
  
    The Good Fairy Takes Flight by Valerie Yaros


    


    “This scene of girls in a shower room, one taking a shower and another scantily clad must not be used.”


    Production Code Administrator Joseph Breen to Universal Pictures assistant general manager Harry Zehner, September 5, 1934


    


    Lights! Camera!…Censor?


    Of course The Good Fairy’s 32 year-old director William Wyler would not have called “Censor!” on the set at Universal Studios in the fall of 1934. But censorship’s complicating presence was surely on his mind as it was for his screenwriter Preston Sturges.


    The Good Fairy, began as a Hungarian stage play A jó tündér (which literally does mean “the good fairy”) by Mr. Ferenc Molnár, transformed into a successful Broadway play starring Helen Hayes in 1931. Although Broadway had censorship challenges of its own, New York playgoers were in general far more tolerant of “adult” subjects than motion picture audiences had come to be. Enforcement of the 1930 “Production Code” had finally come to life in early 1934, just before Sturges began writing the screenplay. A rigid list of “don’ts” had entered filmmaking, but producers chose to ignore this where they wished for years— this freedom effectively ceased in 1934 with the formation of the Legion of Decency and the Production Code Administration (PCA) of the Motion Picture Producers and Distributors of America (MPPDA). The PCA, headquartered in Los Angeles under the direction of Joseph I. Breen, was a successor to the MPPDA’s “Studio Relations Committee” and would become familiarly known as the “Breen Office.”


    


    The plot of The Good Fairy


    


    The 98-minute film of The Good Fairy that audiences finally saw in 1935, swept clean of practically all innuendo or “suggestiveness,” was this: teenage orphan Luisa “Lu” Ginglebusher (Margaret Sullavan), old enough to leave the orphanage, is chosen for employment as an usherette by Budapest movie theatre owner Maurice Schlapkohl (Alan Hale). Before Lu leaves the orphanage its head Dr. Shultz, (Beulah Bondi), firmly (but vaguely) warns her of the dangers of the “male gender” and reminds her to also do good deeds for others each day.


    Ushering at the theatre, Lu meets movie-going waiter Detlaff (Reginald Owen) and she’s moved to tears watching her first motion picture— a melodramatic production where faithless wife Mitzi (June Clayworth) is repeatedly ordered to “GO!” by her betrayed monosyllabic husband Meredith (Gavin Gordon). After work, Lu is briefly accosted outside the theater by Joe— a tall handsome “stage door Johnny” (Cesar Romero)— and fends him off by claiming Detlaff is her husband. Detlaff is charmed by Lu and invites her to have “beer and sandwiches” with him, and to attend the high-end party he will be working at the hotel the following night. At the party, Lu, who has borrowed a glamorous gown to wear from the movie theatre’s stage show, catches the eye of jovial, middle-aged wealthy businessman, Konrad (Frank Morgan), owner of a South American meat-packing company, and the perpetually tipsy and cheery extrovert Dr. Metz (Eric Blore), the Minister of Arts and Decorations. Detlaff attempts to keep innocent Lu from being alone in a “private dining room” with Konrad but finally, Lu fends Konrad off as she did Joe— by telling him she’s married…to an attorney, as she finally reveals. Disappointed, but undeterred, Konrad asks her husband’s name— he would like to employ a good attorney. Lu cannot claim Detlaff the waiter as her “husband” this time so makes a creative choice when Konrad leaves the room: to grab the room’s telephone book and pick out a lawyer. But, of course, a “good fairy” must choose a poor one. Through the magic of her “eenie, meenie, miney, moe” spell she closes her eyes and her finger lands on the name of her lawyer “husband”: Dr. Max Sporum (Herbert Marshall) who, as Detlaff confirms from the street address, lives in the same poor neighborhood as his cousin.


    The following morning, Konrad arrives at Dr. Sporum’s and is surprised to find the stiff and formal bearded attorney much older than he expected, humorless, lacking noticeable charm…and wearing an apron. Sporum’s office was oppressive too, with dark and heavy “outdated” furniture. What could pretty little Lu see in him? Konrad convinces Dr. Sporum that Dr. Metz recommended that Konrad hire him. The astonished Sporum has always believed “Honesty is the shortcut to success” and here is proof at last! Konrad signs Sporum to a five-year contract and provides him with money to purchase new office furniture, supplies, and a small automobile. Konrad’s secret plan, however, is to send Sporum away to South America on business— leaving Lu alone in Budapest for Konrad to resume his “courtship.”


    Later, Lu arrives at Sporum’s office while deliverymen are bringing in the new furnishings; he mistakes her for a delivery girl, and rhapsodizes over the new pencil sharpener she’s handed him. He shares the delight in his newly good fortune, assuring her that “Honesty brings its reward” and “Integrity is the shortcut to success.” She’s delighted that her ruse succeeded and her “good deed” will bring prosperity to the formerly dejected lawyer, but insists that he must update his appearance: shave off that unbecoming beard, purchase a nice new suit and buy himself that automobile (before Konrad changes his mind.) By the end of the day, the beard is gone, the suit is new, the tiny auto is purchased, and Sporum finds his heart opening to Lu. Although he cannot afford to give her a real fox fur stole, he buys the white fluffy “Foxine” (made of cat fur, according to Konrad later on!) that she admired at the store.


    Their romantic interlude abruptly halts when Lu tells Sporum she cannot see him that night because she has promised to meet a man at the hotel and go to his room— concealing, of course, that it is Konrad. Sporum, shocked and assuming the worst, stalks off. Heartbroken Lu is determined to follow through and go to Konrad’s so that Sporum will keep his new job, declaring, “If you start out to be a good fairy, you can’t stop right in the middle.” Faithful Detlaff trails Lu to Konrad’s hotel room where Konrad confesses that he really loves her, wants to marry her and have lots of children to call him “papa.” Detlaff, who had sneaked in, shuts off the lights, strikes Konrad and carries Lu off. Konrad catches up to them on the street, Detlaff gives him a black eye and speeds off in a taxi with Lu. The enraged Konrad heads to Sporum’s and arrives first, informing Sporum that his wife is involved with a waiter. The baffled Sporum declares he is unmarried. Lu and Detlaff arrive outside Sporum’s office as Lu defends Konrad’s actions, insisting, “I told you that he only wanted to marry me.” Detlaff retorts: “That was old when Jonah ate the whale.”


    At last, all four are in Sporum’s office. Lu explains everything and turns to leave. Sporum cries out to her, “Don’t go!” (evoking the “GO!” of the film Lu and Detlaff saw after they met), and Lu is overjoyed. Konrad keeps his promise to employ Sporum and declares: “If there’s any good fairy around here, it’s me!”


    And Lu becomes Mrs. Max Sporum.


    The finished film was innocent enough— it had to be. The Los Angeles Times would declare that “Nineteen hundred and thirty-four, most important of all, marked the crusade against indecency in films carried on successfully by a united church front under the title of the League of Decency.”


    Motion pictures were show business, with profits necessary for their survival— the industry could not afford boycotts by vast groups of offended movie-goers, or to release films without the PCA’s “seal of approval.” Universal Studios founder and president Carl Laemmle although known as the most genial of Hollywood’s movie “moguls” was foremost a businessman: he’d produced motion pictures for 25 years and would not take foolish risks with them. And although The Good Fairy director William Wyler was “family” (Laemmle was a distant cousin of Wyler’s mother, Melanie), he would still be subject to the Code’s rules. Laemmle had hands-on involvement with the Code the previous year, 1933, when producer Walter Wanger had appealed Joseph Breen’s decision that Metro-Goldwyn-Mayer’s film Queen Christina, starring Greta Garbo and John Gilbert, violated the Code. Laemmle and other studio heads were appointed as a “jury” to hear the case, but sided decided in favor of Wanger. Breen was upset that he had no real authority to enforce the code. That was about to change.


    On June 22, a boycott of “objectionable” films was recommended by the Federal Council of Churches of Christ in America, and Will Hays announced that his Motion Picture Producers and Distributors of America was going to improve its self-regulation for “the right kind of screen entertainment.” The next day’s Los Angeles Times reported, “The executive committee of the Federal Council of Churches urged members of twenty-five Protestant denominations of the United States and Canada to remain away from objectionable films and from the theaters showing them frequently. Asserting that protests of parents, churches, schools, women’s organizations and other groups interested in safeguarding youth have been ‘treated with scant respect’ the committee declared that the time has come for severe action.” The Times went on to announce that “the third Sunday in October has been set aside by the council as a time when all Protestant pastors are urged to present the motion-picture problem to their congregations and to unite all church organizations, including young people’s societies, in the movement.”


    The “third Sunday in October” would fall right in the middle of the filming of The Good Fairy.


    The Los Angeles Times carried a July 7th United Press story out of Chicago reporting a campaign to recruit 100,000 Catholic college students to join the League of Decency and boycott objectionable motion pictures— and perhaps books, magazines and the theatre as well. The Chicago diocese also issued a list of recent films rated from “Suitable” to “Immoral and Indecent.” Among the “Offensive in Spots” category was The Thin Man with William Powell and Myrna Loy, It Happened One Night with Clark Gable and Claudette Colbert, and Tarzan and His Mate with Olympic swimming star Johnny Weissmuller and Maureen O’Sullivan— both scantily clad in “jungle” attire. The “Immoral and Indecent” category had 31 titles, including Little Man, What Now?, a Universal film produced by Carl Laemmle, Jr., whose female lead was Good Fairy star Margaret Sullavan.


    The UP story also declared that “From Hollywood came the announcement by Joseph I. Breen, assistant to Will Hays, of the Motion Picture Producers’ and Distributors’ Association [sic] that the industry has adopted a policy of self-regulation. Directors of that organization agreed that no member will exhibit any film which violates the provisions of the production code drawn up some time ago [1930].” With Breen acting as arbiter, the announcement said, “all pictures made by major producers must be approved before being marketed. The supervision will start July 15.”


    Violations carried a hefty fine. In addition, state film censors waited with sharpened scissors to snip out portions of anything they deemed offensive to their film-going public (or themselves) before a motion picture was projected on their local silver screens.


    Los Angeles Times columnist Edwin Schallert, commented on the changes censorship pressures were exerting onscreen, noting in his July 22, 1934 article entitled “Can Harlow, Mae West Survive War on Sex Roles? New Pollyanna Parts May Wreck Careers,” that “uneasy lies the head that wears the unvirtuous diadem these days in Hollywood. Sexy thrones are toppling and the tinseled crown of the light o’ love is awry,” including Norma Shearer, Joan Crawford and Marlene Dietrich with West and Harlow. Would the new onscreen morality ruin these ladies’ careers? Schallert objected to unwarranted blacklisting of notable films, such as Margaret Sullavan’s latest, Little Man, What Now? Schallert continued: “Also, ‘Little Man, What Now?’ has been in trouble, but the blacklisting of that picture is violently wrong. Even in ‘Only Yesterday’ [Sullavan’s first film], where she was a sufferer for romance, and virtually the ‘other woman,’ Miss Sullavan maintained throughout the note of respectability. She has won loud applause for her interpretations, but none the less she is to be protected in the future. ‘Angel,’ story of a very promiscuous heroine, has been dropped from the schedule and ‘The Good Fairy’ will be considerably refined from the morals standpoint, despite that it was at worst a more whimsical than real affair.”


    


    The Production Code Administration (PCA)


    


    An article by the Motion Picture Producers and Distributors of America in the 1935 Film Daily Year Book of Motion Pictures described the Production Code Administration as “…the interpreter of the Production Code both in relation to stories and to scripts prior to their use in production and after they have taken final shape in photoplay form” and outlined its role as follows:


    


    “At four vital points the Production Code serves during the making of a picture:


    


    Consideration of the basic story before the final screen adaptation is written and, sometimes, before purchase. In this early stage the plot considered in relation to the Code may offer at once certain obvious points where care will be necessary, or where patently social values will be impaired or preserved, depending upon the manner of treatment.


    


    Examination of the script. Here the blueprint of the proposed picture is used in a second check with Code requirements. Danger points and opportunities for social usefulness now stand out in sharp relief.


    


    The initial stages of the actual making of a picture. The studio heads, supervisors, directors and others concerned with the making of the picture meet with the Production Code Administration to evolve and lay suggestions for the specific treatment of sequences that have been agreed upon as involving relation to the Code.


    


    Examination of the finished picture to assure that the processes that have gone before have resulted in a product consonant with the Code provisions. The final action by the Production Code Administration is the issuance of approval, without which a picture cannot be distributed or exhibited by a member company [of the MPPDA] or its affiliate.


    


    The PCA process for The Good Fairy began on the morning of August 3, 1934, when Breen arrived at Universal to meet with Sturges, Wyler, producer Carl Laemmle Jr. and associate producer Henry Henigson, and have the story outlined to him. Breen noted in a memorandum (housed today with many others in the library of the Academy of Motion Picture Arts and Sciences) that it was “…thematically acceptable. There is no living in adultery in the story as outlined to us this morning, and nothing suggestive of the ‘kept woman.’ Mr. Sturgess [sic] did say that there were some delicate scenes in his general conception of the story in which the girl is made to appear exceptionally innocent about the ‘facts of life.’ With regard to these, we told Mr. Sturgess [sic] that their acceptability would depend very much upon the writing of these scenes.”


    


    The Screenplay


    


    Crafting a censor-proof screenplay required Sturges to revise much of the Good Fairy’s original stage plot and dialogue, modify the characters and their relations to each other and minimize or eliminate “innuendo.” A filmable version of the story could not, for example, have Lu “spending the night” with Detlaff the waiter, as in the stage play.


    Universal had hired Sturges on contract as a writer/producer/director in February, 1934, to adapt his own work A Cup of Coffee (not to be produced until decades later). In May, he began the thankless task of adapting and “purifying” The Good Fairy for Wyler’s direction, with the pressure increasing as the first day of shooting loomed. On May 31, associate producer Henry Henigson sent Wyler an inter-office memo with a copy of the Good Fairy playscript, informing him that “Mr. Sturgess [sic] has been assigned to the job of writing the continuity and I would appreciate you becoming acquainted with this piece of property as I presume in all good faith that you will direct it.


    “P.S. This is subject to Mr. Laemmle, Jr.’s approval.”


    The pressure was heavy on Preston Sturges— he would need all his creativity to rewrite Molnar’s tale and Jane Hinton’s English translation into an acceptable Hollywood screenplay, plus the stamina to handle weeks of sleep deprivation to get the job done in time. Although each Good Fairy draft required “Breen Office” approval, due to the tight shooting schedule the office granted Universal the unusual privilege to begin filming scenes before review. Sturges’ fertile brain would be faced with the challenging— and exhausting— task of rewrites, rewrites, rewrites.


    Wyler’s script supervisor, Freda Rosenblatt, scoffed at some of the Breen Office notes and typed her own observations on September 4, 1934:


    “Any child over twelve is cognizant of ‘life’, especially is this true where many girls are together as in a boarding school or orphanage where they usually talk things over and for those that do not know there is usually at least a few to enlighten them…There might be a doubt as to just how much Lu knows about the subject of ‘life’ but to firmly establish her total ignorance makes the rest of the scenes thoroughly inconsistent.”


    Rosenblatt also felt that “…inasmuch as this is a Hungarian play it seems a shame to throw away the natural advantage of using the colorful Hungarian peasant dance the Chadash— also the beautiful wild Hungarian gypsy music in the cafe where the Waiter takes Lu— instead of the more common Tyrolean atmosphere and the trite ‘Ist das nicht Schnitzelbaum’ business which has even been used in shorts.”


    Joe Breen weighed in with six+ pages of comments on Sturges’ script, which he sent Universal’s Harry Zehner the following day, September 5. Excerpts reveal how the “Breen Office” controlled and influenced script content:


    


    “Scene A-5: The underlined portion of the following line should be deleted:


    


    SCHLAPKOHL:…‘where could I find a nice pure girl who wouldn’t flirt with the customers and worse.’


    


    “Scene A-12: The underlined portion of the following should be dropped:


    


    DR. SCHULTZ:…‘although they are all equally sweet and pure.’


    


    “Scene A-16: This scene of girls in a shower room, one taking a shower and another scantily clad, must not be used.


    


    “Scene A-17: This entire scene which deals with Dr. Schultz’ efforts to acquaint Lu with the ‘facts of life’ is definitely and gravely objectionable. It is our thought that Dr. Schultz’ advice to Lu should refer to her general unworldliness rather than— as is suggested in this scene— her ignorance in matters of sex. In our opinion, the most that may be said without offense is that Dr. Schultz may advise Lu to be careful of ‘men’ when she goes out into the world of which she knows nothing. It is important to follow this direction, as this element will attract the picture a great deal of forceful criticism which will effect [sic] the attitude of censors and other critics with regard to the rest of the picture.


    


    “Scene C-6: There should be no divan nor any reference to it anywhere in the script. Konrad’s manner in this scene should not be suggestive or lecherous, nor should his action or dialogue indicate that he has in mind a sex affair with Lu. The following must be eliminated:


    


    LU: ‘What’s that for…to lie down on if you eat too much?.’


    


    “Scene C-9:…Konrad should not kiss Lu on her shoulders. The reference to a centaur and a shepardess is very questionable. We suggest that some change be made here. It would be better if Konrad called himself a shepard. There should be nothing offensive in the manner in which Konrad takes Lu in his arms, and there should be no action of running toward a divan…The question as to whether this scene is objectionable and offensive will depend largely upon the manner in which it is played. If the action maintains a spirit of light comedy throughout, the scene will be greatly helped.


    


    “Scene C-13: The dialogue in this scene which indicates that Lu is struggling to release herself from Konrad’s arms should be dropped. In other words, the several uses of the expression “Let me go” from Lu should be deleted.


    


    “Scene G-4: Konrad should be fully clothed in this scene. The business of spraying the air with perfume should be dropped.


    


    “Scene H-6 continued: The use of the word “Cripes” should be changed.


    


    “[In conclusion] it is understood, of course, that we reserve our final opinion until we have seen another script with these changes and those we discussed at our conference incorporated in it. In any case, of course, final judgment is based upon the finished picture, and we feel sure that you will make every effort to produce this within the regulations of the Production Code and without any offense to anyone. With every good wish, I am, Cordially yours, Joseph I. Breen.”


    


    Breen could hardly feel “cordial,” however, towards a production commencing without an approved script. He dictated a two-page letter to Henry Henigson the day filming began, September 13, 1934, requesting that new script material be sent to his office immediately and reminding Henigson of the basic objectionable elements. Breen concluded: “In a conference with Mr. Henigson and Mr. Sturges we understood that certain changes were to be made in the story which, in our opinion, materially helped from the standpoint of the Production Code. The changes were to be as follows: In the scene in which Lu goes to Konrad’s apartment apparently prepared to sleep with him, Konrad would propose marriage to her, and confess an honest love. Lu would not be invited to change her clothes and no other objectionable element would be introduced. We repeat again our advice that in the last analysis our opinion must be based upon the finished picture. The fact that we cannot have a finished script as well as the fact that our official jurisdiction pertains only to the picture make such a procedure obvious…”


    The first day of shooting The Good Fairy, just a day after Margaret Sullavan’s minor shoulder injury on a badminton court, used 3,300 feet of the estimated 150,000 feet of film to complete it. No one could have predicted that 2 ½ months later, 250,190 feet of film would have been exposed with more to go.


    The following day, September 14, 1934, Breen sent MPPA president Will Hays in New York a four-page summary of PCA activities over the past two weeks declaring The Good Fairy the most problematical: “The first script contained certain questionable elements, both in story and in treatment, which made it unacceptable. We have had several conferences and have made progress towards removing some of the offensive elements. Unfortunately, on account of definite commitments, the studio has seen fit to start into production before they could rewrite the script. We have had a very clear understanding with them of the seriousness of the matter, and they have promised to submit the revised script, piece-meal, as fast as it is written. This is one picture which will bear very careful watching.”


    Henigson replied to Breen’s Sept. 18th letter on the 21st, assuring him that “…the paragraph covering the ‘facts of life’ scenes A-48 to A-55 has been rewritten in a manner that we feel is fair and reasonable. The scene will be played between Beulah Bondi and Margaret Sullavan in a perfectly straight, normal way and will have no inference of filth or dirt. In substance, it will be a scene in which an elderly and refined lady is permitting one of her charges to go out into the world and is explaining to her as little as is humanly necessary and possible to permit her to face the world in a reasonable way.”


    Breen continued to be bothered by the presence of the disgraceful divan in scene C-32 (Konrad’s private dining room) and directed Harry Zehner on September 24th that “there must be no divan, sofa, chaise-lounge, or similar piece of furniture in this scene.” Four days later, he reminded Zehner: “We repeat our advice that the furniture in this scene must not include a divan, sofa, settee, or similar object.”


    October 10th, 1934 brought more Breen requests for dialogue elimination, including this classic regarding Sporum’s beard: “Scene E-11 continued 4: The underlined portions of the following lines should be dropped:


    


    DR SPORUM: ‘Secondly, it keeps me warm in winter and cool in summer besides giving me something to play with when I’m nervous.’


    


    LU: ‘You could find something better than that.’”


    


    In spite of Breen’s continued protests, the divan refused to budge, forcing Breen to issue Harry Zehner a firm warning on November 15th that “no exception can be made to our advice that the furniture in this room must not include a divan, sofa or settee. We trust that this caution will not be ignored. The use of such furniture in the final picture will be rejected by us.”


    Shooting soon fell so behind schedule that Reginald Owen and Frank Morgan who were to being shooting Enchanted April together at RKO had to simultaneously be available to complete their work on The Good Fairy at Universal. The now over-scheduled Owen also had to reject an offer to star in a British production of Charles Dickens’ The Pickwick Papers.


    Wyler sent an inter-office memo to Jr. Laemmle on November 17th, assuring him that “in answer to your note of yesterday, I can only state that Mr. Sturgis [sic] is in steady contact with Mr. Breen and each and every objection of his is being seriously discussed and considered. We are doing everything in our power to reach compromises so as to satisfy Mr. Breen without injuring the picture.


    “As for the time required to complete shooting on “THE GOOD FAIRY” it is impossible for me, under the present circumstances to give a correct estimate. However, after carefully going over the remaining scenes, both with my supervisor and my assistant, I can safely state that without unforeseen difficulties, shooting of the picture should be completed at the end of fourteen more shooting days, beginning today.


    “Let me reassure you that we are working day and night and doing everything in our power to bring the picture to a swift conclusion.”


    Filming would continue for nearly a month.


    After a conference with Sturges and Wyler on November 18, Breen reversed himself on that suggestive divan/sofa/settee— with conditions. Breen wrote Zehner the following day: “Since the appearance of a sofa in the private dining room is a reasonable and legitimate article of furniture, we are agreed that this sofa may be shown. This sofa will not, however, attract attention in any way because of its appearance. Its presence will not be emphasized by camera action nor offensively indicated save in one instance. This will occur with the use of the lines,


    


    LU: ‘What sort of a room did you say this was?’


    


    KONRAD: ‘This? Just a private dining room.’


    


    LU: ‘Is that to rest on if you eat too much?’


    


    KONRAD: ‘That’s it exactly…you’re marvelous.’


    


    It is our understanding that this scene will be submitted for our approval, but that a protection shot in which this dialogue is eliminated will be made….[and] when Konrad picks up Lu and gallops with her, it is understood that he will not gallop toward the sofa.”


    Before November was over, Sturges himself was taken off Universal’s payroll, with The Good Fairy still unfinished.


    By December 4, after 56 shooting days, 250,190 feet of film had been exposed, but the end was in sight. On December 15, 1934— three months after the first day of shooting, The Good Fairy finished filming at long last, and post-production could begin.


    Although still “off payroll,” Sturges sent the following recommendations for editing on January 14, 1935, from his Hollywood home, just three days before the film was to screen for the Breen office:


    


    “SUGGESTIONS FOR DR. METZ RECRUITING


    


    1. Play Metz in long shot removing lines about “brisket.” This is a good line but gives false importance to Metz’ first entrance.


    


    2. Come in later on scene with Metz and Konrad. The scene doesn’t have to begin with “perfectly preposterous.” Come into this scene about three seconds before Frank walks out. End this scene on Reggie’s answer “yes, sir.”


    


    3. Make flash of Dr. Metz still shorter where Morgan says: “There’s the Minister of Arts and Decorations.”


    


    4. This scene will be as funny as in the rushes, I believe, if done in the following way: As Lu looks up and perceives Dr. Metz, cut to Dr. Metz BEFORE she says “Oh, there’s your friend again” instead of immediately afterwards. Show Metz for just a flash at the top of the steps, then cut to Lu saying “There’s your friend again” and then Morgan’s reaction. This scene was much funnier in the rushes than it has been since and I think this will fix it. Dr. Metz is too long at the post after seeing old lady return kiss and I still contend that it takes much too long for Lu and Morgan to reach the dance floor and that this is very dull. I suggest the following remedy: That Lu and Morgan leave the table, that as they leave we CUT TO Blore at the post without worrying about how he got there, that we play the scene with the kissing and the old lady right then and there and that, while they are laughing at the old lady blowing the kiss, we DISSOLVE directly into the private dining room.”


    


    Finally, nearly three weeks into the new year of 1935, everyone could exhale as The Good Fairy received Breen Office approval. Breen signed the documents on January 17, 1935 bearing the good news to Laemmle Jr’s assistant, Harry Zehner: “We have had the pleasure of reviewing your picture, THE GOOD FAIRY, and are happy to report that it seems to meet the requirements of the Production Code, and that in our opinion it should encounter no reasonable censorship difficulties. Attached is Certificate of Approval no. 561 for this production.”


    


    The Hollywood Premiere


    


    The Good Fairy opened in New York at Radio City Music Hall on January 31, 1935 and its lavish west coast premiere followed in glamorous Hollywood style thirteen days later— at the same movie theatre which appeared in the film as Schlapkohl’s where Lu begins her usherette job: the Hollywood Pantages.


    A February 11, 1935 advertisement heralded the event as: “Hollywood’s Most Brilliant Premiere in many months— Tomorrow Night! 8:15 P.M. Margaret Sullavan, Herbert Marshall in “THE GOOD FAIRY” a Universal Picture with Frank Morgan, Reginald Owen, Alan Hale. Harriet Hoctor, danseuse. Orchestra of 40 Pieces. THESE STARS WILL ATTEND: Claudette Colbert, Herbert Marshall, Gloria Swanson, Frank Morgan, Irene Dunne, Mae West, Sylvia Sidney, John Boles, E.G. Robinson, Joe E. Brown, Nancy Carroll, Henry Hull, Billie Burke, Barbara Stanwyck, Jeanette MacDonald, Anna Sten, Chester Morris, Marian Nixon, Colleen Moore, Sally Eilers, Burns and Allen, Edmund Lowe, Alan Hale, Marx Brothers, Neil Hamilton, Buck Jones, Roger Pryor, Spencer Tracy, Charles Butterworth, Gloria Stuart, Esther Ralston, Henry Armetta.” For the Premiere Only 1000 Reserved seats at $1.10. 500 unreserved seats at 55c.”


    Radio station KFAC broadcast the premiere live from the Pantages foyer on February 12 beginning at 8:15 p.m. Wyler and Sullavan were honeymooning, so would not be part of it. Out of town journalist Phyllis Marie-Arthur was among the crowd of excited fans outside the Pantages and wrote up her experience in a gushing article for the Journal and Republican newspaper of Lowville New York, printed on February 28, which captures the glamorous evening:


    


    WHEN LADIES MEET by Phyllis-Marie Arthur


    


    I Go To a Premiere


    


    At last I’ve dreamed true. I’ve attended a premiere, that is, I’ve been present at the most exciting part of the premiere, the sidewalk parade of stars.


    Stars, lights, crowds, a gala event. And believe you me, it was gala. When I arrived at 7:15 at the Pantages Theatre on Hollywood Boulevard where “The Good Fairy” with Margaret Sullavan and Herbert Marshall was showing, there was a crowd lined up against the chains stretched from the theatre to the street and the arc lights were cross-stitching the sky. I managed to squirm into the front row (I can’t see over a midget, you know) and there I stood first on one foot then on the other until about 8:30. The crowd booed and hissed any late comers who attempted to stand in front of the chains. The cops kept sweeping clots of people off the curbs. And there was audible disappointment when a Rolls Royce or Hispano disgorged its freight of nobodies. It was amusing to see the tenseness of the crowds, the craning of necks…the bated breath…the whispers of “Who is it? Who is it?” And then, as the women and their escorts, beautifully clothed, stepped from the car, the sudden lack of interest as the word passed from lip to lip “Nobody.” You certainly can’t hope to impress Hollywood with mere cash. It must have the glamour of a famous name before it will even look.


    I began to think they all were nobodies. The woman hanging on the chain next to me had been going to premieres for ten years. She wrote a sort of column, too. “The stars don’t come to these things much any more,” she said. “The premiere idea is dying out.”


    But despite her dour prophecies “The Good Fairy” premiere turned out to be a most brilliant one.


    Of course, I had never before seen a movie star in person, and I guess I must have missed some of the celebrities. They weren’t announced and almost everyone in the crowd had a different name for a star. But I recognized most of them much to my astonishment, for I’ve heard so much about their non-resemblance to their screen selves. Well, that may be true in part. But I couldn’t mistake Joe E. Brown for Clark Gable even in that crowd. The two most glamorous women present were Marlene Dietrich and Claudette Colbert. Marlene was among the first to arrive. She came in a gray Rolls town car, and wore a slim rough silk suit of brown with a scarf of mink and a
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