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		The Wizard of Oz

		In his fourteen books about Oz, three of which are collected here, Baum developed his vision of a socialist paradise. The Wizard of Oz (1900) introduces Dorothy, who arrives from Kansas and meets the Scarecrow, the Tin Woodman, the Cowardly Lion, and a host of other characters. The Emerald City of Oz (1910) finds Dorothy, Aunt Em, and Uncle Henry coming to Oz just as the wicked Nome King is plotting to conquer its people. In Baum’s final novel, Glinda of Oz (1920), Dorothy and Princess Ozma try to prevent a battle between the Skeezers and the Flatheads. Tapping into a deeply rooted desire in himself and his loyal readers to live in a peaceful country which values the sharing of talents and gifts, Baum’s imaginative creation, like all great utopian literature, holds out the possibility for change.



		“I am a writer today because I learned to love reading as a child—and mostly on account of the Oz books.”

		—ELIZABETH GILBERT
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		With paper and pen or needle and thread, storytelling has many traditions. Penguin’s award-winning art director Paul Buckley presents Penguin Threads, a series of Penguin Classics Deluxe Editions inspired by the aesthetic of handmade crafts with specially commissioned cover art. Jillian Tamaki’s embroidered artwork appears on The Secret Garden by Frances Hodgson Burnett, Emma by Jane Austen, and Black Beauty by Anna Sewell. Rachell Sumpter’s hand stitched cover art appears on The Wizard of Oz by L. Frank Baum, The Wind in the Willows by Kenneth Grahame, and Little Women by Louisa May Alcott. Sketched in a traditional illustrative manner, then hand stitched, the final covers are sculpt embossed. Through story, style and texture, the Penguin Threads is an exciting chapter in Penguin’s long history of excellence in book design, for true lovers of the book, design, and handcrafted beauty.
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		THE WIZARD OF OZ

		LYMAN FRANK BAUM was born in Chittenango, New York, in 1856. In addition to publishing numerous children’s books, he worked as a journalist, traveling salesman, horticulturalist, chicken breeder, theater manager, producer, actor, playwright, owner of a general store, and show window designer. His first book for children was Mother Goose in Prose (1897). In 1900 he published The Wonderful Wizard of Oz, which was a great success and inspired a musical theatrical version in 1902. Baum went on to write thirteen more Oz books, the last being Glinda of Oz, published posthumously in 1920. Although he is best remembered for the hugely popular Oz series, Baum wrote many other books as well, including Father Goose (1899), The Life and Adventures of Santa Claus (1902), and Queen Zixi of Ix (1905), as well as books published under various pseudonyms. In 1910, pursuing the burgeoning film industry as an outlet for more Oz stories, he moved with his family to Hollywood, where they lived until his death in 1919.
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			INTRODUCTION

			Home Sweet Home. When Dorothy Gale returns to Kansas at the end of her adventures in the Land of Oz, she declares that there is no place like home, and she appears content to be back on the farm with her Aunt Em and Uncle Henry. The MGM film based on The Wonderful Wizard of Oz, with which most people are nowadays more familiar than the novel, reiterates this message about home sweet home. But it is all a lie. Dorothy does not yet know what home is, and only those readers familiar with L. Frank Baum’s fourteen fairy-tale novels about Oz know that home cannot be found in America. Home is Oz, a transcendent Utopian paradise, that must be protected from America.

			Of course, Baum himself was not certain what he wanted to do with Dorothy and Oz when he began writing The Wonderful Wizard of Oz in 1899. He wrote intuitively, and when his readers demanded more sequels, and he needed money and respite from financial pressures, he turned to Oz, constantly elaborating what he thought might be the ideal socialist society. Not that Baum was a conscious political thinker, but he was highly aware of what was missing in his life and in American society, and Oz gradually came to embody Baum’s vision of a Utopian world. But in order to understand this vision and why Baum was compelled to return time and again to Oz, it is important to trace the contours of his life, which lead from the East Coast to the West, from Broadway to Hollywood, with important stopovers in Aberdeen, South Dakota, and Chicago.

			Born in Chittenango, New York, on May 15, 1856, with a heart defect, Baum was very much like the cowardly lion—all heart. He was the seventh of nine children, and his parents, Benjamin Ward Baum and Cynthia Ann Stanton, were from respectable, well-to-do families. His mother, a devout Methodist, ran the household as a stern disciplinarian. His father owned a barrel factory, which he sold in 1860 to begin a prosperous oil business in western Pennsylvania and upstate New York. This was the same year that the Baum family moved to Syracuse, and in 1861 Baum’s father bought a fifteen-acre country home called Rose Lawn, outside Syracuse, and it was here that Baum spent idyllic days exploring the country and developing great interest in horticulture and chicken breeding. Because of his heart disease,  Baum was at first educated at home and was fond of reading fairy tales and Victorian literature. However, in 1868, his parents decided that he needed more structure and discipline. So, they sent him to Peekskill Military Academy, which he detested. In fact, due to the cruelty and corporal punishment that he experienced there, Baum lasted only two years, and in 1870, he returned to Syracuse, where he continued his education with private tutors, never obtaining a high school diploma.

			When he turned fifteen, Baum received a printing press as a present, and he decided to produce a monthly magazine with his younger brother Harry. They called it The Rose Lawn Journal, and for the next three years they published stories, poems, riddles, articles, and advertisements. Already the young Baum, greatly influenced by Charles Dickens, showed a propensity for all kinds of writing and experiments. Never an idle dreamer, he always grabbed the initiative and sought to put his dreams into action. His dreams came to form his reality.

			By 1873, Baum became editor of The Empire, a local paper, and also worked as a cub reporter for the New York World. After The Empire was forced to close due to loss of funds, he established his own print shop in Bradford, Pennsylvania, and wrote for the newspaper The New Era for several years. This work, however, was not entirely fulfilling for the imaginative and energetic Baum, who also worked as a salesman, bred chickens, and, as secretary of the Empire State Poultry Association, published a magazine called The Poultry Journal. In 1880, he began to manage the opera houses and theaters in New York and Pennsylvania owned by his father, and became involved as writer and actor, despite having no theatrical training. It took him little time to produce his first success, a sentimental musical play called The Maid of Arran, written in 1881 and based on William Black’s novel A Princess of Thule (1874). Baum even starred in the production, which was mounted in Pennsylvania, Syracuse, and New York City in 1882, and he now became confident that he could have a career in the theater, which would be his life-long love.

			In the meantime, Baum had fallen in love with Maud Gage, a student at Cornell, during a Christmas party at the home of his sister in 1881. Maud was the daughter of Matilda Joslyn Gage, who collaborated with Susan B. Anthony and Elizabeth Cady Stanton to write the four-volume History of Woman Suffrage (1881–86) and who was famous for her own work, Woman, Church, and State (1893). Highly educated and independent, Maud came from a different social environment  than Baum, and yet they appeared to complement each other, she with her sober political ideas and practicality, and he with his boundless idealism and imagination. They were going to need both sobriety and idealism after their marriage, on November 8, 1882, due to a series of mishaps that would send them on a course of downward social mobility and financial need.

			In 1883, after settling in Syracuse, Baum continued writing plays, but with little success. At the same time he worked as a traveling salesman for Baum’s Castorine Company, the family oil business. Maud gave birth to Frank Joslyn Baum, the first of four sons, on December 4, and it appeared at that point that the family had a secure future. However, in 1884, Baum lost his shares in an opera-house chain through bad management and fire. He then opened up a small company to sell crude oil products in conjunction with his father’s business. But his father’s firm was failing because an accountant was cheating the company by falsifying the financial statements, thereby causing great losses. In 1885, Baum’s father had a serious accident that left him semi-paralyzed. By the time Benjamin Baum died, in 1887, the business had collapsed, and the oil fortune had all but vanished. With a second son to feed—Robert Stanton Baum was born on February 1, 1886—and his prospects for a theater career rather dim, Baum decided to join the many Americans moving west at this time to take advantage of the land boom. Maud had two sisters and a brother living in Aberdeen, and Baum went to visit them in June of 1888 to determine what he might be able to do in South Dakota territory. By September he moved with his family and opened a general store called Baum’s Bazaar. For the next three years he tried to establish himself in Aberdeen, but could not have picked a worse time, for the crops were failing and the farmers were about to plunge into several years of economic depression.

			Though enterprising, Baum was a poor businessman and did not know how to manage the stocks in his store properly to make ends meet. In addition, he was generous to a fault and could not bear to force poverty-stricken customers or those who had come upon hard times to pay their debts. He also preferred spending his time telling stones to children outside the shop or supporting the local baseball team to running an efficient business. By January 1, 1890, he was obliged to close the store and look for a job more suitable to his talents and proclivities. He soon took over a weekly, The Aberdeen Saturday Pioneer, as publisher and editor. For the next year and a half, Baum wrote articles on social events, politics, sports, gossip, weather,  and economics. Some of his editorials dealt with women’s suffrage, theosophy, electoral campaigns, the church, horticulture, and husbandry. Baum had always supported the suffragette movement and came out strongly for women’s equal rights. He was against organized religion and supported the Farmers’ Alliance, criticizing the government and banking system for not lending greater support to the farmers. His most popular column was called “Our Landlady,” which reported on conditions and people in a fictitious boardinghouse run by Sairy Ann Bilkins. Here Baum invented delightful stories that poked fun at well-known citizens in Aberdeen and included fantastic things such as electric blankets and flying machines. Yet, despite Baum’s remarkable journalistic talents, the circulation of the weekly dwindled because people could not afford the luxury of a newspaper. Baum had to set his own type, lay out advertising, and do printing for other concerns. In March of 1891 he returned the paper to its original owner and resigned as editor.

			When son number three, Kenneth Gage Baum, was born on March 24, Baum was desperate for a job. Fortunately he found one in Chicago as a reporter for the Chicago Evening Post. Within months, however, he left this job because his salary had been reduced and began working as a traveling salesman for the chinaware firm of Pitkin and Brooks. At this time the Baums (which included his mother-in-law, Matilda Gage) lived in a Chicago home that had no running water or bathroom, and Maud gave embroidery lessons at ten cents an hour to help support the family. Gradually Baum became the best salesman at Pitkin and Brooks and also helped customers design show windows. At the same time he continued writing stories and poems, which were published in local newspapers, joined the Theosophical Society, avidly attended baseball games, and supported populist causes, even taking part in a demonstration. In 1897, fatigue and nasal hemorrhages, signs of a stressed heart, caused him to retire as a salesman, and he assumed the editorship of The Show Window, the first magazine in America to be published for window decorators. As in everything else he did, Baum threw himself into this job with enthusiasm and became the secretary of the National Association of Window Trimmers. Imaginative and inventive, he wrote about and designed fascinating displays that would entice customers into stores. His experience in the theater played a major role here, for he envisioned the windows as scenes from fantastic plays and offered spectators a chance to change their lives through consuming the goods in the windows. But Baum was not interested so much in consumption as he  was in writing and theater. Encouraged by his mother-in-law, who thought highly of his bedtime stories for his sons, he began producing children’s books: Mother Goose in Prose (1897), illustrated by the famous Maxfield Parrish, My Candelabra’s Glare (1898), and Father Goose (1899), his initial collaboration with W. W. Denslow, who had already established a reputation as a gifted illustrator in Chicago. All these books were relatively successful, but it was the publication of The Wonderful Wizard of Oz, with the marvelous illustrations by Denslow, in 1900 that enabled Baum to resign his position as editor of The Show Window and dedicate himself totally to writing and the theater. Actually Baum never intended to write a series of Oz books. He followed The Wonderful Wizard of Oz with Dot and Tot of Merryland and American Fairy Tales in 1901, The Life and Adventures of Santa Claus in 1902, and The Enchanted Island of Yew in 1903. It was not until 1904 that he published a sequel, The Marvelous Land of Oz. The reasons he continued the Oz story reveal a great deal about American culture and Baum’s personal relationship to a Utopian fantasy that literally took over his life. First, there had been a great demand for a sequel to The Wonderful Wizard of Oz by readers of all ages, and the huge success of the musical adaptation in 1902 stimulated even more interest in Oz. The play, which was a sentimental farce for adults and employed new characters and creatures such as Imo-gene the Cow instead of Toto the dog, had a long run on Broadway and inspired Baum to try his hand at other Oz plays. Second, Baum kept writing short stories and tales with characters similar to those in Oz, but his readers kept urging him to place them in Oz. Finally, when Baum ran into financial difficulty because his theatrical ventures floundered and because he liked to live extremely well when he had the money, he knew that sequels with dramatic possibilities would provide him with the funds he needed. Thus, he developed a curious relationship to Oz: it was his pot of luck to which he could turn when he needed money, and it was the means through which he had formed a bond with hundreds if not thousands of readers who wrote and gave him suggestions for characters, incidents, and plots. To his credit, Baum, who called himself the Royal Historian of Oz, gradually realized that after its creation, Oz did not belong to him. True, he had conceived this marvelous land and its inhabitants, but Baum had tapped a deeply rooted desire in himself and his readers to live in a peaceful country, one that maintained tolerance for the weirdest creatures and strange behavior in communities such as Crystal City, China Country, Time Town, Regalia, Blankenburg, and many others that  were generally autonomous. That country was not America, and the more Baum cultivated the socialist Utopian relations and principles of Oz, the more he and his readers shared this knowledge.

			The 1902 play The Wizard of Oz, which was greatly rewritten by Julian Mitchell, the director, led to a dispute with W. W. Denslow about the “property rights” to Oz. For some time, Baum and Denslow had engaged in a kind of rivalry as to who should receive more credit for the creation of their books, especially The Wonderful Wizard of Oz. Since Denslow felt that he had been given a minor role in the production of the play and wanted a large share of the royalties, he split with Baum and went on to write and illustrate his own Oz books, which were not very successful. Since Baum had never truly appreciated Denslow’s illustrations, he was satisfied with this separation, and he now focused on the play and his theater career. Just as the profits from the earlier Father Goose had helped the Baum family buy a summer cottage in Macatawa, Michigan, the success of the musical helped the Baums move into a more comfortable house in Chicago. In the meantime, Baum threw himself into theater projects. He finished Search for Montague, based on Madre d’Oro an Aztec Play (1889) by Emerson Hough, in 1903, but it was never produced. He wrote the playscript and lyrics for Father Goose and the prospectus for a new play, The Maid of Athens, which was printed but not performed. Finally, in 1904 he published The Marvelous Land of Oz, illustrated by John R. Neill, who would do the drawings for all the subsequent Oz books until his death in 1943 and who also wrote four Oz novels himself in the 1940s. In this first sequel to The Wonderful Wizard of Oz, Baum introduced such memorable characters as Ozma, the rightful ruler of Oz, Jack Pumpkinhead, the Saw-Horse, and Professor H. M. Woggle-Bug. This book is notable because it obliged Baum to provide more historical information about Oz, its laws, and characters and to sharpen his vision of a socialist Utopian society. In addition, Baum began publishing a series of twenty-seven stories under the title “Queer Visitors from the Marvelous Land of Oz,” which appeared with illustrations by Walt McDougall in the comic pages of the Philadelphia North American, the Chicago Record Herald, and other newspapers until February 1905. Soon there were all kinds of Oz novelties (sheet music, postcards, pins, and recordings) that furthered the distribution and sales of Baum’s Oz books. In fact, the Woggle-Bug became something of a national fad and icon, leading Baum to publish The Woggle-Bug Book, illustrated by Ike Morgan, and to produce a play, The Woggle-Bug, in 1905 (which was not very successful).

			During the next two years Baum continued to publish works that were not related to Oz. For instance, in 1905 he completed a musical, The King of Gee Whiz, with Emerson Hough; a traditional fairy-tale novel, Queen Zixi of Ix, which Baum thought was one of his best works; and a novel for adults, The Fate of a Crown, under the pseudonym Schuyler Staunton. The following year, after a trip with his wife to see Egypt and parts of Europe, he started a series for older girls with Aunt Jane’s Nieces and Aunt Jane’s Nieces Abroad under the pseudonym Edith Van Dyne and a series for older boys, Sam Steele’s Adventures on Land and Seas, under the pseudonym Captain Hugh Fitzgerald. Yet, he could not abandon Oz, and over the next few years wrote Ozma of Oz (1907), Dorothy and the Wizard in Oz (1908), and The Road to Oz (1909). Nor could he abandon the theater, conceiving a traveling stage production called Fairylogue and Radio Plays in which he used slides, film, live actors, and music to tell Oz stories and other tales that he had written. He took this show on tour, opening on September 24, 1908, in Grand Rapids, Michigan, and closing on December 16 in New York City. Though the performances were well attended, Baum had underestimated the costs of staging such a large traveling show and consequently had financial troubles. Despite these problems, he invested in a film company and put all his energy into writing scripts for plays and in making films, the reasons why he decided to end the Oz series with The Emerald City of Oz in 1910. Of course, Baum did not want to abandon Oz entirely, nor could he. Rather he wanted to use the medium of film to realize his Oz fantasies, and it was important then to move to Hollywood, where the film industry was making great strides.

			In December 1910, the Baums migrated to Hollywood and bought a home that they dubbed “Ozcot” with money that Maud had inherited from her mother. This was the house that Baum would occupy until his death in 1919, and it was here that he devoted himself to raising flowers and winning awards as an amateur horticulturist. Moreover, he returned to breeding chickens and kept Rhode Island Reds in his yard. But Baum was far from retiring as a country gentleman when he arrived in Hollywood and continued writing plays, film-scripts, and poems. Despite his productivity, he had to declare bankruptcy in June of 1911 because of the debts that he had accumulated from Fairylogue and Radio Plays. When his plight was made public, Baum received well over a thousand letters, mainly from young readers, who offered to send him money or help him in any way they could. But Baum would not accept charity, and the only way  that he knew to recover from financial debt was to continue writing at a furious pace.

			Not only did he publish two new fantasies for children, The Sea Fairies (1911) and Sky Island (1912), but he also produced numerous books for his boy and girl series and was involved in the stage play The Tik-Tok Man of Oz, which opened at the Majestic Theater in Los Angeles on March 31, 1912. The favorable reviews of this play and the demands of his readers influenced Baum to resume the Oz series, and on July 1, 1913, The Patchwork Girl of Oz was published, followed by Tik-Tok of Oz (1914), The Scarecrow of Oz (1915), The Lost Princess of Oz (1917), The Tin Woodman of Oz (1918), The Magic of Oz (1919), and Glinda of Oz (1920), the last two appearing posthumously. These works were all conceived by Baum while he was engaged in writing other Oz works either for the cinema or for the theater. Never one to give up, Baum had formed the Oz Film Manufacturing Company and used characters and motifs from The Patchwork Girl of Oz, which had also been made into a musical in 1913, for a film. Three other films based on Oz themes were produced in the coming years, and Baum also wrote various short stories based on Oz themes and characters. Even after he had a gall bladder operation in February 1918 and his heart condition worsened, causing painful tics to his face, Baum kept working on his Oz books. Finally, he suffered a stroke and died at his home in Hollywood on May 6, 1919.

			It is tempting to read the trajectory of Baum’s life as that of a late-nineteenth-century pioneer who heads west into open territory when his opportunities run dry on the East Coast. In fact, Baum’s social and economic decline led to his decision to seek new and brighter opportunities in the Dakota Territory. When he suffered another setback during the depression years of the 1890s, he moved temporarily to Chicago, where he made and lost a fortune. Then, following his proclivity for experimenting with the latest technological inventions related to his art, he headed for California, as always with rose-tinted glasses, optimistic till the end of his days. He was an incredibly talented man with an indomitable spirit and drive, despite his heart condition. Journalist, printer, chicken breeder, actor, theater manager, playwright, oil salesman, owner of a general store, editor of a newspaper, window dresser, editor of a professional journal for window display, carpenter, inventor, cinematist, theosophist, supporter of the suffragette movement, baseball fan, owner of a film company, horticulturist, father of four sons, and devoted husband—throughout the  journey of his life, Baum developed new qualities by trying to fill all these roles, and many of these experiences and qualities were incorporated into the Oz books. Like Dorothy, he traveled to discover his talents, and like Dorothy, he gathered friends around him, accepting their help, and helping them in return.

			It is difficult not to idealize Baum, and when the first critical biography of his life is written, we may learn that he had an ugly and mean side. For instance, we already know that he wrote unkind remarks about Indians while living in Aberdeen. Certainly, he was not without his contradictions. But no matter what is discovered about Baum, it is important to note and perhaps to emphasize that his conception of Oz stemmed from a tragicomic vision of America and that Oz never stopped existing for him after the publication of The Wonderful Wizard of Oz in 1900. If we want to know his full vision and to know the profundity of Oz, it is necessary to read the fourteen Oz novels so that we can begin to grasp the cultural process that produced this peculiar American Utopian fantasy.

			Until recently, most critics read the Oz books as some kind of homage to populism and to socialist utopianism. However, during the last ten years several academicians have taken Baum to task for his contribution to the cult of consumerism in America, his anti-feminism, and his retrogressive political ideas. Since these writers raise some important and serious issues about Baum as an artist and the “ultimate” meaning of Oz, if there can be an ultimate meaning, they serve as a good starting point for reconsidering the Oz series as the year 2000 marks the 100th anniversary of the publication of The Wonderful Wizard of Oz.

			In 1988, Stuart Culver began a shift in Oz scholarship with his essay “What Manikins Want: The Wonderful Wizard of Oz and The Art of Decorating Dry Goods Windows.” He declared that “Dorothy’s search for the home imagined by Populist theory takes place in a gaudy, artificial fantasy world that is given over entirely to the values of consumerism. Oz’s green capital city, lying midway between the yellow wastes ruled by the Wicked Witch of the West and the blue land of the Munchkins, is a place of mixing and exchange” (101). Through a tour-de-force reading of Baum’s The Art of Decorating Dry Goods Windows and his involvement in the window display industry, Culver sought to prove that all relations in The Wonderful Wizard of Oz are commodity relations and reflect capitalist exchange values that cater to the needs of commerce. In his interpretation, the characters are similar to manikins and are used to  stimulate consumer desire. However, since this desire can never be entirely fulfilled, Baum’s fantasy projects an ambivalent image in which the characters as customers (readers) are encouraged to buy commodities as false images and yet can never achieve the “genuine” identities they desire through consumption. Though Dorothy ultimately refuses to become trapped by commodity fetishism, she does want to “appease a decadent taste for spectacle in the purest sense of the word” (113). In Land of Desire: Merchants, Power and the Rise of a New American Culture (1993), William Leach was much more severe in his critique of Baum and accused him of endorsing some of the worst aspects of consumer culture at the turn of the century. “Baum introduced into his fairy tale a mind-cure vision of America quite at home with commercial development of the country. Baum could have criticized American society. He could have used his fairy tale as a means of drawing attention to economic suffering and racial injustice, to the alienating new forms of industrial labor, to the extravagance and greed of many Americans, and to the pooling of wealth and power that was becoming a distinguishing, abiding feature of American capitalist society (250)… More to the point, there is no trace of a critique of capitalism in The Wizard of Oz. The book is a totally upbeat American fairy tale that, far from challenging the new industrial society, endorsed its values and direction” (250–51). Both Leach and Culver maintain that America had undergone a major socioeconomic transformation at the end of the nineteenth century making the home into a site of consumption rather than production. As a result, advertising through show windows and the mass media were to turn women into “artistic” homemakers who could aesthetically arrange articles of accumulation acquired through the power of the male breadwinner. In this regard, all of Dorothy’s contacts with the figures and places in the Oz books could be compared to the relations that “every girl” should cultivate as the perfect consumer. Culver focused his 1992 article, “Growing Up in Oz,” on The Land of Oz, interpreted as an anti-feminist tract. Here Culver maintained that the plot serves to condition readers to establish their identities through shopping. This intriguing and complex novel reveals how the boy Tip is actually the Princess Ozma, and both Ozma and Dorothy join together to put down a revolt led by a female general. According to Culver, Ozma is developed into a type of figurine or image in the course of the novel that encourages readers to buy into commodity fetishism and accept the domestication of women. More recently, M. David Westbrook endeavored to rectify the political-economist  approach to the Oz books in his 1996 essay “Readers of Oz: Young and Old, Old and New Historicist.” While agreeing with Leach and Culver that commodity fetishism and exchange value determine the relations between the various characters within Oz, he finds that their critique is inadequate because “Ozian commerce, like textual commerce in general, operates according to its own laws, laws distinct from those that govern the circulation of merely physical commodities” (114). Westbrook focuses more on the relations between readers and the Oz texts and demonstrates that the meaning of Oz is conditioned by the consumption of the texts. “While Culver sees the act of reading fantasy as an act of consumption that alienates the child reader from authentic experience and from production,” he concludes, “Baum asks whether readers are consumers or whether the reproduction of Oz in the reader’s imagination should be considered a productive process in its own right. In the case of Oz, the answers to the questions raised both by Culver and by Baum’s own texts can be found more easily in the local particulars of Oz’s circulation as a textual commodity than in a generalized discourse of political economy” (118).

			Although Westbrook does not sufficiently deal with the misreadings of the Oz books by Leach and Culver, his approach to the Oz books, with its reliance on reception aesthetics and readers’ response theory, is an excellent starting point for understanding the significance of Oz as cultural icon. Therefore, reflecting upon his notions about “readerly cultural production” and “conceptions of cultural property” and how they have contributed to the formation of the meaning of Oz requires returning to the texts themselves to reconsider the social and economic relations that Baum established in the fictitious land of Oz to show that its compelling feature rests in the cultivation of gift exchange and a principle of hope.

			Westbrook maintains that, without grasping how readers received and appropriated the Oz books, we cannot establish the value of Oz as cultural artifact and as commodity. His point is well taken. When Baum first produced The Wonderful Wizard of Oz with Denslow’s drawings in 1900, he had no idea how successful this fantasy would be and how it would capture the imagination of young and old readers alike. Indeed, it was an immediate best-seller, and he and Denslow sought to capitalize on its success. Not only did they enhance Oz’s exchange value as commodity with the production of the musical The Wizard of Oz in 1902, but they expanded the audience, for the play was directed mainly at adults. From this point on, the market for Oz  consisted of children and adults, and Baum and Denslow created all sorts of novelties (posters, postcards, pins, music sheets, boxes, etc.) that would continue to pique the interest and curiosity of loyal followers and potential customers. But what were Baum, Denslow, and the publishers of the Oz materials piquing? Clearly, the fascination with Oz on the part of the children and adults cannot be solely explained by consumer desire. In fact, as Westbrook shows, the reader input that compelled Baum (and Denslow, and later Neill, who seem to be forgotten by Leach, Culver, and Westbrook in their critiques) to continue producing Oz books is highly significant in determining what Oz meant and means. Oz was and still is more than just a commodity. In particular, Baum gave Oz as a kind of gift to the public and cultivated Oz in a singular rapport with his readers, who saw in Oz an embodiment of social relations that were not possible in America. Many readers maintained a personal relationship with the author through letters that influenced Baum in his attitude toward Oz, which, as we know, he protected from encroachment by hostile forces.

			Oz did not die after Baum’s death. Ruth Plumly Thompson was appointed Baum’s successor by Maud Baum and the publishers, and Neill continued illustrating the “official” Oz books until his death in 1943. In the meantime, numerous other writers and artists wrote Oz parodies, sequels, stories, and novels, and Oz films were produced, the most significant being the MGM production in 1939 with Judy Garland as Dorothy, Bert Lahr as the Cowardly Lion, Ray Bolger as the Scarecrow, and Jack Haley as the Tin Woodman. This film was not initially a great success, and the reception of the Oz books had undergone somewhat of a change in the 1940s with many librarians censoring the series either because of the positive images of witches or because of its alleged communist politics. But, in 1956, Oz returned to American consciousness with a vengeance when the MGM film was telecast to millions of viewers. Since then, it has been retelecast annually; new film adaptations have been made; and a video of the original MGM film has been reproduced. In addition, the International Wizard of Oz Club, formed by Justin Schiller in 1957, has flourished and sponsors Oz conventions and meetings, aside from publishing the important journal The Baum Bugle and other Oz-related works. Finally, talented writers such as Philip José Farmer (A Barnstormer in Oz, 1982), Geoff Ryman (Was, 1992), and Gregory Maguire (Wicked: The Life and Times of the Wicked Witch of the West, 1995) have commemorated Oz in novels that reflect different readerly and artistic appropriations of Baum’s original Utopian fantasy.

			Although Oz as book and icon has been commodified throughout the twentieth century, it has also been exchanged as a gift to readers by its author/begetter and by readers to friends and other readers that transcends and subverts the commodity system. This creative act of gift exchange has endowed Oz with manifold meanings, but most of all, Oz has come to represent through readerly exchange and gift-giving a world other than what America is, no matter how different readers’ responses have been. This otherness also depicts another form of relationship: the Oz novels display how people can relate to things and nature in a manner that was not and is not typical of how relationships have been formed and forged in America.

			If we now focus on the texts, we can see how the Oz books themselves (as intended by Baum) have fostered a certain understanding of Utopian otherness that may have a bearing on the way Oz has been received as a gift and interpreted by readers. Since Oz is generally associated with the first novel, The Wonderful Wizard of Oz, or with the MGM film, it is important to remember that all Baum’s Oz books are connected and somewhat dependent on one another: they represent a creative process in which the characters share gifts and talents with one another and with readers to express the hope that base materialist and gendered interests need not determine the way people relate to each other. Oz as a Utopian home is constructed from these relationships, and its gradual development in the early twentieth century serves as a counter model to the rise of capitalist commodity exchange.

			The mistake that critics like Culver, Leach, and Westbrook make in their analysis of the Oz books is that they identify Oz with America and imagine that there is some sort of commodity exchange that determines how the characters and creatures in Oz will behave. Yet, Oz is clearly another world with its own peculiar social economy. It may be a lost continent or territory; it may even be an island surrounded by deserts. Whatever or wherever it is, it is not part of the United States. Nor does it have a unified monetary system and commodity exchange. In the first novel, Baum makes clear that Oz is not controlled by the Wizard, who only exerts power in the Emerald City. Nor does the Emerald City determine how people relate to each other outside its limits. If anything, the Wizard as American con man has colonized the city, duped its gentle and naive inhabitants, and introduced American standards and norms based on salesmanship and deception that ultimately will not work in the land of Oz as a whole. The qualities that distinguish most of the “native” inhabitants of Oz  from the beginning are their gentleness, generosity, and tolerance. The Munchkins and Witch of the North are grateful to Dorothy for accidentally killing the Wicked Witch of the East, and their first act is to give Dorothy the silver slippers as a gift. They expect nothing in return, and they all want to help her find her way back to Kansas. The second thing that Dorothy receives is a kiss from the Witch of the North that will protect her. Soon she will discover that the Munchkins, who are all good farmers and raise large crops (in contrast to the situation in Kansas), do not use money. They share their food and provide lodging for Dorothy without thinking of charging her anything. Everything is free in Oz, and the value of life (the government, morality, ethics) depends on the economy of gift-giving that brings with it the obligation to give, accept, and reciprocate. Gifts are not only material objects but also spiritual qualities and talents. As Lewis Hyde has made clear in his superb book The Gift: Imagination and the Erotic Life of Property, “when gifts circulate within a group, their commerce leaves a series of interconnected relationships in its wake, and a kind of decentralized cohesiveness emerges (xiv)… a circulation of gifts nourishes those parts of our spirit that are not entirely personal, parts that derive from nature, the group, the race, or the gods. Furthermore, although these wider gifts are a part of us, they are not ‘ours’; they are endowments bestowed upon us. To feed them by giving away the increase they have brought with us is to accept that our participation in them brings with it an obligation to preserve their vitality” (38). In contrast to the gift economy, Hyde argues, the capitalist commodity system is based on the exploitation of a gift and work for profit. It involves a negative reciprocity that brings about fragmentation, individualism, and clannishness.

			Baum’s first novel, The Wonderful Wizard of Oz, associates good with the vital progression of gift-giving and evil with hoarding and oppression. What is spectacular in this novel is not the spectacle of the show window but the extraordinarily gracious acts of the people and creatures who uncover false spectacle on their way to defining what Oz is as potential home. The three characters Dorothy meets and seeks to help on her way to the Emerald City—the Scarecrow, the Tin Woodman, and the Cowardly Lion—already possess the talents they think they lack. During their journey Baum shows that, by sharing their talents with one another, they can easily overcome adversity, and the irony of the first part of their trip is that they already are in full possession of their gifts when they meet the American con man who wants to manipulate and exploit them for his own selfish interests.

			Culver and Leach exaggerate the significance of the commercialism of the Emerald City and argue that the commodity system is in full operation in Oz. Certainly, Baum describes Dorothy’s first encounter with the city like this: “Many shops stood in the street, and Dorothy saw that everything in them was green. Green candy and green popcorn were offered for sale, as well as green shoes, green hats and green clothes of all sorts. At one place a man was selling green lemonade, and when the children bought it Dorothy could see that they paid for it with green pennies.” This particular scene led Culver and Leach to generalize about Oz and some of the sequels as exemplifying consumer capitalism where the spectacle and illusion function to bind people to capitalist fetishism. However, the Emerald City is unlike most of Oz. It has been taken over by the American Wizard, who is responsible for deluding the people and instituting a market system. When he vanishes by the end of the novel, his system disappears with him: it is almost as though he is tied to the wicked witches, who use magic for their own benefit. All the Oz books pose one major question as their theme: how can the gift of magic be used to benefit the majority of people so they can live in harmony and foster respect for differences?

			For Baum, magic was a powerful art form, and his own writing brought about miraculous transformations of his story line into even more extraordinary plots and characters as he sought to imagine a world that did not have to rely on deceit and transformation. In this respect, each one of the Oz novels deals with the issue of how to honor the gift of magic so that it is used properly, and with each Oz book, Baum gains a greater sense of how he wants to use his own “magic” to provide historical background for his Utopian world and to illustrate how the gift of magic can foster communal cohesiveness and provide a true home for people. In his second work, The Land of Oz (1904), Baum establishes two key principles that will be significant for his future elaboration of what Oz is: magic can only be used by Glinda and Ozma for the good of the people; the art of magic as a nurturing force will be in the hands of women. Interestingly, Dorothy does not appear in this novel because Baum is more concerned with recording how Oz came to be and how it will be shaped in the future. The work joins together two plots that concern the machinations of the evil witch Mombi, who has transformed Ozma, the rightful ruler of Oz, into the boy Tip, and the rebellious forces of the female general Jinjur, who dethrones the Scarecrow. In the end, it is Glinda the Good who compels Mombi to restore Ozma to her real self, and who  helps bring about the defeat of Jinjur. As Glinda tells Tip/Ozma, she refuses to deal in transformations, “for they are not honest, and no respectable sorceress likes to make things appear to be what they are not. Only unscrupulous witches use the art, and therefore I must ask Mombi to effect your release from her charm, and restore you to your proper form. It will be the last opportunity she will have to practice magic.”

			From this point on in the Oz sequels, the government of Oz will be determined by the soft and gentle magic of Ozma, assisted by Glinda and at times by the reformed Wizard, who returns in a later adventure. Though Baum clearly wrote The Land of Oz as a spoof of some of the worst aspects of the suffragette movement, he did not belittle women, nor did he reify them as manikins as Culver suggests. His own writing style and the governing style of Ozma/Glinda are strikingly similar: they are soothing and attentive to the peculiar desires and needs of characters. In all his works, the writing and magic appear to formulate psychological principles of object relations that are to guide parents in the nurturing of their children. Baum sets up a space, a unique environment, in which his young characters can play creatively and explore their potential for development in relation to a mother figure. As D. W. Winnicott has pointed out, “the potential space between baby and mother, between child and family, between individual and society or the world, depends on experience that leads to trust. It can be looked upon as sacred to the individual in that it is here that the individual experiences creative living” (11). Each novel creates its own space called Oz which is filled with the most eccentric and peculiar creatures and things, and Baum weaves their relations in such a way that their needs are respected and fulfilled without infringing upon the instinctual drives and needs of the others. If there is conflict—and there are always conflicts and adventures—the nurturing voices and wise responses of Ozma and Glinda the Good move the involved characters toward peaceful reconciliation. Creative exploration and artistic transformation of space into a home in which all the characters feel comfortable with themselves—this is the teleological force that guides all the Oz books and perhaps imbues the responses to Oz of readers and viewers during this past century.

			In the next sequel, Ozma of Oz (1907), we have a perfect example of how Baum structured most of the novels in the series to emphasize magic as art and art as a manner of gift-giving that can induce positive reciprocity in the object relations of the characters. Here Dorothy is on her way to Australia with her sick uncle Henry when a storm  strikes and causes a shipwreck. Saved by a chicken coop on the ocean, she encounters the talking hen Billina. They reach land—the Kingdom of Ev—and meet Tik-Tok the Machine Man, who tells them about the evil King of Ev, who has sold his wife and children to the Nome King. When Dorothy, Tik-Tok, and Billina enter the Kingdom of Ev, they are incarcerated by the vain and treacherous Princess Langwidere, the temporary ruler, who has more than thirty heads she can change to improve her looks—and she wants Dorothy’s head. At this point, Ozma arrives to liberate Dorothy, Billina, and Tik-Tok. Eventually, they proceed to the Nome King’s domain, where, with the help of the Tin Woodman and the Scarecrow, they capture the magic belt that gives the Nome King power. Once they free the Queen of Ev and her family through the use of Billina’s eggs, which act like poison on the Nomes, they return to Oz. Dorothy gives the magic belt to Ozma, and Ozma wishes Dorothy back to Kansas, where her sick Uncle Henry still needs her.

			Throughout the novel Dorothy, Billina, Tik-Tok, and Ozma give of themselves. They lend their talents to oppressed characters who are being exploited out of vanity, greed, and lust for power. Once again, magic is being abused to transform people into ornaments and artificial things. It is through the use of their gifts—Billina’s eggs, the Scarecrow’s intelligence, Dorothy’s bravery—that the relations are changed, and that the individuals inside and outside Oz can pursue their goals without harm or hindrance.

			As Baum responded to the events he depicted in the first three novels and the network of relations he created in Oz, he was compelled to explain more to himself and to his readers how and why Oz came into being, and how relations were determined. By the time he came to write The Emerald City of Oz (1910), he was ready to finalize all its features and to define this Utopian world as a socialist projection because he had decided this would be his last Oz novel. Therefore, this book is perhaps the most significant of the series and the most innovative. It lays out the principles of Oz as a type of socialist paradise, an alternative to the United States, which by the end of the book must be made invisible because of encroaching technology and capitalist expansion. Kansas is depicted now as a place of exploitation, where Uncle Henry and Aunt Em are at the mercy of bankers. The narrative structure assumes a dialectical and thus a dramatic quality with a twofold plot: 1) Dorothy seeks to find a refuge for Aunt Em and Uncle Henry, and with the help of Ozma, she brings them to Oz for good and takes them on a tour of Oz to show them this splendid  place and to explain the “object relations” of the different characters. This trip allows Baum to reintroduce most of the key charmingly eccentric creatures—the Wizard of Oz, the Shaggy Man, the Cowardly Lion, the Tin Woodman, the Scarecrow, the Hungry Lion, Jack Pumpkinhead, Billina, Tiktok, and Professor Wogglebug—as though in a grand finale in a musical show; 2) the Nome King amasses a large army with the Whimsies, Growleywogs, and the Phanfasms and attempts to avenge his previous defeat in Ozma of Oz by destroying Oz. His evil attitude can be likened to that of the bankers in America. He acts out of pure greed, and he wants to destroy a land that is not based on commodity exchange. Baum describes Oz very thoroughly in this volume to make sure that his readers understand what is at stake in the conflict:

			
				No disease of any sort was ever known among the Ozites, and so no one ever died unless he met with an accident that prevented him from living. This happened very seldom, indeed. There were no poor people in the Land of Oz, because there was no such thing as money, and all property of every sort belonged to the Ruler. The people were her children, and she cared for them. Each person was given freely by his neighbors whatever he required for his use, which is as much as any one may reasonably desire. Some tilled the lands and raised great crops of grain, which was divided equally among the entire population, so that all had enough. There were many tailors and dressmakers and shoemakers and the like, who made things that any who desired them might wear. Likewise there were jewelers who made ornaments for the person, which pleased and beautified the people, and these ornaments also were free to those who asked for them. Each man and woman, no matter what he or she produced for the good of the community, was supplied by the neighbors with food and clothing and a house and furniture and ornaments and games. If by chance the supply ever ran short, more was taken from the great storehouses of the Ruler, which were afterward filled up again when there was more of any article than the people needed.

				Every one worked half the time and played half the time, and the people enjoyed the work as much as they did the play, because it is good to be occupied and to have something to do. There were no cruel overseers set to watch them, and no one to rebuke them or to find fault with them. So each one was proud to do all he could for his friends and neighbors, and was glad when they would accept the things he produced.

			

			Though there are evident contradictions in some of the Baum Oz novels that preceded The Emerald City of Oz—money is occasionally  used, and there appear to be hunger and want, especially among the animals—all the sequels that followed this book tended to maintain the socialist principles outlined here, the assumption being that the Land of Oz must be protected at all costs. Oz is a wonder to behold, and the nurturing female rulers demonstrate that the art of magic or the magic of art can effectively be used to rearrange social relations for harmonious living.

			What is perhaps most significant about the Oz books written in California from 1912 until Baum’s death in 1919 is that Baum was literally compelled to write these novels because of the readers’ demands for more Oz stories, Baum’s own fascination with Oz, and his financial need. They were also written against a background of increasing industrial growth and expansion in the United States, floods of immigration to America, intense struggles over workers’ rights, and World War I. While Baum made no direct allusions to these developments—after all he was writing mainly for children—it is clear that Oz as socialist paradise represents certain “good” values that are opposed by the “evil” machinations of characters that represent “American norms” such as genetic experimentation in The Patchwork Girl of Oz (1913), cruel oppression by the Nome King in Tik-Tok of Oz (1914), and the abuse of magic in The Scarecrow of Oz (1915), The Rinkitink in Oz (1916), The Lost Princess of Oz (1917), The Tin Woodman of Oz (1918), and The Magic of Oz (1919). Toward the end of his life, Baum appeared to be somewhat obsessed by the expropriation of magic and its misuse. Perhaps he was worried about losing his own “magic” as his health declined during these years and he was unable to bring some of his projects to fruition. Within his texts, however, the meaning is more social and political.

			If magic is a “powerful gift” of transformation, it could be very dangerous if it were to fall into the wrong hands. In Oz, this power resides with Ozma, a mother figure, who, as though taking care of a large family, nurtures the talents of her subjects and animates them through her art to share their talents for the welfare of all. Thus, the final highly significant novel, Glinda of Oz, provides different societal models and different ways in which magic is used to resolve conflict. Here Baum did in fact allude directly to World War I in the first chapter, “The Call to Duty,” when Ozma discovers that there is a war in her realm about which she had known nothing: “Being the Princess of this fairyland it is my duty to make all my people—wherever they may be—happy and content and to settle their disputes and keep them from quarreling. So, while the Skeezers and Flatheads may not know  me or that I am their lawful Ruler, I now know that they inhabit my kingdom and are my subjects, so I would not be doing my duty if I kept away from them and allowed them to fight.”

			Whether the Flatheads are the Allies and the Skeezers the Germans and Austrians or vice versa does not matter, for Baum was more concerned in mocking war in general and ridiculing the perpetrators of the absurd war started by Queen Coo-ee-oh and Su-Dic (the Supreme Dictator), who are disempowered thanks to the collective action of Ozma and her friends. It is important that Ozma by herself cannot bring about a resolution to the conflict. She needs the aid of Glinda, Dorothy, the Patchwork Girl, and Reera the Red. In other words, these characters all lend their talents so that peace can return to Oz. As Ozma tells Dorothy at the beginning of their adventure, “no one is powerful to do everything.”

			With a fairy-tale structure similar to that of The Wonderful Wizard of Oz, this narrative depends on the reciprocal action of gift-giving. Ozma helps everyone by giving of herself and is in turn helped by her friends and strangers who partake of the generous and gracious spirit in which she operates. This is also the spirit that inspires so much fascination in the readers of the Oz books.

			Though Glinda of Oz was Baum’s last Oz novel, it was not really the last word on Oz. There is no closure to the Oz stories. Baum had tried to close down Oz with The Emerald City of Oz, but he failed wonderfully. To this day no one can prevent Oz from continuing because it stems from deep social and personal desires that many Americans feel are not being met in this rich and powerful country that is also known for its pauperization of children. In this respect, the fairy tale of Oz is truly a very American fairy tale in its projection of an oppositional space that holds out the possibility for the enrichment of children, and its reception over the past hundred years is also an American cultural phenomenon. Dorothy’s pursuit of home is a successful one because she does not stay in Kansas. She did not allow herself or her aunt Em and uncle Henry to be ground to death by humiliating and inequitable conditions of labor on the great plains. She—and Baum—became magically touched by Oz in the first novel, and they experienced a resonating presentiment: home was not a nostalgic search for one’s roots but a move forward into the unknown where one might design and designate home with others. Home could be defined in an active process of transforming social relations that would bring about personal fulfillment and a Utopian societal model. As an icon of Utopian home, Oz reveals how differences might shine  and be truly appreciated and how a communal spirit might flourish. Together Baum’s novels serve as Utopian markers about our potential to realize home concretely in reality. In giving us Oz, Baum not only celebrated and enjoyed his own imaginative gifts, but he also invited us to join his quest and to reciprocate by keeping alive our hope for a land in which poverty and greed are banished.
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