after purchasing the story of Miracle on 34th Street was to have Edmund Gwenn try on Santa suits in the Twentieth Century-Fox wardrobe department in early October 1946, a month before the film went into production. (Western Costume)


  Even though Seaton had the first version of the screenplay ready for Miracle long before shooting began, the story went through several iterations before it reached its final form on the screen.51 He ended up creating four versions of the screenplay: the original, undated draft; a draft dated November 2, 1946; a second draft, dated November 16, 1946; and the final draft of the script, dated January 2, 1947, which was completed after the film crew had returned from shooting in New York. Other than a few revised scenes in February and March, it would be in its final form. Counting Davies’s two synopses, his full-length version of the story, and the subsequent book that he published (discussed in chapter 9), there are eight different versions of the story. The changes in the various versions demonstrate how different the film could have ended up on the screen.


  Much of Davies’s original story did make it into the film, but there were several additions and subtractions made by Seaton as he worked on the screenplay. One of the most striking elements of Miracle is its aim at realism and authenticity. This was a very intentional endeavor. Valentine Davies later stated: “We realized at the outset the necessity of using real names and real places as much as possible because we felt then as we do now that the success of the story was based upon the blend of complete realism and fantasy.”52 During the planning stages, as one critic later noted, they “threw away the book of don’ts in regards to using real names and places.”53


  The initial goal was to incorporate as many real elements as possible and make, in essence, a docudrama that was grounded in authentic, everyday life. Macy’s and Gimbels were featured in Davies’s story very early on, and were the most important parties to have on board; luckily, they were not too hard to convince (discussed in chapter 5). But Seaton went further and incorporated several other publications, media personalities, and products into the screenplay, although, despite concerted efforts, none of them ended up appearing in the final film.
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  Susan gives Kris a page she has torn from a magazine with the house she wants. The magazine was supposed to be House Beautiful, but publisher Hearst wouldn’t give permission to use its name. (Photofest)


  Seaton wanted to include actual publications and media personalities in the film which would have given it the look and feel of a documentary. He really wanted newspaper headlines from legitimate news outlets (not tabloids) to be shown during the hearing, and so wrote copy in the style and format of those papers.54 The headline MACY’S SANTA HAS LUNACY HEARING was supposed to be from the New York Times; KRIS KRINGLE KRAZY? KOURT KASE KOMING; ‘KALAMITY!’ KRY KIDDIES was supposed to be from New York’s Daily News; and DOCTORS DOUBT SANITY OF SANTA WHO LAUNCHED GOODWILL CAMPAIGN was supposed to be from the New York World-Telegram; and it was undecided which paper would feature MACY ADMITS HIS SANTA CLAUS A FRAUD. There were also plans to have a shot of Doris reading about the hearing in the New York Sun.


  During December while filming was going on, the studio’s New York legal office would be busy contacting all of these publications to see if they would be willing to participate. The general sentiment from the newspapers was that, if they had not created the actual content, they did not want it to carry their name. Ultimately, none of the newspapers agreed to lend their names to the production.55 Surprisingly, perhaps after seeing the success of Miracle, some of the newspapers changed their minds for the subsequent TV movies: The Daily News allowed its name to be used in the 1955 version, and again in the 1959 version, along with the New York World-Telegram.


  Seaton tried to incorporate prominent magazines as well. The illustration of Susan’s dream house was supposed to have been a page from House Beautiful magazine, and he originally intended for the page to feature the floor plan as well. When contacted, House Beautiful, a Hearst publication, wasn’t interested in being featured. He also wanted to feature the December 21, 1946, cover of The New Yorker and “The Talk of the Town” page in a Sunday brunch scene with Fred and Doris, but it, too, declined to participate, not wanting its name on a fabricated article.56 As a substitute, Earl Wilson, who covered life on Broadway in his column “It Happened Last Night” for the New York Post, was approached about using his name.57 He was a good friend of producer William Perlberg and was eager to be included in the film.58 The New York Post agreed to being featured in the film, but required that the fictional content, a clever little quatrain about Macy’s and Gimbels liking each other, be approved by the retailers.59 TCF had decided not to involve the stores until the film was finalized and so didn’t pursue this angle.
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  Earl Wilson, whose popular column “It Happened Last Night” ran for decades in the New York Post, was a friend of producer William Perlberg and was going to be featured in Miracle on 34th Street but his newspaper wouldn’t allow it. (Photofest)


  Seaton also tried to incorporate the New York Daily Mirror syndicated columnist and radio show host Walter Winchell into the film. He was actually going to be on-screen in a scene situated right before Charlie Halloran meets with Judge Harper in his living room. The scene had Winchell
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	Shoppers who go to Macy’s are sent to Gimbels, and then Gimbels refers them to Wanamaker’s, who recommends them to Bloomingdale’s, who sends them to Stern’s, who suggests they try B. Altman’s, who advises them to go to cross-country to J. W. Robinson’s in Los Angeles, etc.


	A commercial for Lucky Strike cigarettes urges customers to stay with Camels or Chesterfields or Old Gold if they are satisfied, since there is no pressing need to change.


	The new TCF film Forever Amber (1947), (also produced by William Perlberg) is advertised without superlatives such as “greatest” or “stupendous,” but is being promoted as one that is “darn good,” adding, “We hope you’ll like it.”


	A commercial for Calvert Whiskey is no longer targeting “men of distinction” and suggests that undistinguished men drink it, too.


	A tailor fitting a man with a jacket tells him it doesn’t fit him very well.


	A doctor telling a woman that she doesn’t need an operation.


	Men in a picket line carrying signs saying that their employer refuses to meet their demands, with the flip side of the signs stating “Maybe we’re demanding too much.”


	Finally, even The New Yorker concedes it’s not the best magazine out there, and that there are others that are pretty good.
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  Appendix A THE MIRACLE ON 34TH STREET SEVENTY-FIFTH ANNIVERSARY ON-LOCATION TOUR


  Since much of Miracle was filmed on location, you can still go visit many of these places. Here’s where you can go, seventy-five years on.


  [image: bck_fig_001]


  The intersection of Madison Avenue and 62nd Street is where Miracle on 34th Street begins. (Author’s collection)


  Begin your tour on the northeast corner of Madison Avenue and 62nd Street in Manhattan. This is where Kris begins his walk during the opening credits.


  Cross the street to the west side and continue down Madison Avenue, until you reach 61st Street, where you can turn right and walk halfway down the block to 19 East. This is where the Lillian Schary Waldman Interior Decoration store was in the film. (The building is gone, and the site is now occupied by a Tom Ford clothing boutique.)


  You can then experience a deleted scene. After correcting the order of the reindeer in the window display, Kris walked over to Central Park Zoo to feed the reindeer. Of course, there are no reindeer in the zoo, but you can visit some of the other animals as a substitute.
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  This artful lamppost (or perhaps its predecessor) can be seen during the opening credits as Kris walks down Madison Avenue. (Author’s collection)


  It was while he was at the zoo that Kris heard the strains of “Jingle Bells” and wandered through Central Park, over to the parade route. You can do that too (while streaming a symphonic version of “Jingle Bells” on your mobile device for the full effect), and find your way over to 77th Street and Central Park West. There, you can stand on 77th Street between the American Museum of Natural History and the New York Historical Society. This is where Doris and Kris first meet.


  You can then walk the forty-three-block parade route down Central Park West, turning onto Broadway and continuing, until you reach 34th Street. As you pass the stately apartment buildings, you can decide which one you think Doris and Fred lived in. If you want, you can stop at 253 West 58th Street, where an apartment on the third floor was used for filming. For full reenactment effect, stream “Sabres and Spurs,” “National Emblem March,” and a marching band version of “Santa Claus Is Comin’ to Town” as you promenade.
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  The 1946 parade route started here at Central Park West and 77th Street. The area still looks very much the same with the New York Historical Society on the left, the American Museum of Natural History in the middle, and the Beresford apartment building towering in the background. (Author’s collection)


  Another stop you can make along the way is at the northeast corner of Seventh Avenue and 50th Street, where, in the 1940s, the Hotel Taft and Roxy Theatre complex was located. The building now hosts a hotel and condominiums. The lobby of the Roxy occupied the south end of the first floor of the Taft Hotel, and then the auditorium extended in the back, along 50th Street. This is where Miracle had its world premiere and played for a month in June 1947. You can stand here and pretend you are waiting four deep in line to be one of the 21,171 people who saw Miracle on its opening day. The Roxy was tragically torn down in 1960, and America lost one of its greatest theaters. It was memorialized in the November 7, 1960 (page 46), issue of Life magazine, with actress Gloria Swanson (whose movie The Love of Sunya was the first movie to play here in 1927) in a dramatic pose amid the rubble. The theater was replaced by (what else?) a boring office building.
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  The parade route continued down Central Park West. Which building do you think Fred and Doris lived in? (Author’s collection)


  Once you arrive at Macy’s on 34th Street, heading west, note the canopies that are still there. These can be seen when Kris arrives at Macy’s at the end of the parade, and when Dr. Sawyer gets Kris into the limousine under false pretenses to go to Bellevue. Since this is a film-related tour, make sure to stop and read the plaque about halfway down the block, which states “Here the Motion Picture Began: On the night of April 23, 1896, on this site in Koster & Bial’s Music Hall, Thomas A. Edison with the “Vitascope” first projected a moving picture.”


  After digesting this fascinating little fact, continue walking down and cross over to the southwest corner of 34th Street and 7th Avenue. You can then look up (and take a picture if you want) of the street sign, with Macy’s facade in the background, just as we see it in the movie (except, apparently, it’s no longer smart to be thrifty—that’s been removed from Macy’s—and Seventh Avenue is now also known as Fashion Avenue).
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  The canopies along 34th Street at Macy’s are still recognizable from the film. (Author’s collection)


  [image: bck_fig_006]


  With a few additions and subtractions, the corner of 34th Street and Seventh Avenue still looks much like it did in 1946. (Author’s collection)


  You can then enter Macy’s. Understandably, most of the store has been renovated during the past seventy-five years, and does not appear as it does in the movie, but if you do go during December, you can still experience the crowds of holiday shoppers as depicted in the film.
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  Make sure to stop and read about this interesting little piece of film history. (Author’s collection)


  There are still some traces of Miracle in the store. We know that the North Pole Annex in 1946 was on the seventh floor, just as you exited the bank of elevators on the west side of the store, and the facing on the walls appears to be the same as it was in 1946. The bank of escalators located behind the elevators has definitely not been updated. You can briefly see Mr. Sawyer and Mr. Shellhammer getting off the “up” escalators on the seventh floor before they escort Kris to Bellevue.


  You can then go up to the eighth floor, where Santa now sits in residence during the Christmas season. There is now a display dedicated to Miracle on 34th Street here. Maureen O’Hara came and unveiled these animated displays when they were created for the street-level Christmas windows in 1999. They were subsequently moved up here to be a permanent fixture. The windows depict four scenes from the movie: Kris correcting the order of the reindeer; Fred and Susan watching the parade go by; Kris sitting on his throne; and the postal workers delivering the letters in the courtroom. There is a faux movie theater marquee and a Miracle movie poster, and the film is on a constant loop that you can stop and watch if you want.
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  In 1946, the North Pole Annex was located in the area in front of this bank of elevators on the west side of the 7th floor. (Author’s collection)
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  Mr. Shellhammer and Dr. Sawyer can be seen getting off the 7th floor “up” escalators before escorting Kris to Bellevue. The escalators look very much like they did in 1946. (Author’s collection)
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  On the 8th floor of Macy’s, stop and see this permanent display of animated windows created as an homage to the film. (Author’s collection)


  After completing your tour of Macy’s, you can exit through the doors on Broadway, turn right, and walk down to the old Gimbels store. It took up the frontage from 32nd Street to 33rd Street on the west side of Sixth Avenue. It is now unrecognizable from the way it appeared in the film, because it has been covered in glass paneling, but if you walk down 32nd or 33rd Street, you can see what the building looked like, since these facades have not been modernized.
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  The stately New York County Supreme Courthouse, located at 60 Centre Street in lower Manhattan, is where Kris’s sanity hearing took place. (Author’s collection)
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  The rotunda of the New York County Supreme Courthouse still looks much the same as it did when Miracle was filmed here in 1946. (Author’s collection)


  You can then head over to First Avenue, where you will find the old Bellevue psychiatric hospital building to which Kris was taken. It is located on the northeast corner of the intersection with 29th Street. The exterior was filmed, but got cut from the final version.


[image: bck_fig_013]


  Although the courtroom scenes were not shot on location, the Twentieth Century-Fox art department did a pretty good job capturing the look and feel of the actual courtrooms in the New Your County Supreme Courthouse, of which this is one. (Author’s collection)


  You can then head down (on foot or by subway) to the New York County Supreme Courthouse at 60 Centre Street in Lower Manhattan. This is where Kris’s sanity hearing took place. The exterior looks much the same as it did in the film. As it is a public building, you can go inside as long as you are willing to go through a security check. The courthouse was completed in 1927, and was a little less than twenty years old when Miracle was filmed here. You will instantly recognize the beautiful rotunda, where Dr. Sawyer tries to persuade Fred to avoid anything that will bring publicity. Take some time to view the murals, which were completed during the 1930s as part of the Works Progress Administration. You can then go peek into one of the courtrooms on the upper floors. You will be impressed at how similar they look to the courtroom that was re-created at the Twentieth Century-Fox lot in Los Angeles. (For more information on the building, check out their website: https://history.nycourts.gov.)
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  Though the shot of Doris and Kris on the steps of the courthouse was a process shot created back at the studio, the footage was shot from this angle. (Author’s collection)


  If you are really adventurous and want to explore the greater New York metropolitan area, you can go see Susan’s dream house. It is located at 24 Derby Road in Port Washington (not in Manhasset, where Fred said he wanted to live, but still on Long Island).784 It is adjacent to the Nassau Knolls Cemetery. The house is clearly recognizable; the only major change is a large dormer that was added to the roof on the second floor. The interior, of course, was a set back at the TCF lot, so there’s no reason to try to go inside. If you do decide to visit the house, remember that this is a private residence, so please be respectful.


  One place that you will never find, should you go looking for it, is the Brooks’ Memorial Home for the Aged, purportedly located at 126 Maplewood Drive in Great Neck on Long Island (according to Kris’s employment card). The facade, which we see Doris and Susan enter on Christmas Day, was not real, but the result of special effects done by TCF expert, Fred Sersen. Another example of movie magic.


  It is always fun to see the locales where a film was made and we are lucky that so many are still extant. Hopefully this little romp around New York will let you experience some of the magic of Miracle on 34th Street.





  Appendix B FILMING LOCATIONS INFORMATION SHEET
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  One of only a handful of original production documents to survive from Miracle on 34th Street (aside from the legal files), this art department set construction sheet lists the dates of filming and the locations (and, incidentally, spurred the writing of this book). Due to staining, the original is difficult to read and so the information has been retyped to recreate the original. “F” indicates that set construction was completed; “51201, 521202,” etc. references the production number “512” and the set numbers “01, 02,” etc.; “INT.” and “EXT.” indicate whether the shot was an interior or an exterior shot in the script; “PROC.” refers to a special effects “process” shot with rear projection; “BLACK FCXE” refers to a special effects shot; “FOLDED” refers to the breaking down of a set; and “LOC” refers to shooting on location. The stage information for the “CHRISTMAS HOUSE” and “EXAM RM-(Macy’s Hospital)” is missing due to a paper tear on the original.





  Appendix C WARDROBE DESCRIPTIONS


  How accurate is the colorized version? Here are color descriptions of the costumes from the original wardrobe continuity books. Note that there was not complete or consistent information for all wardrobe changes, so there are some gaps. Descriptions of costumes from the deleted scenes are included.


  MAUREEN O’HARA (DORIS) Change #1 (parade, and Fred’s apartment)


  Suit: two-piece brown wool, white bead trim


  Coat: camel hair


  Hat: tan beaver cloth, brown satin sequin trim band


  Shoes: brown kid leather, bow trim


  Hose: dark nylons


  Scarf: green and brown silk, large square


  Gloves: tan fabric


  Bag: tan kid leather, gold emblem


  Ring: silver (to cover wedding ring)


  Change #2 (on phone in Doris’s apartment)


  Robe: navy blue flannel


  Slippers: medium blue


  Change #3 (Susan meeting Kris at Macy’s; in Mr. Macy’s office)


  Dress: two-piece gray with black trim, coat fastened in this scene


  Sweater: black bouclé


  Jewelry: silver ring and earrings


  Hose: dark nylons


  Shoes: black suede


  Change #4(meeting with Dr. Pierce)


  Dress: two-piece suit, brown wool, white bead trim


  Hose: dark nylons


  Shoes: brown kid, bow trim


  Ring: silver


  Earrings: pearl


  Change #5 (dinner at Doris’s apartment)


  Blouse: white crepe, gold lamé trim


  Skirt: brown wool from Change #1


  Apron: light green and black, cotton


  Hose: dark nylons


  Shoes: brown kid, bow trim


  Ring: silver


  Change #6 (deleted Sunday brunch scene)


  Skirt: brown wool


  Blouse: tan stripe


  Apron: blue plaid Hose: dark nylons


  Shoes: brown kid leather, bow trim


  Ring: silver


  Change #7 / 7A (deleted searching-for-Kris scenes)


  Dress: three-piece gray and black suit


  Sweater: black bouclé


  Hat: black felt, black ribbon band


  Gloves: black fabric


  Bag: black kid, shoulder


  Hose: dark nylons


  Shoes: black suede


  Ring: silver


  Earrings: silver


  Change #8 (deleted nightmare scene)


  Dress: powder-blue flannel


  Mules: light blue and silver


  Handkerchief: white, lace trim


  Ring: silver


  Change #9 (Dr. Sawyer’s office and in the infirmary)


  Dress: two-piece gray with black trim; jacket open in this scene


  Sweater: black bouclé


  Hose: dark nylons


  Shoes: black suede


  Ring: silver


  Earrings: silver


  Change #10 (argument in Doris’s apartment)


  Dress: black wool with lace collar


  Shoes: black suede


  Hose: dark nylons


  Necklace: two-strand pearl


  Ring: silver


  Earrings: pearl button


  Change #11 (writing the letter to Kris; courtroom)


  Dress: two-tone blue wool, gray-blue and navy


  Coat: camel hair


  Beret: large navy felt


  Gloves: black fabric


  Bag: navy, shoulder


  Hose: dark nylons


  Ring: silver


  Earrings: pearl


  Change #12 (Christmas Eve, courtroom)


  Dress: three-piece gray and black wool


  Hat: small black felt


  Gloves: black fabric


  Sweater: black bouclé


  Bag: shoulder, gold emblem


  Hose: dark nylons


  Shoes: black suede


  Ring: silver


  Earrings: silver


  Change #14 and 14A (Christmas Day)


  Dress: aqua blue wool


  Coat: nutria fur (Maureen O’Hara’s own coat)


  Hat: light beaver with nutria fur trim


  Gloves: tan fabric


  Bag: tan kid leather, short straps


  Hose: dark nylons


  Shoes: brown kid leather, bow trim


  Scarf: print chiffon, sequin trim


  Necklace: two-strand pearl


  Ring: silver


  JOHN PAYNE (FRED) Change #1 (Fred’s apartment)


  Suit: gray, single-breasted, with red-and-blue-thread stripe


  Shirt: gray


  Tie: blue with red and light blue small figures


  Shoes: brown


  Handkerchief: white


  Change #2 (Susan meeting Kris at Macy’s)


  Suit: brown, double-breasted


  Shirt: tan


  Tie: brown with red and yellow figures


  Overcoat: gray herringbone


  Shoes: light brown


  Gloves: pigskin


  Scarf: blue


  Handkerchief: white


  Change #3 (dinner at Doris’s apartment)


  Suit: brown, double-breasted


  Shirt: tan


  Tie: maroon with figures


  Shoes: brown


  The following articles of clothing were added for the deleted scenes of Fred taking Kris out to the Brooks’ Home to collect his things:


  Overcoat: navy


  Hat: brown


  Gloves: pigskin


  Scarf: red, blue, yellow, and green plaid


  Change #4 (Fred’s bedroom)


  Pajamas: light tan, rayon


  Slippers: heel-less alligator


  Change #5 (deleted Sunday-brunch scene)


  Suit: brown, three-piece, single-breasted


  Shirt: tan


  Tie: maroon knit


  Shoes: light tan oxford


  Handkerchief: white


  Change #7 (deleted searching-for-Kris and nightmare scenes)


  Suit: dark green flannel, single-breasted, no vest


  Shirt: blue


  Tie: navy, white dot


  Shoes: black


  Overcoat: dark gray herringbone, three-button


  Hat: brown


  Change #8 (Fred’s office)


  Suit: brown, three-piece, single-breasted


  Shirt: tan


  Tie: red with tan and red teardrop figures


  Shoes: brown oxfords


  Change #9 (courtroom)


  Suit: plain gray, two-piece


  Shirt: white


  Tie: maroon with design


  Socks: black


  Shoes: black


  Handkerchief: white


  The following articles of clothing were added for the argument in Doris’s apartment:


  Overcoat: gray herringbone


  Hat: brown


  Change #10 (second day of hearing)


  Suit: gray with red-and-blue stripe, two-piece


  Shirt: white


  Tie: four-in-hand silk, dark blue, with small red and white figures


  Shoes: black oxfords


  Handkerchief: white


  Change #11 (Christmas Eve, courtroom)


  Suit: two-piece, single-breasted


  Shirt: tan


  Tie: four-in-hand silk, with red and tan hexagon figures


  Shoes: light brown oxfords


  Handkerchief: white


  Change #12 (Christmas Day)


  Suit: blue with chalk stripe, two-piece


  Shirt: blue oxford


  Tie: blue and white pattern


  Shoes: dark brown


  Overcoat: navy raglan


  Scarf: blue wool, plain


  Gloves: pigskin


  EDMUND GWENN (KRIS) Change #1 (opening sequence)


  Suit: brown tweed, orange stripe


  Shirt: white


  Tie: orange-and-tan wool check


  Shoes: black


  Coat: black, double-breasted


  Hat: black homburg


  Gloves: tan pigskin


  Handkerchief: white


  Cane


  Change #4 (Sawyer’s office; dinner at Doris’s apartment)


  Suit: brown tweed, three-piece, single-breasted


  Shirt: white


  Tie: orange-and-brown wool check


  Shoes: black


  Change #7 (Susan’s bedroom)


  Suit: gray flannel, three-piece


  Shirt: white


  Tie: maroon


  Shoes: black


  Handkerchief: white


  Change #10 (courtroom)


  Suit: dark blue, three-piece, single-breasted


  Tie: four-in-hand, maroon wool


  NATALIE WOOD (SUSAN) Change #1 (Fred’s apartment)


  Dress: turquoise jersey


  Sweater: pink (Natalie Wood’s own)


  Socks: brown, design top


  Shoes: brown oxfords (Natalie Wood’s own)


  Change #2 (meeting Kris at Macy’s)


  Dress: turquoise jersey (same as Change #1)


  Coat: red and green plaid wool


  Socks: brown


  Shoes: brown oxfords (Natalie Wood’s own)


  Hat: green felt


  Gloves: red kid


  Change #3 (dinner at Doris’s apartment)


  Pajamas: cotton print, two-piece


  Robe: blue flannel, pink trim


  Shoes: pink kid


  Change #4 (deleted Sunday-brunch scene)


  Dress: navy blue jersey


  Ribbons: blue satin


  Socks: brown, design top


  Shoes: brown oxfords (Natalie Wood’s own)


  Change #5 (deleted nightmare scene)


  Nightgown: light blue cotton, white eyelet trim


  Robe: light blue flannel, pink trim


  Shoes: pink kid


  Change #6 (writing the letter to Kris)


  Dress: turquoise jersey (same as Change #1)


  Socks: brown, design top


  Shoes: brown oxfords (Natalie Wood’s own)


  Change #7 (Christmas Day)


  Dress: powder blue, lace trim


  Socks: brown, design top


  Shoes: black patent-leather Mary Janes


  Coat: red wool, beaver trim


  Gloves: beaver and kid mitts
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  A Note on the Sources


  The original Twentieth Century-Fox production files are believed to have been discarded back in the early 1970s, around the same time that the publicity photographs were saved and put on deposit at UCLA. Since the production files are no longer extant, other sources were consulted. The Twentieth Century-Fox legal files (TCFLF) formed the basis for much of the information contained in the book. They were accessed in 2018, before the sale of TCF to Disney in 2019, and hence, their current location is unknown. The Valentine Davies papers at the Academy of Motion Picture Arts and Sciences (AMPAS) Margaret Herrick Library provided the other large corpus of archival material. The archive at Western Costume holds the original wardrobe continuity books. Most of the other information has been culled from published sources.
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FILMS RELEASED BY TWENTIETH CENTURY FOX IN 1947
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