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The Ency;lopedia of
Old-I1me Radio

THE DEFINITIVE ENCYCLOPEDIA
OF AMERICAN RADIO, FROM ITS
BEGINNINGS IN THE 1920s
UNTIL THE EARLY 1960s

ow long out of pring, fohn Dun-

ning's Tune in Yesterday was the

definttive one-volume reference
on old-time radio broadcasting. Now, in
On the Air, Dunning has completely re-
thought this classic work, reorganizing the
material and doubling its coverage to pro-
vide a richer and more informative account
of radio’s golden age.

Here are some 1,500 radio shows pre-
sented in alphabetical order. The great
programs of the "30s, "40s, and 's0s are all
here— Amos n’ Andy, Fibber Mc Gee and Molly,
The Lone Ranger, Major Bowes’ Original Ama-
teur Hour, and The March of Time, to name
only a few. For each, Dunning provides a
complete broadcast history, with the time-
slot, the network, and the name of the
show's sponsors. He lists major cast mem-
bers, announcers, producers, directors,
writers, and sound effects people—e\'en
the show’s theme song. There are also
umbrella entries, such as “News Broad-
casts,” which features an engaging essay on
radio news, with capsule biographies of
major broadcasters like Lowell Thomas
and Edward R. Murrow. Equally impor-

tant, Dunning provides a fascinating account
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of each program, raking us behind the
scenes to capture the feel of the perfor-
mance, such as the ghastly sounds of Lights
Out (a horror drama where heads rolled
and bones crunched), and providing
engrossing biographies of the main people
involved in the show.

A wondertul read for everyone who
loves old-time radio, On the Air is a must
purchase for all radio hobbyists and any-
one interested in 20th-century American

history. It is an essential reference work for

libraries and radio stations.

JOHN DUNNING is a popular mystery
novelist, author of The Bookman’s Wake and
Booked to Die. He lives in Aurora, Colorado.

Jacket design by Katbleen M. Iynch

Jacket photograph of Freeman Gosden and Charles Correll as Amos ' Andy,
Corbus-Bettmann; photograph of Bob Hope: UPI' Corbis-Bettmann, photograph
of Dale Evans, Pat Buttram, Roy ngm,mnl Gabby Hayes: Corbis-Bettmann
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Advance Praise for
ON THE AIR

“A warning to any old-time radio enthusiast: once you pick up this book, you won't be able to put it
down. It’s notonly the ultimate reference guide to radio’s golden age, it's compulsively readable, too.”
— Leonard Maltin, author of The Great Amnerican Broadeast

“Given that there has apparently been no culture in history as media-saturated as our own, it follows
that the historical record ought to be as clear as possible concerning not onl)' important world and
social events but their coverage by radio, television, films, books, and newspapers. In this connection,
John Dunning’s On the Air is a particularly valuable resource. There are certain facets of earlier
decades which are largely of interest only tospecialists, butradio has been so importantin the context
of popular communication and cultural influence that nothing less than a full-scale encyclopedic

accounting was called for. John Dunning supplies that.”

—Steve Allen

“John Dunning has compilcd the ulcimate Radlo—phile's encyclopedia:a glorious gold mine of
information on the ‘golden age’ of radio. I was there at the end of thatera, both as a young radio actor
and as the guy who replaced Jack Benny on CBS— making me the last network radio comedian in
America. Many of the shows that influenced my sense of humor growing up—from The Fred Allen
Show to Tic and Sade— are written about here in greatand loving detail, as is practically every show ever
broadcast. A true and marvelous encyclopedia of radio.”

—Stan Freberg

“John Dunning’s new work is the decpest and richest mine of information yet plumbed in the field of
old-time radio. It may well arrive atclassic status not only for its magnitude but for its power toenter-
tain through the vigor and ncuityofits assessments. ltis the only encyclopedia [ know thatcan be read
for pleasure as well as research.”

— Norman Corwin
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To the seven who read the manuscript and made
it a better book by far than it might have been.

Barrett Benson, collector and listener for two decades; member since 1979 of
the Radio Historical Association of Colorado.

Frank Bresee, actor, radio man, show host: his Golden Days of Radio has been
on the air continuously since 1949, including 29 years on Armed Forces
Radio.

George Fowler, who initiated the author into old-time radio in 1969; one of
the earliest collectors of taped radio material.

Terry Salomonson, expert on the WXYZ Trendle shows; compiler of detailed
logs; holder of one of the largest collections of shows.

Chuck Schaden, Chicago radio show host, whose programs, Those Were The
Days and Old-Time Radio Classics, have run since 1970.

Ray Stanich, who, in the words of radio historian Jay Hickerson, did more
work dating shows than anyone. Ray died before this book was finished,
but his research in libraries and network archives pinned down and cor-
rected hundreds of elusive dates.

Barbara J. Watkins, collector, California radio show host, radio actress, his-
torian, columnist, and active member of SPERDVAC, the California-based
radio society.

And to

Helen Dunning, who coordinated the readers’ comments, chased final dates
and spellings, and argued with the author over points large and small.
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Introduction

fﬁ—wenty years have passed since the original edition of Tune In Yes-

// terday appeared in bookstores. It was subtitled The Ultimate Encyclo-

pedia of Old-Time Radio, its author slightly uncomfortable in such a

huge hat. We are older now and hopefully wiser. We know that books are

seldom, if ever, ultimate. And in radio history, the information that has come

to light since the first edition appeared has some of the characteristics of a
major flood.

The book quickly became the standard reference work. Frank Buxton and
Bill Owen had compiled an earlier encyclopedia, The Big Broadcast. Vincent
Terrace produced a later one, Radio’s Golden Years. But Tune In Yesterday—
possibly because it dealt with behind-the-mike folklore in addition to facts and
dates—became one of the most-sought out-of-print books in America. Collec-
tors routinely pay $150 to $200 for a copy, a gratifying experience to its
slightly bewildered author.

But these books all failed the tests of comprehensiveness and accuracy.
The Big Broadcast had been criticized by buffs for a few glaring errors, but
Buxton and Owen went where none had gone before, and their book remains
a valued reference tool. Terrace was more widely denounced. His book seemed
a poor man’s copy of The Big Broadcast, the mistakes compounded and en-
larged. But Terrace too had his contributions: in his pages a reader will find
dozens of arcane tidbits, intriguing facts that appear nowhere else.

Between Buxton and Terrace was my book, Tune In Yesterday. This was
judged far less critically than either Buxton or Terrace. People were generally
so delighted to have access to the material that they gladly overlooked the
book’s many problems. There were, of course, exceptions: a few reviewers
pointed out errors; some wondered how an encyclopedia could neglect such
important milestones as the Metropolitan Opera broadcasts; and the author still
remembers a strong letter from radio actress Alice Reinheart, taking him to
task for what then seemed like a Sears catalogue of mistakes. But the reaction
from the sadly diminishing community of radio pioneers was positive; even
when they had bones to pick, the people who worked in network radio seemed

xi
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Introduction

thrilled by the book. Dick Joy wrote a long letter from the Northwest: Dick
had been the announcer on The Adventures of Sam Spade, among many others,
and offered some gentle corrections to the author’s faulty assumptions and
‘“‘mistakes in judgment.”” He became a friend, as did Elliott Lewis, a true
genius of the medium. The recollections of these and other radio pioneers have
enriched the author’s understanding of life behind the mike during the network
years (1926-62), when the business was truly a big-time national force.

How big was it? People who grew up with television have no idea how
much their parents and grandparents were affected by what they heard. Radio
took the country by storm. Careers were made overnight, and a few were lost
the same way. The shows that came out of the three national radio centers—
New York, Chicago, and Hollywood—informed, entertained, and shaped the
opinions of three generations. On the Air, a revised and vastly enlarged edition
of Tune In Yesterday, will hopefully fill a gap even for the serious student of
radio history. A week seldom passes when I am not asked for a copy of the
old book: interest in big-time radio continues to grow as more people realize
what a truly special art form it was. Like any popular medium, it was saturated
with junk, but there were also shows that cannot be called anything less than
wonderful, even from the critical and somewhat jaded distance of four decades.
The tragedy of radio in America is unique. It’s the only lost art, abandoned
by its public at the very moment when (in the words of writer E. Jack Neuman)
‘“‘radio was just starting to stand up and put on its long pants.”’

In this revision, readers will find full descriptive and factual details on
hundreds of people and shows that were not covered in the first book. Some
are of major importance. Richard Durham’s powerful series on black history,
Destination Freedom, was virtually unknown when the original book was pub-
lished: today it would make this writer’s list of the greatest radio shows of its
day. The same can be said of Words at War, which had an unheralded run on
NBC during World War II. There are also hundreds of little shows, important
early series of which no recordings and little descriptive material was available.
The A&P Gypsies, The Palmolive Hour, The Clicquot Club Eskimos, The Gold
Dust Twins, The Atwater-Kent Hour, The Majestic Theater of the Air, and The
Eveready Hour are a few of the important 1920s shows of which no accounting
can be found in Tune In Yesterday. 1 wanted to do more than list the names
of people who appeared: I wanted the life of each show, its essence. And the
great days of collecting shows had only begun.

Everything on radio was done live, often with so little preparation that it
defies belief today. Thankfully, these broadcasts were captured on cumbersome
acetate records by network sound engineers, or by various transcription serv-
ices that could be professionally engaged to ‘‘aircheck’ any given program
on the dial. It is now estimated that the number of shows saved on transcrip-
tions might run into hundreds of thousands. Even at this writing, almost three
decades into the collecting game, at least 100,000 shows are on tape and
circulating among buffs. My own radio library has grown to around 40,000



Introduction

shows. Most have received my full listening attention. For more than 20 years,
I have produced and hosted a radio show in Denver, playing these wonderful
recordings for anyone who wanted to listen. I interviewed 125 radio stars,
writers, newscasters, and sound effects people. Some of them—Elliott Lewis,
Eve Arden, Clarence Hartzell, Virginia Gregg, Frank Nelson, Howard Duff,
Phil Harris, Charles Collingwood, Eric Sevareid, and Dennis Day are a few
who come immediately to mind—have died. Others who gave their time gen-
erously, and whose memories I have preserved on tape, include Janet Waldo,
Sam Edwards, Parley Baer, Steve Allen, Bill Idelson . . . the list does run on.
These interviews also add to the revision.

It was a massive but simple research job. I spent months at the Denver
Public Library, photocopying everything from every magazine or newspaper
that had any reference to radio. At night, abetted by my wife, Helen, I stapled
and collated this material and built it into a giant file, which eventually took
up most of a filing cabinet. Each article was marked with the name of the
show it covered: these were inserted in alphabetical order, encyclopedia-style.
A gentleman named Roy Bright sent me 11 years of Radio Life; Terry Salo-
monson, who became one of my proofreaders, sent years of Radio Guide.
When I came to, say, The Adventures of Sam Spade, 1 might find a dozen or
more articles ranging from Radio Stars and Tune In to Time, Life, and News-
week. 1 would read this material, check the dates through Radio Guide and
New York Times microfilm, listen to a few shows, and write the entry. The
question always remains—was the contemporary reportage reliable? Some ac-
counts were obviously better than others; a few were heavily fictionalized, but
Radio Life and Radio Guide had beat reporters on the scene and dealt in hard
facts that could often be verified elsewhere. I still admit to some uneasiness
when confronted with the memories of an aging radio star. Did it actually
happen as he now remembers it, or was it the way Radio Life reported it 50
years ago? Reporters can be wildly inaccurate, but the memory does occa-
sionally embellish. To guard against errors, I asked seven friends, each with
at least 15 years of experience in the field—studying, researching, logging,
and listening—to read the work and point out questionable material. They have
been diligent and tireless, and each of them has saved me from mistakes and
oversights. Naturally, any errors that remain are my own responsibility.

The author is also indebted to a trio of fine editors at Oxford. To India
Cooper, a gentle copy editor and a wizard at formatting. Without her there’d
be no organization. To Joellyn Ausanka, a cheerful and diligent production
editor. Without her there’d have been no safety net. And to Sheldon Meyer,
a good, tough editor-in-chief. Without him there’d be no book.

The new format should make this an easier book to use and read. At the
top of each article, a reader will find all the factual material: who did what,
when, what time it ran, who sponsored it. Then comes the narrative, the es-
sence, which may run many pages, depending upon the importance of the
entry. Occasionally, in postscript, I try to assess the show’s impact today, when
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many episodes exist on tape. This is the happiest thing about radio drama—it
is still with us, just as it was then. It is truly living history. Maybe we’ve
changed, but radio is eternal. No matter how many comebacks radio might
make, no matter how advanced our audio technology may become, scholars
will always look to those three decades of American broadcasting as the prime
force in shaping its generation. Much of it still plays well, as gripping and
hilarious as ever it was. The best of it is simply sensational, and even the
worst of it is interesting. As someone once said, discussing The Romance of
Helen Trent, *“That’s so bad it’s great.”’

This, I believe, eclipses the old book. Few are the articles that stand as
written 20 years ago. Generalities have hardened into specifics as hundreds of
new shows have been unearthed and added. That it can never be ultimate is a
fact for which the writer apologizes, preferring not to carry that particular
conceit this time around.

Ongoing research by many radio historians continues to turn up previously
unknown programs, some heard for only a few broadcasts before dropping
from schedules and disappearing. As this book was entering its final phase,
Jay Hickerson of Hamden, Conn,, issued a massive log containing thousands
of series titles and dates, including many unfamiliar to this writer. What the
author has tried to do here is describe and date all the significant shows, with
enough intriguing unknowns to give a reader a comprehensive grasp of the
depth, vitality, variety, and scope of the most important entertainment medium
of its day.

John Dunning
Denver, Colorado
1969-1997



How to Use This Book

— index will lead to comparisons and mentions perhaps not to be found
in the main entries on particular programs. The index will also point the
way to programs that might not be arranged by the titles a reader remembers
best. A look at Ozzie and Harriet or Sam Spade in the index will reveal that
these programs may be found under The Adventures of in the main encyclo-
pedia, and that The Boston Symphony Orchestra will be grouped with others
of its ilk under the general article Concert Broadcasts. If all else fails, look
for the people involved. The index listing for Nelson, Ozzie will not only lead
to the program titled The Adventures of Ozzie and Harriet but will point out
prior appearances by the stars that may have been significant in the eventual
development of their own series. The Nelsons, for example, worked with Joe
Penner in the 1930s, in a series titled not The Joe Penner Show but The Baker’s
Broadcast. The index will clear up these apparent lapses and inconsistencies.
All timeslots, with the exceptions here noted, refer to Eastern Time. A
show that ran at 8 p.M. in the East could often be found one hour earlier for
each time belt westward that a listener moved. But this was by no means
reliable. Some shows were done on different days in the West. Far more com-
mon, especially on major programs, was the practice of having the casts do
two live broadcasts so that both might play in prime time. A show originating
in Hollywood and scheduled at 8 p.M. might be aired live to the east at 5 p.M.,
Pacific time, with the cast returning three hours later to do the identical show
live for the West Coast. Shows originating in New York, of course, had this
cycle reversed, with the ‘‘repeat show for the West’’ going out at 11 p.M. To
avoid confusion, the eastern timeslot is used as the anchoring point for the
majority of entries, the obvious exceptions being the regional broadcasts that
were confined to the western states. These are clearly designated ‘‘Pacific
time’’ within the entry.
A staunch attempt has been made to pin down exact starting and ending
dates for each series. When dates are general (1927-31 rather than Dec. 14,
1927-Jan. 5, 1931), it is because the specifics remain elusive or are in doubt.

1’/‘(7—' irst, use the index. The book is heavily cross-referenced, and the
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Most entries contain precise timeslots with the show’s length abbreviated. An
entry designated ‘‘60m, Wednesdays at 8"’ means an hour-long broadcast at
8 p.M. ““Then at 9”’ means the show later moved to a 9 p.M. timeslot, still on
Wednesday. Morning designations only are noted as A.M.

Confusion is bound to result from the fact that NBC owned two networks,
the Red and the Blue, and that the Blue was sold in 1943 (with a little nudge
from a federal government concerned about monopolies in broadcasting), to
be renamed the American Broadcasting Company. For our purposes, references
to NBC without a color indicates the main NBC Red Network. The confusion
deepens during the transition period, 1942-44: references are made to the Blue
Network through 1943 and into 1944, when the name change to ABC took
place. In several instances during this time, the network is described as Blue/
ABC.

Finally, the reader should avoid assuming facts not in evidence. The lists
of personnel under cast, announcers, directors, sound effects, and the like are
as complete as the author can make them within the scope of this book. That
there may have been other announcers, directors, and even players for the roles
described remains distinctly possible, though the goal has always been to list
every major contributor. And though programs usually took summer vacations,
these absences from the air are only noted when there was a significant change
of format or network.
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THE A&P GYPSIES, exotic music with a no-
madic motif; one of radio’s earliest, most dis-
tinctive programs.

BROADCAST HISTORY: 1923-27, WEAF, New
York. First heard as an unsponsored group in the
winter of 1923; scheduled regularly beginning
March 17, 1924, Monday nights. A&P Food
Stores.

Jan. 3, 1927-Sept. 7, 1936, NBC. 60m initially,
Mondays at 9 (8:30, 1928-31). Split into two half-
hours, 1931-32: Red Network, Mondays at 9; Blue
Network, Thursdays at 10. 1932-36, Red only,
30m, Mondays at 9. A&P.

CREATOR-LEADER: Harry Horlick. ANNOUNC-
ERS: Phillips Carlin, Milton Cross. THEME: Two
Guitars.

It arrived on the air at the dawn of broadcast-
ing, its world a place that radio people today can
hardly imagine. There was no direct advertising
then. Even the concept of using the airwaves for
commercial gain was controversial, the future far
from certain. Continuity was spotty: much that
went on the air was hit-or-miss, with programs
penciled in as talent and scheduling became mu-
tually available, often at the last minute.

By 1924 potential clients realized that radio
could be an advertising powerhouse. But the
rules were strict: ‘‘No merchandise could be of-
fered,”” William Peck Banning wrote of WEAF
in his comprehensive history of the station. ‘‘Not
even the color of a can could be mentioned.”
Radio, which would later thrive on the hard sell,
opened with the softest sell possible. The acts

would simply bear the sponsor’s name: if people
liked the act, hopefully the sponsor would make
new friends. Thus came the weekly radio variety
show, with regular personalities performing in a
consistent timeslot. The best of these shows were
highly successful: their performers became stars,
and their sponsors, with all the limitations, en-
joyed national success.

The A&P Gypsies was created as a commer-
cial entity when a sales executive from the Great
Atlantic and Pacific Tea Company happened to
hear a haunting gypsy melody as he was touring
WEAF in 1923. Looking up, he saw the musi-
cians beyond the control room glass, their mel-
odies coming through an intercom. It was
precisely what he had been looking for, a novelty
act to link with the A&P. He approached the
leader, Harry Horlick, and the six-piece ensem-
ble was signed on the spot.

Horlick, born in a hamlet near Moscow, was
pursuing a lifelong interest in the music of no-
mads. He had played in the Moscow Symphony
before the war, but he found the ‘‘communized’’
music of the symphony’s postwar years sterile
and restricting. He went to Constantinople,
where he began traveling with gypsy bands and
learning their ancient folk music.

Much of the music he learned had never been
written down: when he came to the United States
and formed his group, his musicians had to learn
it by hearing Horlick sing it. It had a sound that
could be haunting, romantic, or fiery. Americans
found it fascinating and appealing.

Success brought inevitable changes. The six-



2 A. L. Alexander’s Mediation Board

man ensemble grew into an orchestra of more
than 25. Top guests of the time, such singers as
Jessica Dragonette and Frank Munn, appeared on
the program. A singing quartet was added: its
tenor, Frank Parker, went on to a successful ra-
dio career, including stints with Jack Benny and
Arthur Godfrey. The musicians ‘‘dressed’” for
the show, performing in gypsy costume. For
most of its run, The A&P Gypsies was among
radio’s elite. By the time it left the air, a new
era was in full bloom.

A. L. ALEXANDER’S MEDIATION
BOARD, advice to the hapless.

BROADCAST HISTORY: Jan. 11, 1943-April 11,
1952, Mutual. 30m though also heard in an unu-
sual 45-m format; 15m, 1952. Mondays at 9:15
through mid- 1943, then Sundays, often at 8 or 8:15.
Serutan.

A.L. Alexander had achieved great success
with Goodwill Court, breaking into radio’s top
ten in 1936. That series offered legal advice to
defendants in real court cases, but it died on the
vine when the New York Supreme Court barred
lawyers from giving counsel on the air. Six years
later, Alexander returned with a similar show,
minus the legal problems. Here he used sociol-
ogists and educators on a panel that dissected
and advised on personal problems. Marital dis-
cord, even infidelity and promiscuity, were fre-
quent topics. Taped copies reveal a dated but
interesting series, sometimes hilarious when the
subjects were obviously coached—none too suc-
cessfully—in microphone technique.

THE ABBOTT AND COSTELLO SHOW,
comedy in the vaudeville style, often slapstick,
with guest stars, variety, and an orchestra.

BROADCAST HISTORY: July 3-Sept. 25, 1940,
NBC. 30m, Wednesdays at 9. Summer substitute
for The Fred Allen Show. Sal Hepatica.

Oct. 8, 1942-June 27, 1947, NBC. 30m, Thurs-
days at 7:30 until 1943, then at 10. Camel Ciga-
rettes.

Oct. 1, 1947-June 9, 1949, ABC. 30m, Wednes-
days at 9, 1947—48; Thursdays at 8, 1948—49. Sus-
tained.

Dec. 6, 1947-March 26, 1949, ABC. 30m, Sat-
urdays at 11 A.M. The Abbott and Costello Chil-
dren’s Show. Sustained.

CAsT: Bud Abbott and Lou Costello, Universal film
stars, with support from Mel Blanc, Frank Nelson,
Sid Fields, Iris Adrian, Martha Wentworth, Sharon
Douglas, Verna Felton. ANNOUNCER: Ken
Niles, who had regular roles in the comedy, with
Elvia Allman as Mrs. Niles. VocALISTSs: Con-
nie Haines, Marilyn Maxwell. ORCHESTRA:
Leith Stevens (1942), Skinnay Ennis, Will Os-
borne, Jack Meakin. PRODUCER: Martin Gosch.
WRITERS: Gosch, Howard Harris, Hal Fimberg,
Don Prindle, Ed Cherkose, Len Stern, Martin Rag-
away, Paul Conlan, Ed Forman (head writer from
the mid-1940s). SOUND EFFECTS: Floyd Caton.

Bud Abbott and Lou Costello, remembered
primarily as movie comics, got their start toward
national fame in radio. For two seasons, begin-
ning Feb. 3, 1938, they were regulars on The
Kate Smith Hour; they also appeared on Edgar
Bergen’s Chase and Sanborn Hour. They had
met in 1929, when Costello was booked with a
vaudeville act into a neighborhood theater. Ab-
bott worked in the box office and soon found
himself onstage, serving as Costello’s straight
man. In 1936 they forged a permanent partner-
ship, playing vaudeville and burlesque in the De-
pression. In 1938 they appeared at Loew’s in
New York, where they were seen by Ted Collins,
architect of Kate Smith’s career. Their slaphappy
style was perfect for radio, and their rise to front-
line stardom was rapid.

Their standup comedy consisted mainly of
short skits with clever plays on words. The fa-
mous baseball spoof Who’s on First was created
for the stage but proved ideal for radio. The skits
developed their images: Abbott was the stern
taskmaster; Costello fumbled his way through
life and shrugged off his bumbling with the
memorable catchphrase ‘‘I’m a baaaaad boy!”’
Costello’s shrieks were punctuated by flat sar-
casm from Abbott, a simple formula that espe-
cially delighted children and kept the duo near
the top of the entertainment world for a decade.

Together they made and lost a fortune. Signed
by Universal in 1939, they pulled the financially
troubled studio out of red ink with a string of
low-budget hits. The radio show supplemented
their screen success, boosting the gate for such
films as Buck Privates, In the Navy, and Hold
That Ghost. But their personal lives countered
the happy image. William ‘‘Bud’’ Abbott was
born Oct. 2, 1895—it is said in a circus tent—



to a family of circus performers. He earned mil-
lions in his film and radio career but died a pau-
per, April 24, 1974, after an eight-year audit of
his back taxes left him penniless. Costello’s life
was marked by numerous tragedies, earning him
the nickname ‘‘Hard-Luck Lou.”’ Born March 6,
1908, in Paterson, N. J., Costello would also be
plagued by the tax man. In March 1943, with the
radio show at its peak, he was stricken with rheu-
matic fever and forced off the air. Abbott refused
to carry on alone, so a new team, Jimmy Durante
and Garry Moore, was hastily recruited to re-
place them. Costello returned in the fall to an-
other cruel tragedy. In dress rehearsal for his first
show, he was called home suddenly for the news
that his year-old son had fallen into the family
pool and drowned.

The news swept through Hollywood. Mickey
Rooney was brought in to read his lines. Calls
offering to help came from Durante, Bob Hope,
and Red Skelton. But around 6 p.M. Costello
called Abbott and said he was returning to the
show. For 30 minutes he fought back tears and
wisecracked with his partner. Abbott pushed the
show at its usual pace, wrote Bob Thomas in his
dual biography, but guest star Lana Turner ‘‘was
so distraught she could scarcely deliver her lines
above a whisper.”” As Ken Niles read the sign-
off, Costello broke down: Abbott then stepped
forward and explained to the stunned studio au-
dience what had happened.

Costello never lost his interest in youth. The
Abbott and Costello Children’s Show featured
top juvenile talent and awarded $1,000 savings
bonds to ‘‘outstanding youngsters of the week.”’
But the slapstick brand of comedy faded along
with radio. Costello died March 3, 1959.

ABBOTT MYSTERIES, comedy-detective,
following the formula established by The Thin
Man and Mr. and Mrs. North.

BROADCAST HISTORY: June 10, 1945-Aug. 31,
1947, Mutual. 30m, Sundays at 6, 1945; 5:30,
1946-47. Summers only, substituting for Quick as
a Flash. Helbros Watches. CAST: Julie Stevens
and Charles Webster (1945, 1947) as Jean and Pat
Abbott, a young married couple who regularly
solved murders. Les Tremayne and Alice Rein-
heart as the Abbotts in 1946. WRITERS: Howard
Merrill, Ed Adamson, from the novels of Frances
Crane.
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Oct. 3, 1954-June 12, 1955, NBC. 30m, Sun-
days at 8:30. The Adventures of the Abbotts.
CasT: Claudia Morgan, Les Damon.

A Radio Life critic, writing in 1947, found the
Abbotts ‘‘cute, brave, witty, and sophisticated’’—
all the attributes of the Norths and of Nick and
Nora Charles. There was even an ‘‘at home with
the Abbotts’” bit at each episode’s end—the
same kind of thing Nick and Nora had been do-
ing for years. Though the series got decent re-
views, had a colorful locale (San Francisco),
capitalized well on the lighthearted sleuth for-
mula, and, in its 1954-55 revival, featured the
same female lead as the earlier Thin Man series,
it never enjoyed the success of the big two.

THE ABE BURROWS SHOW, sophisticated
comedy, wit, satire: a small but highly regarded
series with occasional guests and music by a
quartet.

BROADCAST HISTORY: July 26, 1947-June 26,
1948, CBS. 15m, Saturdays at 7:30. Sustained un-
til Jan. 1948, then Listerine.

July 4-Oct. 28, 1949, CBS. 30m, Mondays at
9:30 until Sept., then Fridays at 9:30. Satirically
titled Breakfast with Burrows.

Manhattan-born and -reared, Abe Burrows
moved to Hollywood in 1939 and found work
writing for radio. His credits included The Tex-
aco Star Theater, some of the John Barrymore
skits on the Rudy Vallee Sealtest show, and This
Is New York, for Ed Gardner. He helped create
Archie, the sloppy manager of Gardner’s Duffy’s
Tavern, and when Duffy became a regular series
in April 1941, Burrows was hired as its head
writer. He worked on a serial of his own, Holi-
day and Company (CBS, Feb.—April 1946) and
later wrote the Joan Davis program. While he
was with Davis, his career as a performer began.

One night after the broadcast, Davis invited
the audience to stay around while she turned the
stage over to Burrows, long known as the life of
any party; his wit was admired by Robert Bench-
ley, Groucho Marx, and Danny Kaye, among
others. He satirized the songs of Tin Pan Alley
to his own piano accompaniment. His after-hours
performances with Davis led to his own show,
which won a Radio Critics Circle Award and
was promptly canceled. Highlights were Bur-
rows’s razor-sharp quips, his self-taught piano,
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and music by the Milton DeLugg Quartet. His
later show, Breakfast with Burrows, was more of
the same in a longer format. Burrows explained
the title by saying, ‘‘I get up late.”” His career
before the mike was brief, but he would have
brighter days in other fields—a successful TV
series, writing the book for the musical Guys and
Dolls, and coauthorship of How To Succeed in
Business Without Really Trying.

ABIE’S IRISH ROSE, situation comedy with a
“‘marriage of two cultures’’ theme.

BROADCAST HISTORY: Jan. 24, 1942-Sept. 2,
1944, NBC. 30m, Saturdays at 8. Drene Shampoo.
CAsT: Sydney Smith and Betty Winkler as Abie
and Rosemary Levy, a young married couple from
Jewish and Catholic families. When rumors arose
of a movie deal, the leads were recast with a cam-
era in mind: the parts went to Richard Coogan and
Mercedes McCambridge, but the movie was never
made. Abie was also played during the run by
Richard Bond and Clayton Collyer; Rosemary by
Julie Stevens and Marion Shockley. Alan Reed and
Walter Kinsella as the feuding fathers, Solomon
Levy and Patrick Joseph Murphy (with Alfred
White heard for a time as Solomon Levy). Me-
nasha Skulnik and Anna Appel as Mr. and Mrs.
Cohen. Carl Eastman as David Lerner. Ann Tho-
mas as Casey, the secretary. Bill Adams as Father
Whelan. Dolores Gillen as the Levy twins.
Amanda Randolph as the maid. DIRECTOR: Joe
Rines. WRITER: Anne Nichols. THEME: My
Wild Irish Rose.

Abie’s Irish Rose was one of the great hits of
Broadway, closing in 1927 after 2,327 perform-
ances. The radio show was first heard as part of
NBC’s Knickerbocker Playhouse, a formula
“‘theater’’ anthology in the First Nighter mode.
The theater format disappeared in early 1942,
leaving Abie’s Irish Rose with the regular time-
slot. Author Nichols gave it a ‘‘true love con-
quers all’’ flavor, opening with the elopement of
Abie Levy and Rosemary Murphy. This set fam-
ily against family until the couple became par-
ents of twins, born on Christmas Day. Even then,
disputes between the crusty old fathers were al-
ways brewing. The series drew solid ratings in
1942 but faded the following year and disap-
peared in 1944,

ACADEMY AWARD, an anthology of famous
movie stories, using the original film stars when-
ever possible.

BROADCAST HISTORY: March 30-Dec. 18, 1946,
CBS. 30m, Saturdays at 7 through June, then
Wednesdays at 10. House of Squibb. CAST: top
Hollywood stars: Ronald Colman, Gregory Peck,
Henry Fonda, etc. MusIC: Leith Stevens, com-
poser-conductor. PRODUCER-DIRECTOR: Dee
Engelbach. WRITER-ADAPTER: Frank Wilson.
SounD EFFECTS: Bemne Surrey.

All of the plays on Academy Award had some-
thing in common: one or more of the players or
the film on which the script was based had won
or been nominated for the Oscar. The opening
show was Jezebel, with Bette Davis; high spots
included Stagecoach (Claire Trevor, Randolph
Scott, May 4), The Maltese Falcon (Humphrey
Bogart, Sydney Greenstreet, Mary Astor, July 3),
and Suspicion (Cary Grant, Oct. 30). The House
of Squibb, a drug firm, footed a stiff bill: up to
$4,000 for the stars and $1,600 a week to the
Academy of Motion Picture Arts and Sciences
for use of the title. The production had all the
class of a Lux or Screen Guild show. For Stage-
coach, four soundmen (Gene Twombly, Jay
Roth, Clark Casey, and Beme Surrey) were
brought in to create the illusion of the racing
coach. But the tariff took its toll, and after 39
weeks the series was scrapped.

THE ACADEMY AWARDS SHOW, the an-
nual presentation of the Oscar, Hollywood’s
highest award for motion picture excellence. The
first awards were given in 1927, and on April
30, 1930, KNX, Los Angeles, began radio’s cov-
erage of the event. It continued as a local broad-
cast in the ’30s. The Academy of Motion Picture
Arts and Sciences banned radio from the 1939
ceremony, but KNX reporter George Fisher de-
fiantly opened a microphone and locked himself
in the booth. Security guards broke in the door
with axes, and the broadcast was halted after a
few minutes.

CBS gave partial coverage in 1942 and 1943.
By 1944 the event was on KFWB, with a short-
wave hookup around the world. The master of
ceremonies was Jack Benny, and the whole show
took less than 30 minutes. Casablanca, the 1944
winning movie, received the first award of the
evening, without melodramatic buildup. Accep-



tance speeches were brief, and only the major
awards were broadcast.

On March 15, 1945, the affair went on the
Blue Network. The ceremony, now 70 minutes
long, included clips from the films, which had to
be explained for the radio audience. Bob Hope,
emcee, became closely identified with the show
(20 appearances as host or cohost, 1940-78), al-
ways coveting the statuettes that went to others.

By 1946 the show had grown to 80 minutes.
In 1947 it ballooned to three hours. Television
coverage began in 1952. Radio dropped it after
the 1968 awards, but it has continued as a TV
extravaganza. Today it takes an entire evening
and ends in the early hours.

THE ADMIRAL BYRD BROADCASTS, one
of the carliest series of on-the-spot true adven-
tures, broadcast from Antarctica and also heard
under the titles The Adventures of Admiral Byrd
and The Byrd Expeditions.

BROADCAST HISTORY: Nov. 11, 1933-Jan. 6,
1935, CBS. 30m, Saturdays at 10 unti} late May,
then Wednesdays at 10. General Foods.

Feb. 2-May 24, 1940, NBC. 30m. Alternate Fri-
days at 11:30 A Salute to the Byrd Expedition.

When Admiral Richard E. Byrd announced his
second trip to the South Pole, CBS explored the
possibility of sending radio equipment and set-
ting up a weekly news show. This concept soon
expanded to include variety. A network execu-
tive discovered that the Byrd supply ship, the
Bear of Oakland, contained a collapsible organ
and a piano. Sgt. Al Carbone, the cook, could
““do double tremolos on the harmonica,”” and
Capt. Alan Innes-Taylor, the main dog-driver,
‘“‘headed a mean quartet of Malemute-mushers’’
(Radioland). The news segments would be han-
dled by announcer-director Charles J.V.
Murphy, who would make the two-year trip with
the expedition. The show would be shortwaved
to Buenos Aires, 4,000 miles away, then relayed
to New York and CBS.

Sponsor General Foods supplied the frozen
vegetables taken on the journey and promoted
its Grape Nuts cereal line on the air. The radio
station, given the letters KFZ, was set up at Lit-
tle America, the base camp established by Byrd
in 1928. As Murphy told it: ‘‘At noon on Mon-
day, KFZ was nothing but a pile of crates,
boxes, and loose gear on the deck of the S.S.
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Jacob Rupert’’; this equipment was ferried
across the ice on a Citroen tractor; ‘‘Thursday
night it was in communication with New York,
and Saturday it was broadcasting.”’ In addition
to the *‘Antarctic Antics,”” the show offered ge-
ologists, oceanographers, zoologists, and a gen-
erous slice of time for Admiral Byrd. A tense
situation developed when Byrd departed to
spend the winter (March to August) in a tiny
hut alone, 120 miles from base camp. He was
equipped with a radio but was severely ham-
pered by frostbite and monoxide poisoning from
his gasoline heater.

For the third Byrd expedition, in 1939, NBC
used the concept of an oral mailbag. Each show
consisted of mail readings and personal conver-
sations between expedition members and their
relatives at home. This series originated at
WGEQO, Schenectady, which had a powerful di-
rectional shortwave tower and was able to boost
a signal at 20 times the norm. In Antarctica, the
men often picked it up ‘‘just like a local pro-
gram.”’

ADOPTED DAUGHTER, soap opera, telling
of a ‘‘courageous young wife who fights for
home and happiness.”’’

BROADCAST HISTORY: 193941, NBC Midwest
only. 15m. Transcribed for J. C. Penney.

Adopted Daughter was developed from a se-
ries of regional skits created by Jettabee Ann
Hopkins. Originally titled The Jangles, it told of
the Jangles family and their adopted daughter
Jennie. Hopkins, in addition to writing the script,
played the lead. In 1937 she joined station
WOW, Omaha, where the serial was bought by
a Penney’s representative. In April 1939 it went
on NBC.

ADULT EDUCATION SERIES, a blanket title
covering three distinct CBS educational radio
programs.

BROADCAST HISTORY: April 28, 1938-April 23,
1940: Americans ar Work. 30m. Heard variously
on Thursdays, Saturdays, and Tuesdays, late eve-
nings.

May 4, 1938, then March 3-June 30, 1942; Liv-
ing History. 15m, Tuesdays, early evenings.

March 17, 1938-Aug. 18, 1957: Adventures in
Science. 15m, various days, mostly late afternoon.
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The Adult Education Series, a landmark ex-
periment in adult education by radio, was under
the overall supervision of Sterling Fisher. Amer-
icans at Work, the most popular segment, offered
interviews with executives and workers recorded
in the field. One show followed animator Walt
Disney through a typical day, but mostly the se-
ries was concerned with the ‘‘common man.”
By 1939 Americans at Work was being heard
regularly on Thursday nights. Many of the shows
were in-studio sessions, done live and without
script. In The Auctioneer, the show of Sept. 21,
1939, announcer John Reed King hosted auc-
tioneers in five widely disparate fields—live-
stock, furs, art and literary properties, real estate,
and, ‘‘of all things, eggs.”’ Listeners learned how
auctions were conducted, the secrets of bidding
signals, and even the pay scale, the fur auction-
eer revealing a salary of $5,000-$10,000, to
which King commented, ‘“That’s a very good
salary.”” Brewster Morgan directed the later
Americans at Work shows. Pamphlets of scripts,
complete with directors’ cues, were available to
the public.

Living History dramatized famous moments of
the past and, where possible, drew an illuminating
parallel with the present. Adventures in Science
came under the Adult Education banner May 6,
1938, after running as its own series for two
months previous: historian Allan Nevins hosted
the opening show, and the series dealt with such
topics as medicine and atomic research.

ADVENTURE PARADE, juvenile serial, spe-
cializing in classics by installment.

BROADCAST HISTORY: 1946-49, Mutual. 15m,
daily at 4:45. Sustained. CAsT: John Drake, host
and storyteller and source of all the voices in the
dramas. ANNOUNCER: George Hogan. MUsIC:
John Gart on organ. PRODUCER-DIRECTORS:
Robert and Jessica Maxwell.

Action was the hallmark of this series: the goal
was to convince young people that literature was
an exciting alternative to comic books. Drake
was cited by Radio Life for his ability to single-
handedly maintain ‘‘compelling suspense.”” A
chapter from The Bells of Leyden Sing (Novem-
ber 1948) sounds quite fully dramatized. An-
nouncer Hogan called the club to order with
*‘ Adventurers atten-shun! Fall in for Adventure
Parade!”” Among the plays heard were Moby-

Dick, Swiss Family Robinson, and Last of the
Mohicans. Each story lasted about a week and
was transcribed.

ADVENTURE THEATER, a dramatic anthol-
ogy of classics; a noble though futile attempt to
resurrect radio drama long after its network de-
mise.

BROADCAST HISTORY: Feb. 5, 1977-Jan. 29,
1978, CBS. 50m, Saturdays and Sundays at 6:07.
Known also as The General Mills Radio Adventure
Theater and The CBS Adventure Theater. General
Mills, Feb.—Aug. HosT: Tom Bosley. CAST:
Vintage-era New York radio people, including
Robert Dryden, Evelyn Juster, Court Benson,
Ralph Bell, Bill Griffis, Mason Adams, Teri

"~ Keane. PRODUCER-DIRECTOR: Himan
Brown. WRITERS: lan Martin, Elspeth Eric, and
others who had been actors in the old days.

Adventure Theater joined Himan Brown’s
CBS Radio Mystery Theater on a 218-station net-
work in an era when radio drama had long been
relegated to the scrap heap. The series was de-
signed for young people; the plays were classic
fare (Captains Courageous, The Black Arrow,
Gulliver’s Travels, etc.). Brown produced them
at an oldtime pace. A morning taping session of
three hours would wrap up a show; then, after a
short break, he would begin another show with
another cast. Many young performers joined the
oldtimers on the soundstage. But even the vast
energy of Himan Brown and a major national
sponsor couldn’t keep it afioat.

THE ADVENTURER’S CLUB, a title given to
two action series 15 years apart.

BROADCAST HISTORY: 1932, 15m. Transcribed
syndication. The World Adventurer's Club.
Jan. 11, 1947-Jan. 3, 1948, CBS. 30m, Satur-
days at 11:30 aM. Sheaffer Pens. HOsT: Ken
Nordine.

The 1932 run comprised 32 shows, with such
titles as Pancho Villa’s Treasure and Land of the
Black Hand; all survive on tape. The premise of
the 194748 series was an adventure story told
by the explorer, hunter, or traveler who experi-
enced it.

ADVENTURES BY MORSE,
thriller.

adventure



BROADCAST HISTORY: 194445, transcribed
syndication, intended for weekly play in 30m time-
slots. CAsT: Elliott Lewis, David Ellis, and Rus-
sell Thorson all serving stints as Capt. Bart Friday,
a San Francisco detective who roamed the world
looking for dangerous adventure. Jack Edwards as
Skip Turner, Friday’s Texas-talking sidekick.
WRITER-PRODUCER: Carlton E. Morse.

I's no accident that Adventures by Morse
bears a striking resemblance to I Love a Mystery:
both were written and directed by Carlton E.
Morse, who produced this syndication soon after
his ILAM had been scrapped by NBC. The hero,
Capt. Friday, sounded much like /LAM strong-
man Jack Packard; the sidekick, Skip Turner,
was an /LAM Doc Long sound-alike. The stories
bordered on the supernatural, though there was
usually a near-rational explanation. Major stories
of ten weeks alternated with shorter pieces of
three chapters, accommodating the standard 13-
week broadcasting contracts. The first show sent
Friday and Turner to a graveyard in northern
California, a fog-shrouded place where the dead
walked, wolfmen prowled, and ghouls roamed at
will. Later they went to Cambodia and con-
fronted an ancient order of vampire priests inside
a vast hollow mountain. The entire 52-week run
exists on tape in splendid sound, giving a fine
example of the kind of terror-chillers that Morse
did better than anyone else.

ADVENTURES IN READING, educational se-
ries, an NBC alternative to the CBS shows that
dominated this field.

BROADCAST HISTORY: May 2, 1938-Oct. 7,
1940, Blue Network. 30m, Mondays at 2. PRO-
DUCER-DIRECTOR: James Church. WRITERS:
Helen Walpole, Margaret Leaf.

Adventures in Reading gave insights into the
works of writers great and obscure, classic and
modern, by looking at how events in the authors’
lives had shaped their books. It came to the air
when Walpole and Leaf submitted a script on
Mark Twain to Lewis Titterton, a network editor.
The second script focused on Raymond Ditmars,
snake expert at New York’s Zoological Park. A
show on John Milton was selected by Max Wy-
lie as one of the best broadcasts of 1938. Orig-
inally scheduled for only six broadcasts, the
series ran two years.
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THE ADVENTURES OF BILL LANCE, de-
tective drama, heard in two runs with separate
casts and production people.

BROADCAST HISTORY: April 23, 1944-Sept. 9,
1945, CBS West Coast. 30m, Sundays at 9, Pacific
time. Planters Peanuts. CAST: John Mclntire as
detective Bill Lance until March 1945; Pat Mc-
Geehan as Lance, March-Sept. 1945. Howard
McNear as Ulysses Higgins, Lance’s friend and
assistant. Regular players: Mercedes Mc-
Cambridge, Cathy Lewis, Joseph Kearns, Frank
Graham. ANNOUNCERS: Dick Joy, occasionally
Owen James. Music: Milton Charles. CREA-
TOR-WRITER: J. Donald Wilson. PRODUCER:
Glan Heisch. DIRECTOR: Mel Williamson.
WRITERS: Stewart Sterling, Sylvia Richards,
Maurice Zimm, Martha Chapin.

June 14, 1947-Jan. 4, 1948, ABC. 30m, Satur-
days at 9 until Aug.; Mondays at 9 until Sept.; then
Sundays at 5. CAST: Gerald Mohr as Lance.
PRODUCER: Dwight Hauser.

The opening signature in 1944 pegged Bill
Lance as ‘‘that ace of criminologists, whose dar-
ing exploits and infallible accuracy have earned
him, from the underworld, the nickname Fer de
Lance, the deadliest of reptiles, so swift, so sure,
that it never misses.”’ Creator J. Donald Wilson,
a crime show veteran, said of his hero: ‘‘He has
the deductive type of mind and is very fond of
music.”” Lance’s assistant Higgins, said Wilson,
‘‘doesn’t have the deductive mind and isn’t fond
of music.”” Producer Heisch had a weakness for
exotic locales: circuses, waterfronts, morgues,
South American cafes, and such places as North
Africa.”

THE ADVENTURES OF CAPTAIN DIA-
MOND, an early series of sea tales.

BROADCAST HISTORY: Oct. 5, 1932-March 29,
1934, Blue Network. 30m, Wednesdays at 8 until
Jan. 1933, then Thursdays at 8. General Foods for
Diamond Sait.

Nov. 15, 1936-April 18, 1937, Blue Network.
30m, Sundays at 3:15 until Jan., then at 3. General
Foods for Diamond Salt. CAsT: Al Swenson as
Captain Diamond, an old salt who told stories in
his lighthouse-home. Florence Malone as Mrs.
Diamond. ANNOUNCER: Tiny Ruffner, who lis-
tened to the stories.
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THE ADVENTURES OF CHAMPION, ju-
venile adventure serial.

BROADCAST HISTORY: 1949, Mutual. 15m.
CAsT: Unknown. DIRECTOR: William Burch.

‘A series of fast, exciting stories about a boy
named Ricky West, raised in the wilderness
since childhood by his adopted Uncle Smoky,
a German shepherd dog named Rebel, and
a stockin’-legged chestnut stallion you know
and love—Champion! . ..the world’s wonder
horse!”> Uncle Smoky told stories of western
mystery: Champion was presented as a king of
wild horses who let only Ricky ride him. The
series was subtitled Gene Autry’s Champion, but
it was not explained in the reviewed episode
where Autry was or how the horse became wild
again.

THE ADVENTURES OF CHRISTOPHER
LONDON, crime drama with international fla-
vor.

BROADCAST HISTORY: Jan. 22-April 30, 1950,
NBC. 30m, Sundays at 7. CAST: Glenn Ford as
Christopher London. Supporting players: Barton
Yarborough, Joan Banks, Virginia Gregg, Ben
Wright, Ted de Corsia, Alan Reed. MusIcC:
Lyn Murray. CREATOR: Erle Stanley Gardner.
PRODUCER-DIRECTOR: William N. Robson.

Christopher London was a globetrotting in-
vestigator-troubleshooter who tackled a weekly
‘‘excursion against crime.’’

THE ADVENTURES OF CHRISTOPHER
WELLS, crime drama.

BROADCAST HISTORY: Sept. 28, 1947-June 22,
1948, CBS. 30m, Sundays at 10 through Jan., then
Tuesdays at 9:30. DeSoto-Plymouth. CAsT: My-
ron McCormick and Charlotte Lawrence as news-
paperman Christopher Wells and his assistant
Stacy McGill; beginning in Feb., Les Damon and
Vicki Vola in the leads. MusIc: Peter Van Stee-
den. CREATOR-DIRECTOR: Ed Byron.
WRITER AND ‘‘CHIEF ASSISTANT’’: Robert
Shaw.

Christopher Wells shared elements of the
more successful Mr. District Attorney. Both were
created and produced by Ed Byron, who had an
almost uncanny knack of foreshadowing the
news. Byron often went slumming through New

York in search of plot material, and with Mr. DA
he had earned a reputation of fictionalizing
scoops before they happened. On a Christopher
Wells smuggling case, a real incident with strong
similarities occurred at the same time the episode
aired. Wells also just happened to be in India at
the time of Gandhi’s assassination. These hot el-
ements kept the show interesting, but the mid-
season shift into a Tuesday night timeslot
(opposite NBC’s Fibber McGee and Molly pow-
erhouse) proved fatal.

Byron wrote out a complete biography of his
hero, giving a thumbnail sketch to Newsweek.
Wells was born Sept. 28, 1912, sold newspapers,
started as a ‘‘sub-cub’’ reporter on a New York
daily for $16 a week, and eventually became a
bylined columnist with some of the trademarks
of Walter Winchell, Nellie Bly, Richard Harding
Davis, and any charming bachelor. It was a trav-
eling show, with Wells in Shanghai one week
and India the next.

THE ADVENTURES OF DICK COLE, ju-
venile adventure.

BROADCAST HISTORY: 1942, transcribed syndi-
cation for Bluebolt magazine and Foremost Com-
ics, in whose pages the hero excelled. CAST:
Leon Janney as Dick Cole, a cadet at Farr Military
Academy.

With his Academy friends Ted and Simba,
Dick Cole won football games, tracked down
crooks, and covered his alma mater with

glory.

THE ADVENTURES OF ELLERY QUEEN,
mystery, combined with a panel of clue-sifters,
alleged experts challenged to guess the mur-
derer.

BROADCAST HISTORY: June 18, 1939-Sept. 22,
1940, CBS. 60m until Feb., then 30m. Sundays at
8 until Sept.; at 10 until April; then at 7:30. Sus-
tained until late April, then supported by Gulf Oil
in the summer slot for The Screen Guild Theater.
CAasT: Hugh Marlowe as Ellery Queen, deductive
genius, a suave modern-day Sherlock in the Wil-
liam Powell mode: Santos Ortega as Inspector
Queen, the detective’s father: Marion Shockley as
Nikki Porter, Queen’s adventurous secretary:
Howard Smith as Sergeant Velie until Sept. 1939,
when Ted de Corsia took the role: Robert Strauss



as Doc Prouty: later Arthur Allen in this role. AN-
NOUNCER: Ken Roberts until April 1940, then
Bert Parks. Music: Bernard Herrmann, then
Leith Stevens, then Lyn Murray. PRODUCER-
DIRECTOR: George Zachary.

Jan. 10, 1942-Dec. 30, 1944, NBC. 30m, Sat-
urdays at 7:30. Bromo Seltzer. CAsT: Carleton
Young as Ellery until Aug. 1943, then Sydney
Smith. Santos Ortega, Marion Shockley, and Ted
de Corsia returned as Inspector Queen, Nikki, and
Sergeant Velie (Helen Lewis briefly as Nikki).
ANNOUNCER: Emest Chappell. Music:
Charles Paul (organ). PRODUCER-DIRECTOR:
George Zachary.

Jan. 24, 1945-April 16, 1947, CBS. 30m,
Wednesdays at 7:30. Anacin. CAST: Smith, Or-
tega, and de Corsia returned as Ellery, Inspector
Queen, and Sergeant Velie. Barbara Terrell briefly
as Nikki, then Gertrude Warner, then (Oct. 1946)
Charlotte Keane. ANNOUNCER: Don Hancock.

June 1-Sept. 21, 1947, NBC. 30m, intermit-
tently, Sundays at 6:30. Anacin. Production moved
from New York to Hollywood. CAST: Lawrence
Dobkin as Ellery. Bill Smith as Inspector Queen.
Ed Latimer as Sergeant Velie. Charlotte Keane as
Nikki. ANNOUNCER: Don Hancock. Music:
Chet Kingsbury (organ). DIRECTOR: Tom Vic-
tor.

Nov. 27, 1947-May 27, 1948, ABC. 30m,
Thursdays at 7:30 until Feb., then at 8:30. Sus-
tained. CAsT: Lawrence Dobkin as Ellery until
Jan. 1948; Howard Culver thereafter. Herb Butter-
field as Inspector Queen. Alan Reed as Sergeant
Velie. Virginia Gregg, later Kaye Brinker, as
Nikki. ANNOUNCER: Paul Masterson. Music:
Rex Koury. DIRECTORS: Dick Woollen, Dwight
Hauser.

Ellery Queen, perhaps as famous as any fic-
tional detective after Sherlock Holmes, was cre-
ated by cousins Frederic Dannay and Manfred
Lee over lunch one day in 1929. This led to more
than 40 popular novels, a film series, a long and
convoluted run on radio, and various runs on
TV. The radio series grew out of an appearance
by Dannay and Lee on the Mutual quiz series
Author, Author: radio director George Zachary
thought an interesting format could be devised
from the best qualities of the panel show and the
melodrama. For a $350 fee, Dannay and Lee
would write one mystery per week. Dannay left
the series after the 1944 NBC run; Anthony Bou-
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cher became coauthor with Lee. The action
would be stopped near the end, and a panel of
‘‘armchair experts’’ would try to guess the so-
lution. The experts would come from the worlds
of entertainment and news broadcasting, hope-
fully adding a layer of glamor to the standard
detective thriller. Early panelists included Deems
Taylor, Ed ‘‘Archie’’ Gardner, photographer
Margaret Bourke-White, and Princess Alexandra
Kropotkin, who earned fees of $25-$50 for
guessing the answers—generally wrong. In the
first four months, only playwright Lillian Hell-
man correctly nailed the culprit. This caused the
format to be reorganized, with the *‘experts’’ be-
ing solicited from the studio audience. It was a
disaster: the people from the audience were not
only always wrong, they were uniformly lifeless
and boring on the air. In a later format, a panel
of mystery writers was used: they enjoyed rela-
tive success in the guessing game without put-
ting the audience to sleep in the process. The
‘‘armchair detective’” format, despite its draw-
backs, remained popular with listeners, espe-
cially when panelists were major celebrities.
Among those who appeared were Dorothy Kil-
gallen, Gypsy Rose Lee, Norman Corwin, Guy
Lombardo, Ed Sullivan, Fred Waring, John
Wayne, Spike Jones, Jane Russell, Jack Demp-
sey, Orson Welles, Milton Berle, Bela Lugosi,
Arthur Godfrey, and Mel Blanc.

THE ADVENTURES OF FATHER BROWN,
detective drama.

BROADCAST HISTORY: June 10-July 29, 1945,
Mutual. 30m, Sundays at 5. CAST: Karl Swenson
as Father Brown, the detective priest created by
G. K. Chesterton. Supporting players: Mitzi Gould,
Robert Readick, Barry Thomson, Bill Griffis, Will
Geer, Vinton Hayworth, Gretchen Davidson,
Gladys Thornton. ANNOUNCER: John Stanley.
DIRECTOR: William Sweets.

This summer series found the priest each week
‘‘at his desk in his modest parish house.”” He
was watched over by a housekeeper named Nora
but still found plenty of mystery and murder.

THE ADVENTURES OF FRANK MERRI-
WELL, juvenile adventure, based on the dime
novels by Gilbert S. Patton under the name Burt
L. Standish.
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BROADCAST HISTORY: March 26-June 22, 1934,
NBC. 15m continuation, three a week at 5:30. Dr.
West's Toothpaste. CAST: Donald Briggs as
Frank Merriwell, a super athlete who was usually
deeply involved in mystery. ANNOUNCER: Har-
low Wilcox.

Oct. 5, 1946-June 4, 1949, NBC. 30m, Satur-
days at 10 A.M. (1946-48); then various Saturday
times. CAST: Lawson Zerbe as Frank Merriwell,
beloved hero of American fiction, super athlete at
turn-of-the-century Yale. Elaine Rost as girlfriend
Inza Burrage. Hal Studer as Bart Hodge. Patricia
Hosley as Elsie Bellwood. Also: Lamont Johnson,
Brad Barker, Grace Keddy. ANNOUNCER: Mel
Brant. Music: Paul Taubman at the organ. Di-
RECTORS: Ed King, Joseph Mansfield, Harry
Junkin, Fred Weihe. WRITERS: Ruth and Gilbert
Brann, with William Welch.

The two eras of Frank Merriwell are from
widely diverse times in American radio. All the
information on the early series comes from one
scratchy disc. Frank gets drawn into a shameful
poker game and later confesses to his enemy-
turned-pal Bart Hodge an uncontrollable weak-
ness for gambling. There are periodic, teary
references to Frank’s ‘‘dear, sweet mother,”
from whom he once stole money to support his
despicable habit.

The later series was a complete-in-each-
episode half-hour. It strived mightily for a nos-
talgic flavor, opening to the sounds of a trotting
horse and a distinctive signature. ‘“There it is, an
echo of the past—an exciting past, a romantic
past—the era of the horse and carriage, gas-lit
streets and free-for-all football games: the era of
one of the most beloved characters in American
fiction, Frank Merriwell.”

THE ADVENTURES OF FRANK RACE, ad-
venture melodrama.

BROADCAST HISTORY: 1949-50, transcribed
syndication by Bruce Ells Productions (began run-
ning in some markets May 1, 1949). CAsT: Tom
Collins as Frank Race, an attorney who took up a
life of intrigue after the war; Paul Dubov assumed
the led after 22 shows. WRITER-DIRECTORS:
Joel Murcott, Buckley Angel. Music: Ivan Dit-
mars, composer and performer (organ).

THE ADVENTURES OF NERO WOLFE,
detective drama, based on the novels of Rex
Stout.

BROADCAST HISTORY: July 5, 1943-July 14,
1944, Blue Network after a trial run on a regional
northeastern network in early 1943. 30m, Mondays
at 8:30 until late Sept.; off thc air four months,
then Fridays at 7. CAST: Santos Ortega as Nero
Wolfe, ‘‘gargantuan gourmet, the detective genius
who rates the knife and fork the greatest tools ever
invented by man.”” Luis Van Rooten assumed the
role in 1944. John Gibson as Archie Goodwin,
Wolfe’s legman, assistant, and secretary, who told
the stories.

1946, Mutual Network. 30m, Sundays. The
Amazing Nero Wolfe. Jergens Lotion. CAST:
Francis X. Bushman as Nero. Elliott Lewis as Ar-
chie. ANNOUNCER: Jim Bannon. PRODUCER-
DIRECTOR: Travis Wells. WRITER: Louis
Vittes.

Oct. 20, 1950-April 27, 1951, NBC. 30m, Fri-
days at 8. The New Adventures of Nero Wolfe.
Sponsored in part by Plymouth. CAsT: Sydney
Greenstreet as Wolfe (typecasting, as his greatest
screen role is thought to be that of Guttman the fat
man in The Maltese Falcon); a potpourri of actors
as Archie, including Gerald Mohr, Wally Maher,
Harry Bartell, Herb Ellis, and Lawrence Dobkin.
ANNOUNCER: Don Stanley. PRODUCER: Ed-
win Fadiman. DIRECTOR: J. Donald Wilson.

The eccentricities of Rex Stout’s Nero Wolfe
were well known by the time the character came
to radio. He was an orchid fancier world-class.
He was a bon vivant by nature and a fat man by
consequence. He waddled about and solved the
most baffling murders from the comfort of his
home, without ever visiting the scene. Wolfe
grumbled whenever a potential client appeared,
but usually took the case because high living had
taken its toll on his bank account. It was Wolfe’s
assistant, Archie Goodwin, who actually got
around, interviewing witnesses and gathering
clues for interpretation by the great one later. It
was also Archie whose appreciation of a well-
shaped leg gave the show its token romance.

THE ADVENTURES OF OZZIE AND HAR-
RIET, situation comedy.



BROADCAST HISTORY: Oct. 8, 1944-June 11,
1948, CBS. 30m, Sundays at 6 until Jan. 1948,
then Fridays at 9:30. International Silver.

Oct. 3, 1948-July 10, 1949, NBC until April;
season finished on CBS. 30m, Sundays at 6:30.
International Silver.

Oct. 14, 1949-June 18, 1954, ABC. 30m, Fri-
days at 9. Heinz Foods until June 1952; various
sponsors thereafter.

CasT: Ozzie and Harriet Nelson. Tommy Bernard
and Henry Blair as their sons David and Ricky
Nelson until April 1949, when the sons began
playing themselves. Joel Davis as David Nelson,
1944-45. John Brown as “‘Thorny’’ Thornberry,
the next-door neighbor. Lurene Tuttle as Harriet’s
mother (usually on the telephone). Janet Waldo as
Emmy Lou, a breathless teenager who often gave
Ozzie bad advice. ANNOUNCER: Verne Smith.
PRODUCER-PIRECTOR: Glenhall Taylor, Dave
Elton. Music: Billy May. SOUND EFFECTS:
Ed Ludes, Monty Fraser, David Light.

Ozzie and Harriet filled one decade with music
and the next decade with laughs. They had two
full, distinct careers. Harriet came out of Iowa,
gave up her real name (Peggy Lou Snyder), and
became a singer in the big band era. Ozzie was
leading one of the best-known dance bands of
the time and was looking for a girl singer when
he happened to see Harriet in a short film she
had made for Paramount in 1932. They arranged
a meeting, and she agreed to give up her current
billing—songstress at a New York restaurant—
and sing with the band. Together they worked
out the song-and-patter routine that would be-
come their trademark: while the band played,
Ozzie and Harriet would toss song lyrics back
and forth in an almost conversational banter, de-
veloping a style that was distinctive in its time.

Ozzie (born Oswald George Nelson, March
20, 1906) formed his first orchestra at age 14.
He worked his way through college and law
school by playing ballrooms and proms. He
graduated from Rutgers, then took a law degree
in 1930. But his band was doing too well to give
it up: a booking at the Glen Island Casino was
giving him national exposure on the networks,
and his orchestra was becoming one of the best-
paid in the country.

After three years together in the band, Ozzie
and Harriet were married Oct. 8, 1935. They had
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been signed as melodians for Joe Penner’s
Baker’s Broadcast, an engagement they contin-
ued after Penner left the show and Robert ‘‘Be-
lieve It or Not’’ Ripley took it over. Their son
David was born Oct. 24, 1936; another son, Eric,
May 8, 1940. After the birth of Eric, who later
became famous as Ricky, the Nelsons moved to
Hollywood, where they joined The Red Skelton
Show on NBC in 1941.

The Skelton job lasted three years, ending sud-
denly when Skelton was drafted. This led Nelson
to develop his own situation comedy. The Ad-
ventures of Ozzie and Harriet would depict the
Nelsons at home. They would be billed as
‘‘America’s favorite young couple,”’ living the
good life but constantly entangled in amusing
situations created by Ozzie. The plots were sim-
ple: Ozzie was the pivotal character, his tangents
the vehicles to confusion. Once Ozzie had set his
mind to something, nothing could dissuade him
until disaster had run its inevitable course. This
week it might be a ‘““men are superior’’ kick;
next week he’d get the notion that the boys were
being neglected. Whatever the cause, Ozzie
would take it to ridiculous lengths, Harriet would
gently try to guide him back to reason, David
and Ricky would get in a few wisecracks, and
Ozzie would be further confused by the ill-timed
advice of his next-door neighbor Thorny.

At first Nelson refused to allow his boys to
portray themselves. He felt that the experience
of big-time radio was too much for children of
8 and 4 to handle. In April 1949 he relented, and
the real David and Ricky began playing them-
selves. The series made an almost painless tran-
sition to television and was one of TV’s early
success stories. The characters remained consis-
tent: the voices were the same; the shows were
always in good taste; the Nelsons looked like the
Nelsons were supposed to look, even to those
who had never seen them. It was a solid series,
a radio staple, a cute show. But as the times
changed, Ozzie and Harriet seemed a little too
cute, too precious. Ozzie was a guy who never
seemed to work: he lounged around his home
(‘1847 Rogers Road’’ during the years when
1847 Rogers Brothers Silver was the sponsor) in
a sweater and slacks, his whole existence built
around his weekly displays of flawed judgment.
This even became a running gag for nightclub
comics: the question ‘‘What does Ozzie Nelson
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could not do was lost in the heat of the moment.
Sharp-eared listeners got the point, and so, by
1950, did Wildroot. The sponsor had moved with
Duff and the entire cast to NBC in 1949 but was
having serious second thoughts nine months
later. Variety reported that Wildroot would con-
tinue only if Hammett’s name was removed from
the credits, and the sponsor wasn’t enthusiastic
about Duff either. The shoe fell on September 9:
Billboard announced that Wildroot was dumping
Spade and putting its money into a new series,
Charlie Wild, Private Detective. The report
caused an avalanche of mail: 250,000 letters
poured in protesting the decision, a powerful
enough voice that NBC was persuaded, un-
wisely, to continue the series without Duff.
Duff’s last broadcast was The Femme Fatale
Caper, Sept. 17, 1950. When the new show ar-
rived November 17, the role was played by Steve
Dunne, a boyish-sounding Spade laboring under
a major handicap. Not even Bogart could have
followed Howard Duff by then.

The show was loved in its time and still is.
The plots were often run-of-the-mill radio fare,
obviously hacked out in the heat of the deadline.
No one cared if holes were patched in an obvious
and sometimes careless way—this show had a
style and class that the others all envied. Duff
made the writing part of his own unique char-
acter. The wit and charm of the show has weath-
ered four decades, and The Adventures of Sam
Spade remains today the pinnacle of radio pri-
vate eye broadcasts.

THE ADVENTURES OF SUPERMAN, ju-
venile adventure serial, based on the hero of DC
Comics.

BROADCAST HISTORY: 1940-42, transcribed
syndication, beginning Feb. 12, 1940, WOR, New
York.

Aug. 31, 1942-Jan. 28, 1949, Mutual. 15m, in-
itially three a week at 5:30; mostly five a week
thereafter, sometimes at 5:15, sometimes 5:45.
Kellogg’s Pep, Jan. 1943-Dec. 1947.

Jan. 31-June 17, 1949, Mutual. 30m, three a
week at 5.

Nov. 5, 1949-March 1, 1951, ABC. 30m, Sat-
urdays at 8:30, then at 8; twice a week at 5:30 as
of June 1950.

CasT: Clayton Bud Collyer as Clark Kent, reporter
for the Daily Planet in Metropolis, who in reality
was the strange being from another world known

as Superman; Michael Fitzmaurice took the lead
role in 1950. Joan Alexander as cynical reporter
Lois Lane. Julian Noa as Perry White, Daily
Planet editor. Jackie Kelk as cub reporter Jimmy
Olsen. Gary Merrill, Stacy Harris, and Matt Crow-
ley as Batman, another DC Comics superhero who
often visited the show. Ronald Liss as Robin, Bat-
man's sidekick. ANNOUNCER: Jackson Beck
from ca. 1943. DIRECTORS: George Lowther,
Robert and Jessica Maxwell, Mitchell Grayson,
Allen Ducovny. WRITERS: Jack Johnstone, B. P.
Freeman. SOUND EFFECTS: Jack Keane, Al
Binnie, Keene Crockett, John Glennon.

The comic Superman was created by Jerry Sie-
gel and Joe Shuster in 1938. It, and the subse-
quent radio serial, told of the destruction of the
planet Krypton and how the scientist Jor-El and
his wife Lara placed their infant son in a rocket
headed for Earth. Here, the child had wondrous
powers: he grew up disguised as Clark Kent,
‘‘mild-mannered reporter for a great metropolitan
newspaper’’ who *‘leads a never-ending battle for
truth, justice, and the American way.”’ Kent wore
glasses and took on a meek demeanor. He was
bullied by his boss Perry White and barely toler-
ated by Lois Lane, the Planet’s star female re-
porter. Lois adored Superman even as she
disdained the alter ego, Kent. Superman could fly
through the air, a feat accomplished on radio with
a gush of windy sound effects and a shout, ‘“Up,
up, and away!”’ The network opening signature
was one of radio’s best, setting the stage for those
quarter-hour flights into fantasy with a cascade of
voices, narration, and sound effects.

Faster than a speeding bullet!

More powerful than a locomotive!

Able to leap tall buildings at a single bound!

“‘Look! Up in the sky!”’

“It’s a bird!”’

“It’s a plane!”’

“It’s SUPERMAN!"’

One month found Superman chasing train rob-
bers; the next battling Nazis and ‘‘Japs’’ at the
North Pole. During the war, Superman joined
most other serial characters in the fight against
tyranny. Only two things stopped him: his X-ray
vision couldn’t penetrate lead, and when con-
fronted with the element Kryptonite he was
rendered helpless. In 1945 he was joined briefly
by Batman, the other great DC Comics hero, but
Batman suffered in the inevitable comparison.



Could he fly? Could he see through brick walls?
Could he dart in front of a bullet and save the
day? The character faded from The Adventures
of Superman and never did break away for a
show of his own.

The producers went to great lengths to protect
the identity of the hero, onstage and off. In the
storyline, anyone who discovered Superman’s
secret identity was eliminated: the writer simply
killed him off by accident or disaster. It was also
insisted that the identity of Clayton Bud Collyer,
the actor who gave voice to the man of steel, be
kept secret. Only in 1946 did Collyer emerge in
an interview with Time to promote a Superman
campaign against racial and religious intoler-
ance. The serial became the first of its kind to
tackle such heavy themes. Collyer, who later be-
came a well-known TV game show host, gave
the series one of its trademarks—the ability to
change characters in midsentence, from the
mousy Clark (**This looks like a job for..."’) to
the barrel-chested (‘‘SUPERMAN!’) man of
steel.

THE ADVENTURES OF THE THIN MAN,
a comedy thriller, lighthearted mystery based on
the novel by Dashiell Hammett.

BROADCAST HISTORY: July 2, 1941-Dec. 23,
1942, NBC. 30m, Wednesdays at 8. Woodbury
Soap.

Jan. 8, 1943-Dec. 26, 1947, CBS. 30m, mostly
Fridays at 8:30, some Sunday timeslots. General
Foods for Post Toasties, Maxwell House Coffee,
and Sanka.

June 22-Sept. 22, 1948, NBC. 30m, Tuesdays
at 9 until mid-July, then Wednesdays at 10:30. The
New Adventures of the Thin Man. Pabst Beer.

Oct. 28, 1948-Jan. 20, 1949, Mutual. 30m,
Thursdays. Kaiser-Fraser.

June 23-Sept. 1, 1950, ABC. 30m, Fridays at 9.
Heinz Foods.

CAsT: Les Damon as suave New York sleuth Nick
Charles until 1943; then Les Tremayne, David Go-
thard (19444S5), Tremayne (1945-46), Damon
again (1946-47), Tremayne (1948-49), and Joseph
Curtin as the last Nick, 1950. Claudia Morgan as
Nora Charles throughout. Parker Fennelly as Sher-
iff Ebenezer Williams of Crabtree County. AN-
NOUNCERS: Ed Herlihy, Nelson Case, Glenn
Riggs, Tom Shirley, Ron Rawson, Jimmy Walling-
ton, Joe Weeks, Ted Pearson, Dwight Weist. Mu-

The Adventures of Topper 15

sic: Fred Fradkin. PRODUCER-DIRECTOR:
Himan Brown. WRITERS: Ruth Hawkins, Denis
Green, Milton Lewis, Louis Vittes, Robert New-
man, Eugene Wang. SOUND EFFECTS: Hal Reid.

The Thin Man was a slick piece of high-hatted
sophistication based on the 1934 film, which was
based on the Hammett novel of the same year.
Nick Charles, the hero, was a retired private eye
who just couldn’t stay away from murder. Abet-
ted by his eccentric wife Nora, Nick ran a ten-
year race with that other light thriller Mr. and
Mrs. North, and for a time the Charleses were
billed as ‘‘the happiest, merriest married couple
in radio.”’

They certainly were the sexiest. The Thin Man
gave its listeners all the censor would allow.
Nick and Nora were cast in the screen images,
with William Powell and Myrna Loy firmly in
mind. Les Damon and Claudia Morgan learned
to talk so much like the screen stars that some
listeners refused to believe the credits, insisting
that Powell and Loy were actually at the micro-
phone. Morgan cooed invitingly: she mouthed
long, drawn-out kisses and kidded Nicky-darling
about his outlandish pajamas. One critic strongly
objected to the ‘‘ooooohs’” and ‘‘aaaaahs’” and
‘“‘mmmmmm’s’’ during the ‘‘squeaky’’ kisses
and love scenes. But as feminine and cozy as
Nora was played, Life noted that ‘‘she can step
across pools of blood with all the calm delicacy
of a lady-in-waiting.”” Nick, the deductive ge-
nius, developed a distinctive, sexually suggestive
purr. When she preened, he purred. This was
pure radio, imagery carried through dialogue and
sound with no narration necessary.

Nick became the top sleuth of the martini set
while keeping a running acquaintance with such
characters as Dippy Danny the Pickpocket, Char-
lie the Creep, and Big-Ears Benny. With the
show well in progress, Parker Fennelly was
added as Nick’s old friend and partner Sheriff
Ebeneezer Williams of Crabtree County. Fen-
nelly played the same kind of Titus Moody char-
acter he had originated for Fred Allen. These
three were the only regular characters, with the
exception of Nick and Nora’s famous wirehaired
terrier Asta.

THE ADVENTURES OF TOPPER, situation
comedy, based on the novel by Thorne Smith
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and the subsequent film series starring Roland
Young.

BROADCAST HISTORY: June 7-Sept. 13, 1945,
NBC. 30m, Thursdays at 8:30 (final two shows at
8). Post Toasties. CAST: Roland Young as Cosmo
Topper. Hope Emerson as his wife Henrietta. Paul
Mann and Frances Chaney as George and Marion
Kerby, ghosts who appear only to Topper (Tony
Barrett also heard as George).

Cosmo Topper was a banker whose life was
complicated by two friendly spirits. The comedy
ensued when Topper talked to his ethereal
friends and, of course, seemed to be talking to
people around him. ‘‘Go away,’” he would say,
or, ““That’s a terrible suit you're wearing.”’ This
was the same dilemma faced by Donald
O’Connor in the Francis (the talking mule) film
series. Topper was done far more effectively on
television, becoming one of that medium’s early
successes. In the TV series, George and Marion
Kerby were killed in an avalanche while skiing.
Also killed was Neal, the alcoholic St. Bernard
who had come to rescue them. The TV roles
were played by Leo G. Carroll (Topper), Lee
Patrick (Henrietta), and Anne Jeffreys and Rob-
ert Sterling (George and Marion).

THE AFFAIRS OF ANN SCOTLAND, detec-
tive drama.

BROADCAST HISTORY: Oct. 30, 1946-Oct. 22,
1947, ABC. 30m, Wednesdays at 9. Hudnut.
CAST: Arlene Francis as Ann Scotland. MusiIcC:
Del Castillo (organ). DIRECTOR: Helen Mack.

Ann Scotland was described in the memoir of
Arlene Francis as ‘‘a sort of private eyelash.”
She was a satin-tongued cutie, quick on the up-
take, the kind of role that was ideal for Francis.
Arlene was pregnant when this series aired (*‘I
could have been called Scotland Yard because
that’s how wide I was’’), but it didn’t matter in
a medium where everything was done with the
voice. Her friend Claire Trevor gave this assess-
ment of her come-hither performance: ‘‘You
don’t sound the least bit pregnant, but you sound
as though you might be at any moment.”’

THE AFFAIRS OF ANTHONY, soap opera.

BROADCAST HISTORY: May 29, 1939-March 22,
1940, Blue Network. 15m, daily at 3:15. Sus-

tained. CAST: Henry Hunter as Anthony Marley-
bone Jr. Marvin Miller as Anthony Sr. Laurette
Fillbrandt as Susan. Lenore Kingston as June. Ber-
nardine Flynn as Alice McGinty. DIRECTOR:
Axel Gruenberg. WRITER: Sandra Michael.

THE AFFAIRS OF PETER SALEM, detec-
tive drama.

BROADCAST HISTORY: May 7, 1949-April 18,
1953, Mutual. 30m. Heard most often on Sundays,
but also Mondays and Saturdays. Sustained.
CAST: Santos Ortega as Peter Salem, a small-
town detective who used brainpower and wits to
trip up sophisticated lawbreakers from the city.
Jack Grimes as his sidekick Marty. Regulars from
the New York radio pool: Everett Sloane, Luis
Van Rooten, Ann Shepherd, etc. PRODUCER:
Himan Brown. DIRECTOR: Mende Brown.
WRITER: Louis Vittes. SOUND EFFECTS:
Adrian Penner.

AFRICAN TREK, African folk music.

BROADCAST HISTORY: Oct. 13, 1939-Oct. 17,
1943, Blue Network. 30m, Fridays at 7:30 until
Nov. 1940, then Sundays at 1:30.

July 13, 1946-March 15, 1947, ABC. 15m, Sat-
urdays at 10:15 A.M.

The creator of African Trek was Josef Marais,
who, with three companions, performed a vast
repertoire of native African and Boer folksongs.
Much as Harry Horlick had done with gypsy bal-
lads a decade earlier, Marais gave his show an
authentic sound, rooted in firsthand knowledge.
Bomn near Cape Town, Marais was a symphony
orchestra violinist in his teens and a longtime
collector of Afrikaner and Hottentot music. His
series drew so much fan mail that the Blue Net-
work expanded it from 15 to 30 minutes. By
1941 it was being shortwaved to Africa. The
campfire flavor of such Boer War numbers as
Brandy, Leave Me Alone gave the series an ex-
otic ambience that Americans found fascinating.
There were also stories and folk yarns. The
theme was Sarie Marais.

AGAINST THE STORM, serial drama.

BROADCAST HISTORY: Oct. 16, 1939-Dec. 25,
1942, NBC. 15m, daily, opened at 5:15 but was
frequently moved. Procter & Gamble for Ivory
Soap.



April 25-Oct. 21, 1949, Mutual. 30m, daily at
11:30 a.m. Philip Morris.

Oct. 1, 1951-June 27, 1952, ABC. 15m, daily
at 10:45 a.m. Philip Morris.

CasT: Roger DeKoven as Professor Jason McKin-
ley Allen of Harper College (DeKoven starred in
the three runs, though years apart). May Davenport
Seymour as his wife Margaret from 1939; also
played by Katherine Anderson (1949) and Flor-
ence Malone. Gertrude Warner and Claudia Mor-
gan as their daughter Christy. Joan Tompkins and
Dolores Gillen as their daughter Siri. Arnold Moss
and Alexander Scourby as Philip Cameron, who
married Christy. Grant Richards as Siri’s husband
Hal Thomas. Chester Stratton as Mark Scott. Joan
Alexander and Ruth Matteson as Nicole Scott.
Charlotte Holland as Kathy Reimer. Philip Clarke
as Dr. Reimer. Elliott Reid as Julian Browning
(1949). Eddie Mayehoff as Professor Waldo
Greentree (1949). DIRECTOR: Axel Gruenberg.
WRITER: Sandra Michael. THEME: Theme
from Song of Bernadette, by Alfred Néwman.

Against the Storm was so highbrow that to call
it a soap opera made its creator-writer *‘see red.”’
Sandra Michael had long believed that daytime
radio needed an antidote for the mindless for-
mula of Our Gal Sunday and Stella Dallas. Mi-
chael disdained the cliffhanger, that well-wormn
device that made listeners wonder, ‘“Will John’s
wife finally meet John’s other wife, and what
will happen then?”’

Michael was born in Denmark. She wrote
commercials and announced fashion shows in
Milwaukee, then moved to Hollywood to write
some of the quality nighttime shows. Her serial
opened in wartime and quickly established its
theme of resistance to that war, indeed to all
wars. The central character, Professor Allen,
taught at Harper University and lived at Deep
Pool Farm, a setting taken from the 32-acre farm
in Connecticut where Michael lived. Allen was
a pacifist and an outspoken opponent of Hitler.
Many episodes were solid philosophy: on Me-
morial Day 1941, the entire broadcast was a so-
liloquy about Allen’s childhood pal Porky
Mason, killed in France in the First War.

Against the Storm was lauded for originality. A
New York Times critic, comparing it with its day-
time neighbors, termed it *‘stratospheric.”” Whole
broadcasts were given over to ballads or readings
from Walt Whitman or Edna St. Vincent Millay.
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Edgar Lee Masters appeared, reading from his
Spoon River Anthology. John Masefield was
shortwaved in from Britain, ostensibly lecturing
to Professor Allen’s class. President Roosevelt
accepted a speaking part, an appearance shelved
when the Japanese attacked Pearl Harbor. In 1942
the show won a Peabody Award, the only daytime
serial ever thus honored. By the end of that year it
was off the air.

Newsweek summed up the network line, say-
ing the show ‘‘didn’t click” with listening
housewives. But ratings were respectable
throughout the run. Sandra Michael gave a Radio
Life reporter a different version years later. She
wanted the show expanded to 30 minutes daily,
a format unheard of in the soap schedule. When
the network refused, she requested and received
a release from the agency. She did get her half-
hour, from Mutual, in 1949, but it lasted less
than a year.

THE AIR ADVENTURES OF JIMMIE AL-
LEN, transcribed juvenile adventure serial.

BROADCAST HISTORY: 1933-37, 15m. Tran-
scribed for Skelly Oil, a Midwest petroleum com-
pany, and aired by stations throughout the Skelly
market area; syndicated by World Broadcasting to
businesses outside the Skelly area. Though pro-
duction ceased, repeats aired sporadically through-
out the country through the early 1940s. CAST:
John Frank as Jimmie Allen, 16-year-old boy pilot.
Shelby Storck as his pal and mentor Speed Rob-
ertson. Also: Art Ellison, Al Christi.

194647, more than 400 new 15m episodes re-
corded and broadcast for International Shoe Com-
pany of Kansas City and other sponsors. CAST:
Jack Schlicter as Jimmie. Shelby Storck as Speed.
Twila Comer as Jimmie’s girlfriend Barbara.
CREATORS-WRITERS: Bob Burtt and Bill
Moore.

Because The Air Adventures of Jimmie Allen
was never on a network, its history has until re-
cently remained vague. In 1980 Jimmie Allen ad-
vocate Walter House unearthed all the vital facts
and published them in a detailed two-part article
in the magazine R/C Model Builder.

The idea of a serial about a boy pilot was first
suggested by a pair of World War I flying aces,
Bob Burtt and Bill Moore, at a party in Kansas
City. Burtt and Moore had become writers, and
their scenario was met with enthusiasm by ad-
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man Russell C. Comer. Comer sold the package
to Skelly Oil. Three stations carried the initial
series: KDAF, Kansas City; KLZ, Denver; and
KVOO, Tulsa. The first broadcast was aired Feb.
23, 1933. Soon seven more stations were added,
and Skelly found itself involved in one of the
great promotions of early radio.

A Jimmie Allen Flying Club was created: all
a kid had to do was apply at any Skelly station.
Applicants received many premiums, highly
treasured today—a set of wings, a membership
emblem, and a ‘‘personal letter’’ from Jimmie
Allen. Other giveaways: a Jimmie Allen picture
puzzle (a Skelly truck refueling a light airplane),
a ‘‘secret service whistle,”’ and a Jimmie Allen
album. The club newspaper was sent out to
600,000 kids a week, and Jimmie Allen Air
Races—attended by tens of thousands of peo-
ple—were held in major Midwest cities where
the show was heard. Skelly had to hire a special
staff just to answer Jimmie Allen mail. Flying
lessons, model plans, and other promotions were
part of the mix, available to listeners who dis-
played their club credentials at their Skelly Oil
station. Comer never sold the show to a network:
by marketing it himself (to the Richfield Oil
Company on the West Coast and to scores of
individual businesses elsewhere), he kept control
of it.

Throughout the 1930s, interest was high. Boys
were fascinated by the adventures of Jimmie, his
older pal Speed Robertson, and their mechanic
Flash Lewis. Together they solved mysteries
(even murder, unusual for juvenile fare at that
time, when Jimmie’s passenger Quackenbush
died under mysterious circumstances), went on
hunts for treasure, and raced in air shows around
the country. Their enemies were Black Pete and
Digger Dawson.

The original Jimmie Allen, John Frank, was
more than 40 years old when the series opened.
Murray McLean, then 16 and a son of radio ac-
tress Betty McLean, was hired to make personal
appearances as Jimmie, but Frank continued the
radio role throughout the original series. By 1936
the character was so popular that Paramount shot
a Jimmie Allen movie, The Sky Parade. In 1937
Skelly dropped the show and began working
with Burtt and Moore on a new air series, which
would become the long-running classic Captain
Midnight. The postwar revival was not success-

ful: its day was the 1930s, when, as House tells
us, ‘‘kids, radio, and aviation were growing up
together.”’

THE AL JOLSON SHOW, musical variety
spanning the years 193249, for various spon-
sors and under various titles. Jolson was a dom-
inant personality whose appearance in any series
inevitably made the public think of it as ‘‘the
Jolson show,”” whatever its real title might have
been.

BROADCAST HISTORY: Nov. 18, 1932-Feb. 24,
1933, NBC. 30m, Fridays at 10. Presenting Al Jol-
son. Chevrolet. ORCHESTRA: Ted Fio Rito.

Aug. 3, 1933-Aug. 16, 1934, NBC. 60m, Thurs-
days at 10. Joined Paul Whiteman’s Kraft-Phenix
Program, which had begun June 26, 1933, and be-
came the long-running Kraft Music Hall. Jolson’s
appearances were erratic, with many absences.
KMH continued long after Jolson’s departure, with
Bing Crosby as a star.

April 6, 1935-March 6, 1936, NBC. 60m, Sat-
urdays at 9:30. Shell Chateau. Shell Oil. OR-
CHESTRA: Victor Young. DIRECTOR: Herb
Polesie of J. Walter Thompson. WRITER-
PRODUCER: Carroll Carroll of the Thompson
agency. THEME: Golden Gate. Jolson left the
show in progress; it ran with other hosts until June
26, 1937.

Dec. 22, 1936-March 14, 1939, CBS. 30m,
Tuesdays at 8:30. The Lifebuoy Program, then The
Rinso Program, then The Tuesday Night Party.
Lever Brothers. CosTARS: Harry Einstein as
Parkyakarkus; Martha Raye. ANNOUNCER: Tiny
Ruffner. Music: Lud Gluskin, Victor Young.
Again, Jolson left the series in progress: Dick
Powell took over (March 21, 1939), then Walter
O’Keefe (Sept. 19), and it left the air Dec. 12,
1939.

Oct. 6, 1942-June 29, 1943, CBS. 30m, Tues-
days at 8:30. The Colgate Program. Colgate. Co-
STAR: Monty Woolley. VOCALIST: Jo Stafford.
ORCHESTRA: Gordon Jenkins, Ray Bloch.
PRODUCER: William A. Bacher. DIRECTOR:
Bill Lawrence.

Oct. 2, 1947-May 26, 1949, NBC. 30m, Thurs-
days at 9. The Kraft Music Hall. Kraft Foods. Co-
STAR: Oscar Levant. ANNOUNCER: Ken
Carpenter. ORCHESTRA: Lou Bring. THEME:
April Showers.



Depending on the source, Al Jolson was either
the world’s greatest entertainer or the world’s
biggest ham. Some people would have said both.

His natural environment was the stage. He had
buckets of charisma before anyone had ever
heard of the word. Though Jolson loved per-
forming before an audience, he was a formidable
radio presence, fully able to project his dynamic,
forceful nature over the air.

His name was Asa Yoelson; he was born May
26, 1886, son of a Russian rabbi. In his youth
he considered becoming a cantor: instead he be-
came a performer, a specialist in blackface
vaudeville skits whose down-on-one-knee deliv-
ery of robust southern songs was as powerful in
its way as Louis Armstrong was on trumpet.

His popularity grew quickly after 1909, when
he first sang Mammy from a San Francisco stage.
He so loved performing that he often kept his
captive audience overtime. In 1927 he starred in
The Jazz Singer, the world’s first talking picture.
He was on the air as early as 1928, in guest roles
and cameos, but he seemed too busy to be tied
down long in regular radio jobs.

Carroll Carroll described in his 1970 memoir
(None of My Business) how the mid-1930s series
Shell Chateau was put together. It was typical De-
pression fare, ‘‘five acts and Jolson,”” with much
brainstorming put into the title. The sponsor
wanted its name up front, and it was Carroll him-
self who came up with Shell Chateau. It was
thought at the time that a variety show gained
something by pretending to air from some exotic
location, though some amusing (and justified, as
the tapes reveal) fears were expressed over how
Jolson might pronounce ‘‘chateau’’ on the air.
The mix was predictable: greetings, a warmup
and a song by Jolson, a comedy act, another song,
a singing guest such as Dixie Lee, music, another
Jolson number, station break, a dramatic skit, Jol-
son again, and so on. Among other guests, Shell
Chateau drew John and Lionel Barrymore, Bette
Davis, Ginger Rogers, Joe Penner, and such
sports personalities as ‘‘Slapsie’” Maxie Rosen-
bloom. When Jolson left the show in midstream,
Shell tried to keep it on the air with such hosts as
Wallace Beery and Edward Everett Horton. But
the show was swamped in the ratings wars, prov-
ing that Jolson had been its one major draw.

Jolson’s Lifebuoy Program, at 30 minutes,
was not as well produced as Shell Chateau, but
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it soon gained a major share of the Tuesday night
audience. This was Jolson’s longest regular stint,
but again he left before the run concluded. In
many ways, his 194243 CBS series for Colgate
was his most interesting show. Monty Woolley,
ex—Yale professor turned actor, parlayed a single
guest appearance into regular costar status. The
writers had a fine time with this, pitting the low-
brow Jolson against the highbrow Woolley. ‘If
you give your brain to the Smithsonian,”” Wool-
ley said to Jolson on one broadcast, “‘I’ll give
them a magnifying glass.”’

Jolson’s career went into a decline in the early
’40s but was resurrected in 1946, when Colum-
bia filmed The Joison Story. Larry Parks played
the young Jolson, but Jolson’s voice was used in
the soundtrack, and again he was a hot property.
He was now doing so many radio guest spots
that it became a running gag of comedians. It
also led to a sequel, Jolson Sings Again, in 1949.
Both stories were dramatized on The Lux Radio
Theater, with Jolson playing himself. By then
Bing Crosby had left The Kraft Music Hall in a
format dispute, and Jolson was given the host’s
role, returning to the series that he had left 13
years before.

Shows are available on tape from each Jolson
era after the 1934 Kraft Music Hall. Though his
music lost favor for a time because of its
‘‘darky’’ lyrics, he remains one of the medium’s
giants. Shell Chateau offers a dated format, his-
torically important but tired. The Lifebuoy Pro-
gram is musically interesting, but the comedy is
stale business. Perhaps Jolson’s best series for
modern listening is the later Kraft Music Hall.
Many shows exist in good fidelity. Jolson is in
good voice, and Oscar Levant adds significantly
to the show, for those who appreciate his dry wit.
This came at the end of Jolson’s life, as he died
Oct. 23, 1950.

THE AL PEARCE SHOW, comedy.

BROADCAST HISTORY: 1928-32, KFRC, San
Francisco. The Happy-Go-Lucky Hour.

Jan. 13, 1934-March 29, 1935, Blue Network.
30m, Saturdays at 6 until Sept., then two 15m
shows heard Mondays and Fridays at 5.

May 13, 1935-April 3, 1936, NBC, sometimes
Blue Network. 30m. A schedule-bouncer, but often
Fridays at 5. Pepsodent.
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Jan. 5, 1937-June 28, 1938, CBS. 30m, Tues-
days at 9. Warch the Fun Go By. Ford Motors.

Oct. 10, 1938-July 31, 1939, NBC. 30m, Mon-
days at 8. Grape Nuts.

Oct. 11, 1939-April 3, 1940, CBS. 30m,
Wednesdays at 8. Dole Pineapple.

May 3, 1940-Jan. 2, 1942, CBS. 30m, Fridays
at 7:30. Camel Cigarettes.

Jan. 8-July 2, 1942, NBC. 30m, Thursdays at
7:30. Camel Cigarettes.

May 7-July 30, 1944, Blue Network. 30m, Sun-
days at 4. Fun Valley. Dr. Pepper.

Dec. 9, 1944-June 30, 1945, CBS. 30m, Sat-
urdays at 10:15. Here Comes Elmer or The Al
Pearce Show. Lewis-Howe.

Dec. 3, 1945-Sept. 6, 1946, ABC. 30m, five a
week at 3.

July 26-Oct. 25, 1947, ABC. 60m, Saturdays at
9 AM.

CAST: Al Pearce, often in the role of Elmer Blurt,
self-conscious door-to-door salesman. Broadcast-
ing often under the title Al Pearce and His Gang,
the ““gang”’ in 1929 included Pearce’s brother Cal,
Jean Clarimoux, Norman Nielsen, Hazel Warner,
Abe Bloom, Monroe Upton as Lord Bilgewater,
Tommy Harris, Charles Carter, Edna Fisher, and
Cecil Wright. Mid-1930s gang included Arlene
Harris, ‘‘the human chatterbox,’”” who delivered
mile-a-minute telephone monologues; Andy An-
drews, the singing comic; tenor Harry Foster;
Mabel Todd; Morey Amsterdam; Tony Romano;
tenor Carlyle Bennett; Harry Stewart as Yogi Yor-
gesson; Bill Wright as Zeb of the Eb and Zeb skits
(Pearce was Eb); Kitty O’Neil, ‘‘the laughing
lady’’; Jennison Parker as Yahbut of the team Yah-
but and Cheerily (Bill Wright as Cheerily); Bill
Comstock as Tizzie Lish, the show’s expert in
cooking and health. Others: Artie Auerbach, Ar-
thur Q. Bryan, Orville Andrews, Marie Green and
her Merry Men, the Three Cheers (Travis Hale,
Phil Hanna, E.J. Derry). ANNOUNCERS: Bill
Goodwin, Ken Roberts, Wendell Niles. ORCHES-
TRA: Harry Sosnik, Larry Marsh, Carl Hoff.
SOUND EFFECTS: Ray Erlenborn.

Al Pearce was one of radio’s earliest and most
durable comics. He was singing and playing
banjo at KFRC, San Francisco, when a writer
offered him a character skit starring a timid trav-
eling salesman named Elmer. Pearce was type-
cast, as he had once sold insurance door-to-door.
He later sold real estate and, with his brother

Cal, sang on the air in 1928 with the San Fran-
cisco Real Estate Glee Club.

He was moonlighting at KFRC when writer
Jack Hasty gave him the Elmer skit. Elmer was
a bashful salesman who’d rather miss a sale than
confront a customer. He would knock distinctly—
bump-bump-abump-bump . . . bump-bump—and
mutter, ‘‘Nobody home, I-hope-I-hope-I-hope.”’
Elmer became Elmer Blurt, and the phrase be-
came a national slogan.

Many of his ‘‘gang’’ remained with Pearce
across frequent changes of network, format, and
sponsor. Arlene Harris, the human chatterbox,
could gush 240 words a minute, talking to her
friend Mazie on the phone. Bill Comstock de-
veloped his female Tizzie Lish character on a
recipe show at a station where he’d once worked.
Eb and Zeb were two geezers who ran a general
store at the crossroads. Harry Stewart as Yogi
Yorgesson sang nonsense songs with a Swedish
accent, among the most popular being Yingle
Bells and I Yust Go Nuts at Christmas.

Pearce faded quickly after the war. He had a
brief stint on TV in the ’50s, but his comedy was
of an earlier day. He died June 3, 1961.

THE ALAN YOUNG SHOW, situation com-
edy.

BROADCAST HISTORY: June 28-Sept. 20, 1944,
NBC. 30m, Wednesdays at 9. Summer substitute
for Eddie Cantor. Sal Hepatica. CAsT: Alan
Young as himself, a bashful young man (he really
was, said his wife Ginni), throughout the run of
the show. VOCALIST: Bea Wain. Music: Peter
Van Steeden.

Oct. 3, 1944-June 28, 1946, ABC. 30m, Tues-
days at 8:30 until Sept., then Fridays at 8:30.
Ipana. CAST: Jean Gillespie as Young’s girlfriend
Betty; also played by Doris Singleton. Ed Begley
as Papa Dittenfeffer, Betty’s crusty father. WRIT-
ERS: Jay Sommers, Will Glickman.

Sept. 20, 1946-May 30, 1947, NBC. 30m, Fri-
days at 8:30, then at 8. Ipana.

Jan. 11-July 5, 1949, NBC. 30m, Tuesdays at
8:30. Tums. CAsT: Louise Erickson as Betty. Jim
Backus as snooty playboy Hubert Updike III. With
Nicodemus Stewart, Hal March, Ken Christy. AN-
NOUNCER: Don Wilson. VocALIsTS: The Re-
galaires (Sue Allen, Fay Reiter, Ginny Reese, and
Ginni Young). Music: George Wylie. PRO-
DUCER-DIRECTOR: Helen Mack.




Alan Young was an English-born comic who
learned the craft of radio in Canada. At CJOR
he became friends with Fletcher Markle, who
later became a force in American radio. Young’s
earliest Canadian show was called Stag Party:
he was virtually the entire act, and when he
asked for a raise (from $15 a week) he was fired.
Soon he was earning $150 a week doing situa-
tion comedy at CBL, where he was heard by
an agent who helped him break into American
radio.

His summer show for Eddie Cantor was *“‘rou-
tine situation comedy’’ laced with *‘rapid-fire
gags,”’ according to one trade journal. But it led
to his own show, where he was typecast. New-
sweek thought him a ‘‘meek, washed-down
blond with saucer eyes and a perpetual woebe-
gone manner . . . [with] flashes of Harold Lloyd
and Charlie Chaplin.”” He was signed for The
Jimmy Durante Show in 1948, and his new series
for Tums premiered while he was still a Durante
regular. He finished the year on both shows. But
Young had a hot-and-cold career on radio. He
was often thought to be the man about to make
it big. He made some films to mixed critical no-
tice; then he went into TV, where, perhaps, his
humor was better placed. Today he is best re-
membered for his 1961-65 CBS-TV role of Wil-
bur Post, the man who talked to Mr. Ed, the
talking horse.

THE ALDRICH FAMILY, teenage situation
comedy.

BROADCAST HISTORY: July 2-Oct. 1, 1939,
NBC. 30m, Sundays at 7. Summer replacement
for The Jack Benny Program. General Foods for
Jell-O.

Oct. 10, 1939-May 28, 1940, Blue Network.
30m, Tuesdays at 8. Jell-O.

July 4, 1940-July 20, 1944, NBC. 30m, Thurs-
days at 8:30. Jell-O.

Sept. 1, 1944-Aug. 30, 1946, CBS. 30m, Fri-
days at 8. General Foods for Jell-O and Grape
Nuts.

Sept. 5, 1946—-June 28, 1951, NBC. 30m, Thurs-
days at 8. Jell-O, Grape Nuts.

Sept. 21, 1952-April 19, 1953, NBC. 30m, Sun-
days at 7:30. Sustained.

CAsT: Ezra Stone as Henry Aldrich, 16-year-old
student at Central High School in the town of Cen-
terville; Norman Tokar as Henry, 194243, when
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Stone went into the Army; Dickie Jones as Henry,
1943-44; Raymond Ives as Henry as of mid-1945;
Ezra Stone resumed the role in Nov. 1945; Bobby
Ellis as Henry in 1952-53. House Jameson as law-
yer Sam Aldrich, Henry’s father, for most of the
run; also played by Clyde Fillmore and Tom
Shirley. Katharine Raht as Henry’s mother Alice
(Lea Penman and Regina Wallace were also heard
in the role). At least a dozen actresses over the
years as Henry’s sister Mary, among them Betty
Field, Patricia Peardon, Charita Bauer, Ann Lin-
coln, Jone Allison, Mary Mason, and Mary Rolfe.
Jackie Kelk almost all the way as Homer Brown,
Henry’s pal and companion in mischief, with
Johnny Fiedler, Jack Grimes, and Michael O’Day
in the Homer role in 1952-53. Ed Begley, Arthur
Vinton, and Howard Smith as Will Brown, Ho-
mer’s father. Agnes Moorehead and Leona Powers
as Homer’s mother. Mary Shipp as Henry's girl-
friend Kathleen Anderson; also played by Ethel
Blume, Jean Gillespie, and Ann Lincoln. Eddie
Bracken as Henry's pal Dizzy Stevens. Charles
Powers as Henry’s rival George Bigelow. AN-
NOUNCERS: Harry Von Zell, Dwight Weist,
George Bryan, Dan Seymour, Ralph Paul. Mu-
sic: Jack Miller. CREATOR-WRITER: Clifford
Goldsmith. DIRECTORS: Harry Ackerman, Ed-
win Duerr, Fran Van Hartesveldt, George Mc-
Garrett, Sam Fuller, Bob Welsh, Lester Vail,
Joseph Scibetta, Day Tuttle. SOUND EFFECTS:
Bill Brinkmeyer.

Henry Aldrich was described in the press of
the time as ‘‘typical,”” ‘‘not at all typical,”” and
with all the daffy adjectives that those two op-
posites suggest. He was described as the Penrod
of the *40s, but his likeness to the hero of Booth
Tarkington’s 1914 classic was more imagined
than real. Henry found more ways to turn the
ordinary into complete chaos and disaster than
Mack Sennett ever devised for his old two-reel
chase films. With Henry, ordinary objects be-
came lethal weapons. A telephone was a window
to such bizarre convolution that its consequences
tested the imagination. A bicycle with a flat tire
led to much round-robin lunacy before the tire
was patched and a sadder-but-no-wiser Henry
Aldrich pedaled his way home.

Each week for 13 years, Henry was sum-
moned into millions of living rooms to the wail
of his long-suffering mother:‘‘Hen-reeeee!
Henry Aldrich!”’ And the cracking adolescent
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voice that answered, ‘‘Coming, Mother!’’ was
the ticket to mayhem. If the show began with
Henry tying up the family telephone, it was cer-
tain that within the half-hour he would somehow
have every phone in town tied up, and calls
would be coming into the Aldrich house for
everything from plumbers to cab drivers.

The show was developed by Clifford Gold-
smith from his Broadway play What a Life.
Goldsmith drew his Aldrich ideas from his own
teenage sons, who frequently left him bills for
services rendered and good-natured complaints
about “‘plagiarism’’ after the broadcast. By then
Goldsmith had arrived at an enviable plateau in
radio: at $3,000 a week, he was the highest-paid
writer in the business, an overnight success after
years of obscurity. His first attempts at writing
had gone nowhere. As originally conceived,
What a Life was a heavy problem piece, with
Henry a minor character. Producer George Ab-
bott advised him to make it a comedy. How little
Goldsmith thought of its chances is revealed in
a magazine interview: he was so skeptical that
he considered selling half interest in the property
to a clothier for a winter coat.

In the play, all the action takes place in the
office of the high school principal. Rudy Vallee
saw it and asked Goldsmith to work up some
radio skits. These were performed on the Vallee
program, and in 1938 the company (with Ezra
Stone, who had played Henry onstage) was
signed by Ted Collins for a 39-week run on The
Kate Smith Hour. Bob Welsh, the director on the
Smith show, devised the famed ‘‘Coming,
Mother’’ signature, which became an indelible
part of radio when The Aldrich Family opened
in 1939.

It was a hit, and a big one. By 1941 the show
had streaked to a Crossley rating of 33.4 and was
nestled high in the top ten with Jack Benny, Bob
Hope, and Fibber McGee and Molly. But this
was wartime, and the young cast was soon de-
pleted. When Stone went into the Army in 1942,
his replacement was his understudy from the
stage show, Norman Tokar. Tokar had been un-
able to find much radio work because producers
thought he sounded too much like Henry Al-
drich: his role of Willie Marshall, Henry’s friend,
had to be given a ‘‘marbles in the mouth’’ treat-
ment to avoid confusion with Henry. But Tokar
was called into the Signal Corps soon after get-
ting the lead, and a frantic search went out for a

new Henry. Dickie Jones, who got the part, was
a radio veteran at 16: he had faced his first mi-
crophone at 5 and was the voice of Pinocchio in
the 1940 Disney cartoon. Two years later, with
Stone, Tokar, and Jones all in the Army, the role
went to Raymond Ives. ‘‘Not a single member
of the original cast is left,”” Tune In reported in
1943. The same magazine found Jackie Kelk (as
Homer Brown) the actor most consistent with his
role. ‘‘Always slightly in need of a haircut and
inclined to rattle around in his clothes, Jackie
actually looks like he sounds.’’

By all accounts it was a happy cast. Goldsmith
believed in two things: family love and keeping
the cast happy. There could be bickering at the
Aldrich house, but at the root of it was love. Said
Tune In: ‘‘If Norman Tokar reads a line to his
mother with the barest annoyance, the director is
quick to remind him, ‘Be nice to your mother,
Henry, when you say that.” ** Such a stickler for
Aldrich ambience was Goldsmith that he had
Dickie Jones as his houseguest in the summer of
1943, immersed in the language of the character
he would assume that fall.

But it was Ezra Stone who made the biggest
impact as Henry. He became a TV director after
the series ended and in later life was director of
the David Library of the American Revolution.
Even in middle age he could get his voice *‘up’’
on demand for that broken echo of a lost era.
The show peaked during his run, in 194142,
and its fade was slow throughout the decade.
Tapes reveal a charming period piece, silly, friv-
olous, undeniably crazy: nostalgic even to the
jingle that set off the commercials:

Oh, the big red letters stand for

the Jell-O family!

Oh, the big red letters stand for

the Jell-O family!

That’s Jell-O!

Yum-yum-yum!

Jell-O pudding!

Yum-yum-yum!

Jell-O Tap-i-oca Pudding, yes sir-eee!

ALEC TEMPLETON TIME, musical variety.

BROADCAST HISTORY: July 4-Aug. 29, 1939,
NBC. 30m, Tuesdays at 9:30. Summer substitute
for Fibber McGee and Molly. Johnson’s Wax.
ANNOUNCER: Conrad Nagel. VOCALIST:
Edna O’Dell. ORCHESTRA: Billy Mills.



Sept. 25, 1939-April 25, 1941, NBC. 30m,
Mondays at 9:30 until June 1940, then Fridays at
7:30. Miles Laboratories for Alka-Seltzer. OR-
CHESTRA: Daniel Saidenberg, with a chorus of
16 voices. VOCALIST: Pat O’Malley, with Irish
monologues and songs of the English North Coun-
try.

March 1-Aug. 27, 1943, Blue Network. 5m,
Three a week. Dubonnet Wine.

June 2-Aug. 25, 1946, and June 1-Aug. 31,
1947, NBC. 30m, Sundays at 8. Summer series
replacing The Charlie McCarthy Show.

Alec Templeton was a pianist, mimic, mne-
monist, and satirist. Blind from birth, he came to
the United States from Wales in 1936. His act
was built around satire: with the Jack Hylton Or-
chestra, he created comic interpretations of the
classics, and his first summer show highlighted
this talent. He loved to dip in and out of classical
pieces, mixing them, blending into new arrange-
ments and current musical styles. He played pop-
ular songs in the manner of Strauss or Mozart to
great effect.

Templeton had studied at London’s Royal
Academy and played with various American
symphonies before his radio career began. His
initial radio exposure came on The Rudy Vallee
Show, The Chase and Sanborn Hour, The Kraft
Music Hall, and The Magic Key. He was a vo-
racious radio listener, ‘‘everything from Vic and
Sade to Toscanini.”” He memorized his radio
scripts by having them read to him 20 times. His
longtime director and manager was Stanley
North. They developed an intricate series of
touch cues: North would squeeze Templeton’s
shoulder when the star was to speak or play; a
finger across the back meant slow the tempo, and
a squeeze with the forefinger meant pick it up.
Templeton was clever and became popular with
the so-called intellectual set.

ALIAS JANE DOE, adventure drama.

BROADCAST HISTORY: April 7-Sept. 22, 1951,
CBS. 30m, Saturdays at 1:30. Toni Home Perma-
nents, Gillette Super Speed Razor. CAsT: Kay
Phillips as Jane Doe, the ‘“‘lovely magazine
writer”” who assumes various roles in order to get
her stories. Hollywood players included Tudor
Owen, Lamont Johnson, Eric Sinclair, etc. AN-
NOUNCER: Frank Martin. PRODUCER: Rogers
Brackett. DIRECTOR: Robert Shue. WRITERS:
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Kay Phillips, E. Jack Neuman, John Michael
Hayes.

ALIAS JIMMY VALENTINE, crime drama,
based on the O. Henry story A Retrieved Infor-
mation.

BROADCAST HISTORY: Jan. 18, 1938-Feb. 27,
1939, Blue Network. 30m, Tuesdays at 9:30 until
April 1938 for Edgeworth Tobacco; Mondays at 7
beginning June 1938 for Dr. Lyons Tooth Powder.
CAsT: Bert Lytell as Jimmy Valentine, a safe-
cracker; James Meighan also played the role.
PRODUCERS: Frank and Anne Hummert.

ALICE JOY, THE DREAM SINGER, music
and song; vaudevillian turned radio star.

BROADCAST HISTORY: Oct. 26, 1931-April 30,
1932, NBC. 15m, six a week at 7:30. Prince Albert
Taobacco.

1932-34, Blue Network. 15m, various times.
Jan. 3, 1938-Feb. 25, 1938, NBC. 15m, three a
week at 9:30 A.M.

ALMA KITCHELL, vocalist and interviewer.

BROADCAST HISTORY: Ca. 1927, WJZ, New
York.

1928-1942, NBC, many formats and timeslots
on Red and Blue Networks; also under titles Let's
Talk It Over, Women's Exchange, and Alma Kitch-
ell’s Brief Case.

Alma Kitchell began as a singer of opera and
later became an accomplished interviewer. She
sang in NBC’s first televised opera in 1939, and
her programs on both radio and TV included
family affairs, cooking, and chats with the fa-
mous. She died in 1996 at 103.

AMANDA OF HONEYMOON HILL, soap
opera.

BROADCAST HISTORY: Feb. 5, 1940-April 26,
1946. Blue Network, 15m, daily at 3:15 until Aug.
1942; CBS thereafter, at 10:30 A.M. until 1943,
then at 11 A.M. Cal Aspirin, Milk of Magnesia,
Haley’s MO. CasT: Joy Hathaway as Amanda
Dyke Leighton, a ‘“‘beauty of flaming red hair.”
Boyd Crawford, George Lambert, and Staats Cots-
worth variously as Edward Leighton, ‘‘a hand-
some young southerner who lived in a mansion on
the hill, married her, and took her away from her
strict father, who kept her close to their Virginia
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valley.”” Jack MacBryde as Amanda’s father, Jo-
seph Dyke, a common baker of bricks. Muriel
Starr and Irene Hubbard as Susan Leighton, Ed-
ward’s mother, a snob, a women’s clubber. Cecil
Roy and Florence Edney as kind old Aunt Maisie,
“‘the wise old woman of the valley,”” who dis-
pensed wisdom between puffs on her corncob pipe
and helped Amanda weather emotional storms.
John Connery as Colonel Leighton. Helen Shields
as Sylvia Meadows. Jay Meredith as Marion
Leighton. ANNOUNCERS: Howard Claney,
Frank Gallop, Hugh Conover. PRODUCERS:
Frank and Anne Hummert. DIRECTOR: Emest
Ricca.

Amanda of Honeymoon Hill worked a much-
used Hummert theme, the common girl who
marries into a rich, aristocratic family. Amanda
‘‘had nothing in life except her own beauty, nei-
ther education nor background nor any real con-
tact with the world.”” But ‘‘in spite of the hatred
of both their families, they seek happiness on
Honeymoon Hill in Virginia, in a world that few
Americans know.”’

Edward was an artist who whiled away his
days making portraits of Amanda. The war took
him far away, to Abbeyville and the supervision
of his factory, which had been converted to war
production. Amanda stayed on the hill and
helped in the nursery she had established for the
children of war workers. Her father fretted that
she would lose her.common-folk heritage; his
mother worried that Edward had married beneath
his station. Overriding all else was a son, Robert
Elijah, born to Amanda and dearly loved by all.

THE AMAZING MRS. DANBERRY, situa-
tion comedy.

BROADCAST HISTORY: April 21-June 16, 1946,
CBS. 30m, Sundays at 8. Lewis-Howe for Tums.
CAsT: Agnes Moorehead as Mrs. Jonathan Dan-
berry, ‘‘the lively widow of a department store
owner who has a tongue as sharp as a hatpin and
a heart as warm as summer.”’ Also: Cathy Lewis,
Dan Wolfe, Bill Johnstone. ANNOUNCER: Ken
Niles. DIRECTOR: Helen Mack.

The Amazing Mrs. Danberry filled the slot
held by The Beulah Show when Marlin ‘‘Beu-
lah’* Hurt died of a heart attack. First came a
quickly assembled interim series, Calamity Jane,
with Moorehead playing a bumptious newspaper

reporter battling the rackets. Calamity ran only
three weeks (CBS, March 30-April 14); then the
cast, under Beulah director Helen Mack, re-
grouped and came up with Danberry. Mrs. D.
tried to delegate the store to her son but couldn’t
stop meddling. Other characters were banker
Tom Stephen and the Danberry servants Judd
and Prunella Tuttle.

THE AMAZING MR. SMITH, comedy-
mystery.

BROADCAST HISTORY: April 7-June 30, 1941,
Mutual. 30m, Mondays at 8. American Can Com-
pany.

CaAsT: Keenan Wynn as Gregory Smith, ‘‘a carefree
young man who runs into trouble galore and be-
comes an involuntary detective.”” Charlie Cantor
as Herbie, Smith’s valet, chauffeur, and man Fri-
day. Also: Elizabeth Reller, Santos Ortega, Cliff
Carpenter, John Brown. ANNOUNCER: Harry
Von Zell. Music: Harry Salter. CREATOR-
WRITERS: Howard Harris, Martin Gosch. Di-
RECTOR: George McGarrett.

THE AMAZING MR. TUTT, lighthearted le-
gal drama, based on the Saturday Evening Post
stories of Arthur Train.

BROADCAST HISTORY: July 5-Aug. 23, 1948,
CBS. 30m, Mondays at 9:30. CAsT: Will Wright
as Ephraim Tutt, ‘‘America’s most beloved law-
yer, the old gentleman attorney at law with the
stovepipe hat and the stogie.”’ John Beal as Bonnie
Doon, Tutt’s ‘“‘legal helper’” and narrator of the
tales. Norman Field as Judge Babson. Joe Granby
as District Attorney O’Brion. Herb Rawlinson as
Edgar, the courthouse guard. ANNOUNCER: Roy
Rowan. Music: Lud Gluskin. PRODUCER-
DIRECTOR: Anton M. Leader. WRITER: Ar-
nold Perl.

AMERICA IN THE AIR, war drama.

BROADCAST HISTORY: Aug. 8, 1943-Oct. 13,
1945, CBS. 30m, Sundays at 6:30 until Sept. 1944,
then Saturdays at 7:30. Wrigley’s Gum. PRO- -
DUCER-DIRECTOR: Les Weinrott. WRITER:
David Harmon.

America in the Air was billed as ‘‘a tribute to
the daring men of the United States Air Forces’’;
its purpose was ‘‘to give the average man on the
ground a clear understanding of the Air Forces—



its men, its equipment, and its operations.’’ The
first broadcast told of the Flying Fortress Mem-
phis Belle. The series used both drama and in-
terviews. It may have been an important show in
the Words at War genre, but no broadcasts have
been unearthed at this writing, and all known
data comes from a CBS publicity release.

AMERICAN AGENT, spy drama.

BROADCAST HISTORY: Dec. 6, 1950-Sept. 26,
1951, ABC. 30m, Wednesdays at 8. Mars Candy.
CAST: Jack McCarthy as Bob Barclay, globetrot-
ting soldier of fortune. ANNOUNCER: Jay Mi-
chael. PRODUCER: George W. Trendle.

The American agent of the title led two lives.
In real life, he was a foreign correspondent for
‘‘Amalgamated News’’; under cover, he was an
agent for the government. This premise was of-
fensive to real newsmen, who flooded the net-
work with angry mail. Their major complaint:
that the series was hurting the case of real-life
newsman William Oatis, who was being held in
Czechoslovakia on a charge of espionage. Pro-
ducer Trendle fired back from Detroit, where the
series was produced, telling Newsweek that the
press corps was ‘‘too serious about themselves.’’
But by August 1951 Barclay had resigned from
the wire service, and a month later he disap-
peared from the air.

THE AMERICAN ALBUM OF FAMILIAR
MUSIC, traditional music by orchestra, soloists,
and vocalists.

BROADCAST HISTORY: Oct. 11, 1931-Nov. 19,
1950, NBC. 30m, Sundays at 9 until 1933, then at
9:30. Bayer Aspirin.

Nov. 26, 1950-June 17, 1951, ABC. 30m, Sun-
days at 9:30. Bayer Aspirin.

CoMPANY: Singers Frank Munn, Jean Dickenson,
Elizabeth Lennox, Lucy Monroe, Evelyn Mac-
Gregor, Vivian della Chiesa, Virginia Rea, Donald
Dame. ORCHESTRA: Gustave Haenschen. AN-
NOUNCERS: Andre Baruch, Howard Claney,
Roger Krupp. PIANO DUO: Arden and Arden.
VIOLIN SOLOIST: Bernard Hirsch: VocaL
GROUP: the 12-voice Buckingham Choir. PRO-
DUCERS: Frank and Anne Hummert.
DIRECTOR: James Haupt.

The American Album of Familiar Music was
geared for mass appeal. Like the dozens of soap
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operas created by Frank and Anne Hummert, the
taste was decidedly blue-collar. ‘‘Not a song is
sung or a melody played that hasn’t first been
selected and okayed by Mr. and Mrs. Hum-
mert,”’ said Radio Mirror of the show in 1939.
*“The Hummerts have only one rule for the mu-
sic they select, but that’s a good one—it must
be full of melody.”

It was ‘‘old-fashioned radio,” said Mirror,
‘‘without ballyhoo or studio audiences.”” The
Hummerts had discontinued the audience in
1938, deciding that the music was more effective
if the room wasn’t filled with extra people. The
cast alone was almost a roomful: the singers per-
formed in full evening dress, a custom held over
from the audience days, and rehearsal was long
and arduous. Each Sunday the cast gathered at 5
P.M. Rehearsal consumed the evening, often last-
ing right up to air time.

Frank Munn, a barrel of a man, was one of
radio’s major early singing stars. His career be-
gan in 1923; he starred on The Palmolive Hour
and was installed on American Album in its first
season. Billed as ‘‘the golden voice of radio,”
Munn sang such favorites as I'll Take You Home
Again, Kathleen, Home Sweet Home; and When
You and I Were Young, Maggie. He left the show
abruptly in 1945 and retired from the air. Let it
merely be said here that Munn was a man of
independent mind: his life and character are
more fully described in The Mighty Music Box
by Thomas A. DeLong. Tenor Frank Parker
came in as his replacement.

THE AMERICAN FORUM OF THE AIR,
public affairs panel discussion.

BROADCAST HISTORY: 1934-37, WOR-Mutual.
The Mutual Forum Hour. :
Dec. 26, 1937-Jan. 18, 1949, Mutual. Sundays
until 1943, then Tuesdays; various timeslots, usu-
ally early evening; heard in 30m, 45m, and 60m
seasons.

Oct. 30, 1949-March 11, 1956, NBC. 30m,
Sundays, various timeslots, often midafternoon but
as late as 10:30.

MODERATOR: Theodore Granik.

The roots of The American Forum of the Air
were planted in New York’s Gimbel’s depart-
ment store in 1928. Gimbel’s owned a radio sta-
tion, WGBS: Theodore Granik, a young law
student who worked for Gimbel’s, thus gravi-



26 An American in England

tated into radio. Granik did continuity, wrote di-
alogue, reported sports events, and once, when
an act failed to arrive, gave a Bible reading. His
law studies gave him an idea for a radio show:
it would be called Law for the Layman, a panel
discussion on all kinds of legal issues. When the
station was sold, Granik was offered a similar
job at WOR.

He expanded his show beyond the law, work-
ing up an adversary format. His breakthrough
came when a heated debate—uvirtually unheard
of in radio then—erupted on the topic of Pro-
hibition. The opponents were Rep. Emanuel
Celler of New York and Mrs. Ella Boole of the
Woman’s Christian Temperance Union. Mrs.
Boole charged congressmen with illegal drunk-
enness, saying that ‘‘underground passages’’ ran
directly from their offices to some of Washing-
ton’s most notorious speakeasies. This caused a
national sensation, and the show was off and
running.

It was the first regular series of its kind. When
the Mutual Network was formed in 1934, with
WOR as a flagship station, the Forum—then
called The Mutual Forum Hour—became the
centerpiece of its public affairs programming.
Granik by then was a practicing attorney, with
his office in Washington, and in 1937 the show
was moved there to begin broadcasting as The
American Forum of the Air.

Guests included then-Sen. Harry Truman,
New York mayor Fiorello La Guardia, Norman
Thomas, Dorothy Thompson, William Allen
White, and Sen. Robert A. Taft. Topics ran the
gamut, from New Deal legislation to labor strife,
civil liberties, isolationism, government controls,
fascism, and Communism. Though a staunch ad-
vocate of free speech, Granik refused to let Com-
munists on the show, even when Communism
was the topic. Other than that he tried to remain
neutral while being (in the opinion of Radio Mir-
ror) ‘‘firm, hard-headed, and diplomatic.”” Much
of his time was spent deflecting personal barbs
between the guests and keeping panelists on the
issues.

The format was tight. Proponents and oppo-
nents were each allowed an opening statement,
a panel discussion followed, questions were
taken from the audience, and closing summa-
tions wrapped it up. Granik admitted that he
looked for hot issues: if a major story was “‘bro-
ken’’ on the air, so much the better. Forum was

the only radio show reprinted verbatim in the
Congressional Record: it sparked many floor de-
bates in Congress, as lawmakers continued on
Monday discussions they had heard on the Sun-
day broadcast.

The show won a Peabody, radio’s highest
award, and a television version opened in 1949.
In addition to his radio work, Granik became an
assistant district attorney in New York and did
consulting work for the Selective Service Ad-
ministration, the War Production Board, and the
U.S. Housing Authority. He received no salary
for the show, once estimating that even the ex-
pense money paid him fell $250,000 short of
out-of-pocket expenses over the duration.

AN AMERICAN IN ENGLAND, documentary
drama, a landmark experiment produced under
difficult wartime conditions.

BROADCAST HISTORY: Aug. 3-Sept. 7, 1942,
CBS. 30m, Mondays at 10 via shortwave pickup
from England. CAST: Joseph Julian as the ‘‘Amer-
ican in England.”” MusIc: Royal Air Force Sym-
phony Orchestra. COMPOSER: Benjamin Britten.
CREATOR-WRITER-PRODUCER-DIRECTOR:
Norman Corwin. COPRODUCER: Edward R.
Murrow.

Dec. 1-Dec. 22, 1942, CBS. 30m, Tuesdays
at 10 from New York. CAsST: Joseph Julian.
Music: Lyn Murray. WRITER-PRODUCER-
DIRECTOR: Norman Corwin.

An American in England was the story of Nor-
man Corwin’s visit to wartime Britain. He had
been asked by CBS to observe and report on the
character and hardships of a nation under siege.
‘“The style suggested a fusing,”” wrote Erik Bar-
nouw years later: ‘‘the drama of Corwin, the
journalism of Murrow. They were, in fact,
closely related forms of expression.”’

In his four months in England, wrote Corwin,
“I did not once interview a high government of-
ficial. The main objective of the series was to es-
tablish the character of the British people and not
disseminate the handouts of the Ministry of Infor-
mation. The people were soldiers, sailors, work-
ers, miners, the theater manager, the elevator
man, Police Officer Gilbert, the Everingtons, the
Westerbys, Betty Hardy the actress, Henry Blogg
the lifesaver, Mary Seaton the newspaperwoman,
the RAF officer who handed me a dish in the mess
and explained, ‘This sausage is made of two in-




gredients—paper and sawdust’; the navigator,
just returned from Wilhelmshaven, who said wist-
fully, ‘Somehow we’re always first in over the
target’; the woman in Swansea who went to the
Guildhall one moming following a severe blitz
and turned in two suits of clothes, both nearly
new, saying she had bought them for her two
boys, killed in the raid.”

The series was scheduled to begin July 27,
1942. It would air live at 4 A.M. London time
and be carried to the United States, weather per-
mitting, by shortwave. This presented technical
problems of an unprecedented nature. No one
knew how the 60-piece Royal Air Force Or-
chestra would sound on the transoceanic signal;
no one knew until Corwin tested it with CBS
executive Davidson Taylor on a closed-circuit
London-to-New York procedure that the sound
of a door slamming was ‘‘like a bomb going
off”’ on the air. ““This sound effects test ruled
out at least two-thirds of my intended repertoire
of sound,”” Corwin wrote in his book Untitled
and Other Radio Dramas. Then there was the
problem of a voice for the show. Though Corwin
himself was the ‘‘American,”” the two eyes
through which the panorama unfolded, he
needed a radio actor to carry the part. After au-
ditioning British actors, he called New York, and
Joseph Julian was dispatched on a bomber, ar-
riving the day before the scheduled broadcast.

The first show was star-crossed. Corwin had
written a pretitle scene in which Julian was hav-
ing trouble making a telephone connection. At
the words ‘‘Hello?...Hello?... What’s the
matter with this line?”’ an engineer assumed the
show was not coming through and cut the broad-
cast off the air, going with alternate program-
ming. ‘‘No one heard it, except maybe a lonely
RAF pilot flying over London,”” Corwin re-
called. Murrow broke the news after the show;
Corwin was deflated but bounced back—they
would do the same show the following week. In
fact, the atmosphere was so oppressive that week
that most of the show would have been lost any-
way.

So the show premiered in the United States
the following week. The Sept. 7 broadcast, in
which Murrow had a small speaking role, was
snuffed by atmosphere. The stormy season was
now at hand, so Corwin returned home and pro-
duced four additional shows from the relative
comfort of CBS New York. Joseph Julian re-
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turned to find that his performance had been
lauded in the press. He became one of Corwin’s
favored players.

AN AMERICAN IN RUSSIA, documentary
drama, promoted as an extension of Norman
Corwin’s An American in England.

BROADCAST HISTORY: Jan. 16-Jan. 30, 1943,
CBS. 30m, Saturdays at 6:15. NARRATOR: Larry
Lesueur, CBS newsman who covered the Russian
front in 1941-42. Music: Composed and con-
ducted by Bernard Herrmann. PRODPUCER: Nor-
man Corwin. DIRECTOR: Guy della Cioppa.
WRITER: Sylvia Berger.

Though only three shows were produced in
this series of Larry Lesueur’s Russian war ex-
periences, the scope, historical significance, and
talent involved made it a major undertaking. At
this writing, no shows have circulated on tape,
but a sense of the series is conveyed by a CBS
press release from January 1943. ‘‘The final
broadcast presents a picture of Moscow’s people
living in the shadow of the German juggernaut
as it hurled high explosives into the city from
the air and from long-range guns. Veterans of
the Soviet defending armies shuttled back and
forth between the mud-holes of the first-line
trenches and the Moscow ballet.”’ The three half-
hours were shortwaved to England and heard on
the BBC.

A year later, Corwin again focused on the
Russian front, in a one-shot broadcast, Concern-
ing the Red Army (CBS, Feb. 22, 1944). This
was written by Norman Rosten, narrated by Mar-
tin Gabel, and again scored and conducted by
Herrmann. It ended with the morale-building an-
nouncement that ‘‘during the period of this
broadcast, the Red Army killed 3,000 Nazis in
the Cherkassy and Nikopol encirclements.”’ Cor-
win produced and directed.

THE AMERICAN MELODY HOUR, music
in the mode of The American Album of Familiar
Music.

BROADCAST HISTORY: Oct. 22, 1941-April 15,
1942, Blue Network. 30m, Wednesdays at 10 until
Feb., then at 9. Bayer Aspirin.

April 21, 1942-July 7, 1948, CBS. 30m, Tues-
days at 7:30 until mid-1947, then Wednesdays at
8. Bayer Aspirin.
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SINGERS: Vivian della Chiesa, who also served as
hostess for two seasons; Bob Hannon, Evelyn
MacGregor, Conrad Thibault, Eileen Farrell, Frank
Munn. PRODUCERS: Frank and Anne Hummert.

AMERICAN NOVELS, dramatic anthology.

BROADCAST HISTORY: 1947, 1948, NBC. 30m,
Fridays and some Saturdays from Chicago. Pre-
miere: July 4, 1947. CAsT: Harry Elders, Harriet
Allyn, Boris Aplon, Cliff Norton, Johnny Coons,
CIliff Soubier, Jess Pugh, Charles Flynn, Sherman
Marks, etc. Music: Emil Soderstrom, Bernard
Berquist. DIRECTOR: Homer Heck.

This was part of a larger series, The World’s
Great Novels, offering classics in single shows
and in continuations. It was staged by the NBC
University of the Air and offered a Handbook of
the World’s Great Novels to listeners. These
shows were direct forerunners to The NBC Uni-
versity Theater. American Novels was heard dur-
ing the summer months.

THE AMERICAN RADIO NEWSREEL,
news and interviews, one of the early attempts
at cut-and-edit syndication.

BROADCAST HISTORY: 1939, transcribed syndi-
cation. CREATOR-PRODUCER: Erich Don Pam.
WRITER: Joseph Johnston.

The process was the problem when American
Radio Newsreel went into production in the fall
of 1939. The idea was to catch newsmakers and
celebrities for recorded interviews, edit these into
a smooth 15-minute show, then make these
shows available to the 300 stations that had no
network affiliation, at a rate these independents
could afford. The subjects might be Hollywood
stars, sports heroes, aviators, or witnesses to
some disaster: their words were blended with
music and sound effects on a transcription disc
and shipped to subscriber stations. Rates were
$12.50 per show ($7.50 for little 100-watters)
and an even split of any sponsor monies that
might accrue. The flavor was that of a movie
newsreel, and the response was strong. Within a
month, 150 stations had signed on for twice-a-
week broadcast. Early shows included pieces on
Babe Ruth, Jack Dempsey, and Dick Powell. Re-
porter Bill Harding is shown in one photograph
interviewing Martha Raye. Recordings took
place “‘in the field”” and were edited in the stu-
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dio. *‘By this process,”” said Newsweek, ‘‘iso-
lated current events are joined in a diversified
but unified table d’héte for the ear.”” The day of
canned radio had arrived.

THE AMERICAN REVUE, musical variety.

BROADCAST HISTORY: Oct. 22, 1933-Feb. 25,
1934, CBS. 30m, Sundays at 7. American Oil
Company. CAST: Blues singer Ethel Waters. OR-
CHESTRA: Jack Denny.

THE AMERICAN SCENE, syndicated drama
based on articles from American magazine and
‘‘authenticated’’ by the editors.

BROADCAST HISTORY: 1937, 15m transcription.
CAsT: Dunbar Bigelow, news editor of the mag-
azine and ‘‘stage manager’’ of the broadcasts.

Typical features of this series were the life sto-
ries of Buck Jones and Paul Muni. A show called
Gun Crazy pretended to be the story of the Brady
gang ‘‘as presented by head G-man John Edgar
Hoover,”” but Hoover did not appear on the
broadcast.

THE AMERICAN SCHOOL OF THE AIR,
perhaps the most outstanding show in educa-
tional radio, offered as a teaching supplement;
the equivalent of a half-hour course, often dram-
atized by radio’s top actors.

BROADCAST HISTORY: Feb. 4, 1930-April 30,
1948, CBS. 30m. Mostly five a week at 2:30;
moved to 9:15 AM. in 1939; to 5 in 1945. CAST:
Parker Fennelly, Mitzi Gould, Ray Collins, Ches-
ter Stratton, and others from the New Rork radio
pool. Gene Leonard and Betty Garde as mother
and father of The Hamilton Family, a popular skit
in the 1930s about a globetrotting family who en-
lightened the audience on geography; Walter Tet-
ley, Ruth Russell, Albert Aley, and John Monks
as their children. ANNOUNCERS: Robert Trout,
John Reed King, etc. MUSICAL DIRECTION:
Dorothy Gordon, one of the best-known children’s
programmers; Channon Collinge. SUPERVI-
soRs: Dr. Lyman Bryson, Sterling Fisher. D1-
RECTORS: Most of the CBS New York staff
worked the show, including Earle McGill, George
Allen, Albert Ward, Brewster Morgan, Marx Loeb,
John Dietz, Howard Barnes, and Richard Sanville.
WRITERS: Hans Christian Adamson, Edward



Mabley, Howard Rodman, and others. SOUND
EFFECTS: Walter Otto, Jerry McCarty.

So new was the concept of education by radio
when The American School of the Air opened
that few teachers were interested. But soon the
show was required listening in classrooms
around the country. Some states integrated it into
their formal curricula, and network writers pre-
pared teaching manuals to help blend the show
into classwork.

By 1939 School was using this format: on
Mondays its topic was Frontiers of Democracy,
telling true stories of industry and agriculture;
Tuesdays, Folk Music of America (retitled fre-
quently to reflect different musical forms);
Wednesdays, New Horizons, describing the feats
of American explorers; Thursdays, Tales from
Near and Far; and Fridays, This Living World,
offering dramas and discussions of contemporary
life. The New Horizons show of April 26, 1939,
presented Dr. Roy Chapman Andrews, explorer,
on a trip to ‘“‘the fabled islands of spice and
pearls’’ in the South Pacific. Discussion centered
on weather, pearl diving, equipment, and sharks.
Helen Lyon, a series regular, asked the questions
a child might ask: How are pearls formed? How
was it to trek through the jungles of Borneo?

The series was not offered for sponsorship,
carried for 18 years as a CBS public affairs of-
fering. The full resources of the network were
available to the program: when Hitler invaded
Austria in 1938, CBS found itself momentarily
short of on-scene newsmen, as both Edward R.
Murrow and William L. Shirer were helping set
up a School music broadcast.

In 1940 Sterling Fisher expanded the scope,
initiating The American School of the Air of the
Americas, and by 1941 15 countries were re-
ceiving the broadcasts. An advisory board set the
show’s policy. The theme, Lenore Overture
Number 3, by Beethoven, was set off by a dis-
tinctive trumpet call, played live from CBS in
New York.

AMERICAN WOMEN, patriotic drama; stories
of women in the war effort.

BROADCAST HISTORY: Aug. 2, 1943-June 23,
1944, CBS. 15m, daily at 5:45. Wrigley’s Gum.
CasT: Charlotte Manson and Eloise Kummer,
narrators. WRITERS: Frank and Doris Hursley.
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THE AMERICAN WOMEN’S JURY, human
interest; advice in a mock trial setting.

BROADCAST HISTORY: May 15, 1944-March
16, 1945, Mutual. 15m, daily at 1:45. CAsT:
Dolly Springer as Judge Emily Williams. Evelyn
Hackett as Jane Allen, defense attorney. Bill Syran
as Robert Coulter, prosecutor and devil’s advocate.
CREATOR-WRITER: George Simpson. PRO-
DUCER: Don Fitzgerald.

Listeners would write in with problems; a
“‘jury’’ of 12 women was assembled to hear ev-
idence on both sides and give a decision. The
American Women’s Jury was described by Radio
Life as ‘‘a three-way parlay of courtroom drama,
confession, and soap opera.”’ Problems ranged
from a husband’s misery at the hands of his
mother-in-law to the young wife forced to live
with her husband’s parents after the husband
went into the service. Infidelity was a key ingre-
dient, though Time noted that ‘‘no two-time di-
vorcées or multiwidowed women are allowed.”’

Broadcast from Boston, the show came with a
judge and opposing attorneys who all were im-
personated by actors. It opened to three raps of
a gavel and a call to order. Judge Emily Williams
would read the letter describing the problem of
the day; the jury—drawn from Boston-area
women’s clubs—could vote one of two possible
solutions. As prosecutor Coulter, Bill Syran was
surrounded by 14 female adversaries each day
and hence was once called ‘‘the bravest man in
radio.”” Some of the verdicts were surprising:
real-life mothers-in-law often voted against their
own kind, and in one case a jury unanimously
voted that a woman should stay with her unfaith-
ful husband.

AMERICANS ALL, IMMIGRANTS ALL,
cultural documentary drama.

BROADCAST HISTORY: Nov. 13, 1938-May 7,
1939, CBS. 30m, Sundays at 2. MUSICAL DI-
RECTOR: Leon Goldman. DIRECTORS: Earle
McGill, William N. Robson. WRITER: Gilbert
Seldes.

This series highlighted the contributions of the
many ethnic and cultural groups who helped
build the nation. Twenty-six shows were pro-
duced by the Department of the Interior, with
WPA assistance. Topics included Our Hispanic
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Heritage, The Negro, The Irish, The Germans,
and The Jews.

AMERICA'’S HOUR, documentary drama.

BROADCAST HISTORY: July 14-Sept. 22, 1935,
CBS. 60m, Sundays at 8. Music: Howard Bar-
low. PRODUCERS: Dwight Cooke, Max Wylie.

America's Hour was a product of the Depres-
sion, created by CBS president William S. Paley
to help lift the country out of the blues. It marked
an important break with broadcasting tradition,
the first time an American network devoted 60
minutes of prime entertainment programming
to—as Newsweek put it—*‘editorialize on cur-
rent conditions.”” The magazine called it
““Paley’s Invitation-to-Recovery Waltz,” a full-
hour melodrama with casts of up to 50 players,
a large studio orchestra, and the network’s full
production staff. An unknown Orson Welles ap-
peared with four players—Agnes Moorehead,
Ray Collins, Joseph Cotten, and Betty Garde—
who three years later would play significant roles
in The Mercury Theater on the Air. The stories
were of railroads, hospitals, mining, aviation,
shipping: the shows praised the mutual worker-
employer relationship and denounced ‘‘radicals
who preach discontent.”’

The premiere was July 14. The Newsweek
critic found it ‘‘replete with social wisdom,”
though producer Cooke denied any intention to
boost a political agenda. ‘“All we want to do is
boost America.”” The importance of America’s
Hour was its style. It gave rise to the patriotic
genre that so infused network broadcasting dur-
ing World War II. Norman Corwin would bring
this kind of radio to its zenith.

AMERICA’S TOWN MEETING OF THE
AIR, public affairs discussion.

BROADCAST HISTORY: May 30, 1935-July 1,
1956, Blue Network/ABC. 60m, Thursdays at 9:30
until 1941, then in various timeslots—30m, 45m,
and 60m: Thursdays, most often at 8:30, 194247,
Tuesdays at 8:30, 1947-49; Tuesdays at 9, 1950
54; Sundays at 8, 1955-56. MODERATOR:
George V. Denny Jr. ANNOUNCER: Ed Herlihy,
Howard Claney, Milton Cross, Ben Grauer,
George Gunn, Gene Kirby. PRODUCER: Marian
Carter. DIRECTORS: Wylie Adams, Leonard
Blair, Richard Ritter.

America’s Town Meeting of the Air was broad-
cast from Town Hall, New York, at 123 West
43rd Street. The hall had opened Jan. 15, 1921.
The League for Political Education, an out-
growth of the suffrage era, was established in
1894 and still met there. Its associate director,
George V. Denny Jr., was interested in the idea
of a Town Hall radio series. Mrs. Richard C.
Patterson, League director, was the wife of an
NBC executive, and the program was given a
six-week trial run.

The six weeks became two decades. The mail
sometimes ran to 4,000 pieces a week. More than
1,000 debate and discussion clubs were formed
to listen to the broadcast and continue the debate
on into the night. In 1936 Radio Mirror termed
the show ‘‘a stupendous innovation for radio.”’

What made Town Meeting so different and
volatile was its format. Other shows, even Theo-
dore Granik’s lively American Forum of the Air,
discouraged hecklers. On Town Meeting, open
condemnation of the speakers by the audience
was expected. In each audience, said Max Wylie
in choosing a Town Meeting show as one of the
best broadcasts of 1938-39, was certain to be *‘a
scattered but recurrent percentage of irresponsi-
bles, drunks, and crackpots.”” Moderator Denny
tried but couldn’t weed them all out. On one
show a questioner yelled, ‘I don’t object to
President Roosevelt using the radio to inform the
country on the state of the nation, but I do object
to his using it to propagate!”’

And if this wasn’t enough, the guests them-
selves often came to the edge of violence. Hey-
wood Broun and Julian Mason seemed ready to
do physical battle on the air. At least one libel
suit was brought as a result of the verbal
fireworks, and almost every kind of debating tac-
tic was put into play. The guests were political
and philosophical opposites, their causes heart-
felt and of long standing. Most were at home
with the microphone, but on America’s Town
Meeting even such radio veterans as Socialist
Norman Thomas admitted to bouts of nerves. It
wasn’t the first half of the show that worried
them: that was when the opposing guests were
each given 10 to 20 minutes to make their best
arguments. What drove Thomas, Dorothy
Thompson, and others to distraction was the
free-for-all with the studio audience. ‘‘The
speakers heckle each other and the audience
heckles everybody,’’ Time reported in January



1938. ‘*What a chance to make a fool of yourself
on a national scale.”’

Moderator Denny loved it. The last thing he
wanted was an orderly, polite meeting. He went
into each show prepared, and hoping, for a ver-
bal bloodbath.

A reading of titles and guests reveals the po-
tential for heated disagreement. The opening
show, May 30, 1935, was Which Way America—
Communism, Fascism, Socialism, or Democ-
racy? Listeners heard Eleanor Roosevelt debate
Mrs. Eugene Meyer on the pros and cons of the
New Deal, and noted black author Langston
Hughes was a guest for Let’s Face the Race
Question. Other program titles included Do We
Have a Free Press? and Are Parents or Society
Responsible for Juvenile Crime? Denny often
took the show on the road. A broadcast from Los
Angeles in May asked, ‘‘Is America losing its
morals?”’ Actress Irene Dunne and the Rev. J.
Herbert Smith said yes; Eddie Cantor and his-
torian Will Durant thought not.

The show opened to the sound of the town
crier’s bell and his voice calling people to an old-
style town meeting. Denny was fond of display-
ing a small ball, black on one side, white on the
other, and asking someone in the audience to tell
him its color. There are two sides to everything,
the people learned when Denny revealed the
other hue. Denny also liked to say that his show
had three basic ingredients—conflict, suspense,
and fair play. ‘‘Everything possible is done to
ensure a hearing for all points of view,”” Max
Wylie wrote. As early as 1936, Denny had in-
stalled a remote system, which allowed people
from all parts of the nation to be beamed in for
their two cents worth. He loved having such in-
tellects as Carl Sandburg, John Gunther, and
Pearl Buck. *‘I would rather put on author Will
Durant than philosopher John Dewey,”’ he told
Time in 1938. He admitted that his shows con-
tributed little new information: their main func-
tion was to stimulate. His favorite guests were
those with ‘‘fire and color,”’ he told Radio Life.

Said Max Wylie: Town Meeting made it es-
sential for a man to listen to all sides of an ar-
gument in order to hear his own. The Town Hall,
which had such modest origins on 43rd Street,
had ““lengthened its shadow until it stretched to
the Pacific Coast.”’ The broadcasts were pub-
lished in pamphlet form (by Columbia Univer-
sity Press), and in 1938-39 more than 250,000
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copies were sold to people who wanted ‘‘a per-
manent record of what had been said.”” For many
years Denny turned down offers of sponsorship,
fearing that commercial interests would inhibit
free talk. For only one season, 194445, was a
sponsor, Reader’s Digest, associated with the
show.

AMOS °N’ ANDY, a comedy milestone that
grew out of a prenetwork series, Sam 'n’ Henry,
and was heard in various formats, in many ti-
meslots, and across several networks in a 34-year
run.

BROADCAST HISTORY: As Sam 'n’ Henry: Jan.
12, 1926-Dec. 18, 1927 (586 episodes), WGN,
Chicago. 15m continuation, weekdays.

As Amos 'n’ Andy: March 19, 1928-Aug. 16,
1929, WMAQ, Chicago. 15m continuation.

Aug. 19, 1929-Dec. 31, 1937, NBC, Blue Net-
work until 1935, then Red Network. 15m contin-
uation, initially at 10; at 7 after 1930. Pepsodent.

Jan. 3, 1938-March 31, 1939, NBC Red. 15m
continuation, weekdays at 7. Campbell Soups.

April 3, 1939-Feb. 19, 1943, CBS. 15m contin-
uation, weekdays at 7. Campbell Soups.

Oct. 8, 1943—-June 1, 1945, NBC. Fridays at 10.
Reorganized and heard as a 30m situation comedy
with new characters, a new announcer, and an or-
chestra. Lever Brothers for Rinso.

Oct. 2, 1945-July 6, 1948, NBC. 30m, Tuesdays
at 9. Rinso.

Oct. 10, 1948-May 22, 1955, CBS. 30m, Sun-
days at 7:30. Rinso until mid-1949, then Rexall.

Sept. 13, 1954-Nov. 25, 1960, CBS. 25, 30,
45m, weeknights at 9:30 until 1956, then at 7. Re-
organized as The Amos 'n’ Andy Music Hall, with
the characters playing records, disc-jockey style,
and talking among themselves or with guests be-
tween songs. Multiple sponsorship.

CasT: Freeman Gosden and Charles Correll as
Amos Jones and Andrew H. Brown, blacks from
the South who moved to Chicago. Gosden also as
George Stevens, the conniving ‘‘Kingfish’’ of the
Mystic Knights of the Sea lodge hall, and as Light-
nin’, the slow-talking janitor at the lodge hall. Cor-
rell also as Henry Van Porter and Brother
Crawford. In the early serial days it was a two-
man show, with Gosden and Correll playing any
role required. The cast after 1943: Emnestine Wade
as Sapphire Stevens, wife of the Kingfish. Amanda
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Randolph as Mamma, the Kingfish’s mother-in-
law. Harriette Widmer as Madame Queen, Andy’s
most notorious flame. Elinor Harriot as Ruby Tay-
lor, Amos’s wife. Terry Howard as Arbadella,
Amos’s daughter. Madeline Lee as Miss Genevi-
eve Blue, secretary of the Fresh Air Taxi company.
Lou Lubin as Shorty the Barber. Eddie Green as
Stonewall, the crooked lawyer. Johnny Lee as law-
yer Algonquin J. Calhoun. ANNOUNCERS: Bill
Hay until 1943: then Del Sharbutt for less than a
year; then Harlow Wilcox; also, Art Gilmore. MU-
siC: Gaylord Carter (organ throughout the serial
days); Lud Gluskin, 194445, then Jeff Alexan-
der’s Orchestra and chorus. VOCAL GROUP:
The Jubilaires (Theodore Brooks, John Jennings,
George MacFadden, Caleb Ginyard). WRITERS:
Gosden and Correll exclusively in the early series;
Joe Connelly and Bob Mosher, head writers and
producers of the sitcom, with Bob Fisher, Arthur
Stander, Harvey Helm, Shirley Illo, Paul Franklin,
Octavus Roy Cohen, etc. THEME: The Perfect
Song from Birth of a Nation. SOUND EFFECTS:
Frank Pittman and Ed Ludes (NBC); David Light
and Gus Bayz (CBS).

It was perhaps the most popular radio show of
all time. At its peak, Amos 'n’ Andy held the
hearts and minds of the American people as
nothing did before or since.

Media analysts have picked at it for 60 years.
Historians have marveled at the grip in which
two white men, performing in black dialect, held
the nation. Marquees on movie houses in early
1931 announced that the film would be stopped
at 7 p.M., so the audience would not miss a word
of Amos ’'n’ Andy. The show was piped into the-
aters, and newspapers published daily accounts
of the serial’s progress. When Amos was ar-
rested and charged with murder, interest was at
such a fever pitch that during the broadcast no
one rode the buses, no one used the toilet (‘‘San-
itary engineers finally figured out why the sewer
pipes barely carried a flow between 7 and 7:15,
then erupted with a roar immediately afterward,’’
wrote Bart Andrews and Ahrgus Juilliard in Holy
Mackerel, their biography of the show), no one
visited, made plans, or was robbed. The listening
audience was estimated at 40 million, almost
one-third of Americans living at that time. In
big-city neighborhoods and small midwestern
towns, people could stroll down streets on warm

spring nights and listen to the show as they
walked. Every window was open; every radio
was tuned to Amos ’n’ Andy.

Why?

Radio itself was new then. It was the new na-
tional pastime, requiring no long drive to the
ballpark or tedious waits in line. Amos 'n’ Andy
was a phenomenon waiting to happen. The
country was in a desperate economic depres-
sion, and Amos 'n’ Andy brought nightly relief
from the fundamental worries of staying alive.
Amos Jones and Andrew H. Brown were the
commonest of common men: they symbolized
the poor Joe with no money, no job, and no
future.

People who couldn’t afford the vaudeville acts
of Eddie Cantor, Jack Benny, and Fred Allen got
Amos ’'n’ Andy free of charge. Later all the major
vaudevillians would invade radio, but Amos 'n’
Andy had been there first. It is generally consid-
ered the first great radio show. Its format was
original: it was the first significant serial,
utilizing the surefire elements of sympathetic
characters, comedy, and suspense. The cliff-
hanger endings gripped listeners at a primal level
and held them for weeks.

Freeman Gosden was born May 5, 1899, in
Richmond, Va. His family was rooted in Old
South tradition: its sons had fought for the Con-
federacy in the Civil War. Gosden sold cars and
tobacco as a young man and served as a Navy
radio operator in World War I.

Charles Correll was born in Peoria, Ill., Feb.
2, 1890. He worked as a stenographer and a
bricklayer while coveting a career in show busi-
ness. About 1919 Gosden and Correll went to
work for the Joe Bren Producing Company,
which offered services to amateur, charity, and
other small theatrical groups. Correll signed on
in Peoria and was sent to Durham, N.C., where
he met Gosden, who was working for another
unit of the same company. In 1924 Bren added
a circus division: Gosden and Correll were an-
chored in Chicago as managers and roomed to-
gether as pals.

In their apartment, they filled their spare time
singing harmony: Gosden would play the ukelele
and Correll the piano. They began accepting en-
gagements, billing themselves as the Life of the
Party. A friend suggested that they go into radio.
One appearance on WQGA was all the encour-



agement they needed, wrote Andrews and Juil-
liard: they auditioned for Bob Boneil at WEBH,
‘‘a small station located in a tiny studio off the
main dining room at the Edgewater Beach
Hotel.”

Literally, they played for their supper: the sta-
tion could not pay them, except in meals. They
did a six-a-week songfest at 11:30 p.M., which
was well enough received that they decided to
quit their jobs and go into radio. WGN, owned by
the Chicago Tribune, offered $250 a week for a
show that was eventually broadened to include
impersonations and humorous chats between mu-
sical numbers. It was then suggested that they de-
velop a “‘strip show,’’ so called because the five
skits each week were likened to an audio comic
strip. The Tribune wanted a show patterned after
one of its popular comic strips, but Gosden and
Correll turned instead to their roots. Both knew
what passed in those days for Negro dialect. They
worked up a scenario that, within a week, was on
the air as Sam ’n’ Henry.

The characters were Sam Smith and Henry
Johnson. The story, mirroring the real-life pat-
tern of countless poor blacks at that time, fol-
lowed two ‘‘boys’’ from Birmingham who
came north to seek their fortune. In Chicago,
Sam and Henry found a grim hand-to-mouth ex-
istence that listeners everywhere understood.
The storylines—each about two weeks long—
were about the perils of the times. After a slow
start, Gosden and Correll signed a two-year con-
tract at $300 a week, and the ratings continued
to improve. Soon the show was so popular it be-
came obvious they had undersold themselves.
To capitalize on their own creation, Gosden and
Correll proposed a novel idea: they would rec-
ord the show on discs and sell them to stations
outside the Chicago listening area. But WGN
balked at this: the station owned the show and
the names of its two characters and would grant
no permissions for use in other markets. Gosden
and Correll worked for wages until the contract
expired, leaving the station after the broadcast
of Dec. 18, 1927.

They found the deal at WMAQ more to their
liking. They were allowed to record, and the
transcribed version of their new show, Amos 'n’
Andy, began to build a national audience. Legend
has it that Gosden and Correll decided on the
new names while riding up in an elevator for
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their first WMAQ broadcast. In fact, the decision
followed weeks of hard thought: they wanted
names typical of southern blacks; they wanted
simple names with biblical undertones.

Everything about Amos 'n’ Andy (except the
music and the announcing) was done by Gosden
and Correll. They wrote the scripts, often just
before air time, and enacted all the voices. In a
complicated scene, such as the courtroom se-
quences in the Amos murder trial, they might use
as many as ten voice changes. They broadcast in
solitude, sitting at a table in an otherwise empty
studio. Even the placement of the single micro-
phone they shared was done with great care.
Correll, as Andy, would lean close, within an
inch of the mike, and speak in a deep, mellow
voice. As Amos, Gosden was about two feet
away, delivering his lines in a high-pitched wail.
Gosden used a different microphone position for
the chiseling George ‘‘Kingfish’’ Stevens and
yet another, very close, for the young boy Syl-
vester, who figured so prominently in the early
shows. In the writing, Gosden would often dic-
tate while Correll, using the shorthand he had
learned as a stenographer, would transcribe and
later type the script. Gosden would pace while
he talked out the skit: he would flip coins as he
talked, pouring them from hand to hand. The fin-
ished script was then placed on the table between
them.

‘“The boys are in character every minute they
are on the air,”’ it was revealed in an early pre-
mium book, All About Amos 'n’ Andy. If a line
called for Andy to ask for a pencil, Gosden
would hand him one. Cigarettes and cigars were
lit, dishes and glasses broken, and food con-
sumed during the broadcast. If either character
was called upon to take off his shoes, the star
did likewise, and *‘the listener hears a very life-
like grunt of relief.”’

They never looked at each other during the
broadcast—the chance of breaking into laughter
was too great. Once Gosden had to douse him-
self with a glass of water to keep from breaking
up on the air. They did the show cold, with no
rehearsal, believing in the spontaneity this
gained them. They were so engrossed in the ten-
minute sketches they created that, according to
announcer Bill Hay, they often left the studio
with tears in their eyes.

The new serial was an instant hit in Chicago,
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and the syndicated recordings were beating NBC
programming in markets where they played.
Soon the network beckoned, and there success
was massive and instantaneous. Gosden and Cor-
rell were now splitting a quarter-million-dollar
annual paycheck. By 1931 they were listed along
with Will Rogers as ‘‘public gods.”” That was
their peak year: the show drew a CAB rating of
more than 50 points, and listeners included Pres-
idents Calvin Coolidge and Herbert Hoover.
Gosden and Correll were guests at the White
House, George Bernard Shaw issued his much-
quoted tribute (‘“There are three things I'll never
forget about America—the Rocky Mountains,
Niagara Falls, and Amos 'n’ Andy’’), and the na-
tion literally stopped for 15 minutes every night.

Amos 'n’ Andy was an outgrowth of Sam ’n’
Henry, with certain differences. Amos Jones and
Andy Brown had come to Chicago from Atlanta,
not Birmingham. Their struggle had a harder
edge in 1929 than it had a few years earlier. The
early shows revolved around money—how to get
it, how to keep it: never, it seemed, was there
enough. They lived in a State Street rooming
house in a neighborhood populated with others
like themselves. There was Fred the Landlord,
who listened sympathetically to their woes.
There were the Kingfish and other officers of the
Mystic Knights of the Sea, people known only
as ‘‘the Shad,”” ‘‘the Mackerel,”’ ‘‘the Whale,”’
and ‘‘the Swordfish.”” There was Ruby Taylor,
love of Amos’s life, described in All About Amos
’n’ Andy as ‘‘pretty, sweet, and intelligent,
daughter of a well-to-do owner of a local ga-
rage.”” There was the Widow Parker (‘‘Snook-
ems’’ to Andy), who was ‘‘practiced in the arts
of love and a graduate of five marriages.”” Her
breach of promise suit helped keep those vast
early audiences hanging, the trial dragging on
until, just as Andy was facing a certain guilty
verdict, the widow screamed and fainted. Listen-
ers had to wait until Monday to learn that she
had spotted her husband in the courtroom crowd,
a man everyone supposed had been lost at sea.
A similar ruse had been played on the audience
in the Amos murder trial. Just as Amos was be-
ing convicted, an alarm went off: listeners
learned that the entire sequence had been a bad
dream. If such a device seems crude and unfair
today, it did not seem quite that way at the be-
ginning of broadcasting.

Some of the early characters, such as George

““Kingfish’’ Stevens, would be around for de-
cades: others, like the urchin Sylvester, all but
disappeared as the serial developed. Sylvester,
who was described as a ‘‘loyal and lovable
friend of the boys,”’ helped solve a mystery in
1929 when he, Amos, and Andy captured the
culprits who had robbed the garage safe. Sylves-
ter also put the skids to the main rival in Amos’s
pursuit of lovely Ruby Taylor. Gosden claimed
to have modeled the character on a childhood
pal, a black kid identified only as ‘‘Snowball.”’
By the early 1930s, the breakdown of minor
parts went this way: Gosden played Sylvester,
the Shad, the Mackerel, and Ruby Taylor’s fa-
ther; Correll was Fred the Landlord, the Whale,
and the Swordfish. No women were heard on
these early broadcasts. Ruby Taylor and the
Widow Parker were characterized by being dis-
cussed and in one-sided telephone conversations.
Only in one other show, Paul Rhymer’s Vic and
Sade, did characters come so fully to life in ab-
sentia.

In Chicago, the boys went into business. They
sank $25 into a rattletrap automobile and formed
the Fresh Air Taxi Company, ‘‘Incopolated,’” so
named because the cab had no windshield. The
abuses of language were memorable and deep.
“‘I’se regusted’’ was a national catchphrase. ‘‘Ya
doan mean tuh tell me,”” Amos would wail.
Other well-knowns in his vocabulary were
“‘Ain’t dat sumpin’ *’ and ‘‘I ain’t-a-gonna-do-
it.”” Andy was often “‘layin’ down to think,”’
“‘puttin’ muh head to it,”” or ‘‘workin’ on de
books.’’ This was the world that Amos and Andy
created alone. It would change as the times
changed: eventually Amos would be virtually
dropped from the story, and in his place Andy
would be supported by the Kingfish. The King-
fish was introduced when the show was still on
WMAQ, on May 25, 1928, and in later years he
would become the series’ pivotal character.

By the mid-1930s the show was losing its au-
dience. From a high of 53.4 in 1931, it fell to
22.6in 1935, 11.6 in 1940, and 9.4 in 1943. New
voices had been added: the Kingfish’s wife Sap-
phire, who initially had simply been called ‘‘the
Battleaxe,”” and Sapphire’s truly abrasive
Mamma. But the erosion continued, and even
such old-style cliffhangers as the ‘‘Andy’s wed-
ding”’ episode, climaxing May 3, 1939, were not
enough to save it. Still, the wedding show re-
mains a prime example of the serial at its



most polished. The ceremony took up the entire
broadcast. At last the moment of truth is at hand.
The minister turns to Andy. Will he take this
woman? The answer is on his lips when sud-
denly a shot rings out! Andy falls wounded! Pa-
nic erupts throughout the church, while in the
background we hear that famed cry of distress
from Amos: “‘Ow-wah! ow-wah! ow-wah!”’

A national debate ensued. Was Andy married
or not? Lawyers and clergy wrote opinions, and
it almost seemed like old times. But Amos 'n’
Andy had slipped to 60th place in the ratings. By
early 1943 tough choices had to be made.

The show would return that fall as a situation
comedy, and the toughest choice was that of an-
nouncer. Bill Hay had been with Gosden and
Correll for 15 years. His delivery was of the old
school, low-key and simple. ‘‘Ladies and gentle-
men, Amos 'n’ Andy’’ was his entire announce-
ment in the serial days. The new show would be
half an hour, with a writing staff, a big band, a
chorus, and a full supporting cast. Bill Hay was
out, heartbroken. Among the new voices would
come Shorty the Barber, who stuttered his way
through every line and always ended up with a
one-or two-word summary, often the opposite of
what he’d been trying to say. Miss Genevieve
Blue, secretary of the cab company, became
fully realized: Andy’s line ‘‘Buzz me, Miz
Blue’’ was well known in this era. Amos’s little
daughter Arbadella was given voice, in the an-
nual Christmas show that was an instant classic.
Arbadella had her heart set on a doll for Christ-
mas. Andy took a job as a department store Santa
to earn the money, suffered abuse from children
all day long, got the doll, and brought it to
Amos’s house as an anonymous gift. In the clos-
ing sequence, Amos explained to the child the
true meaning of Christmas while on the radio the
chorus sang the Lord’s Prayer.

There were more new voices, notably the law-
yer Stonewall, whose lines were funny and
sharp. Andy would say, ‘‘Stonewall, is you tryin’
to gits me to do sumpthin’ as mean and crooked
as dat?’’ And Stonewall, without a pause, would
say, ‘‘Oh, man, yeah!”> When actor Eddie Green
moved on, actor Johnny Lee brought in a new
lawyer-figure, the conniving eel Algonquin J.
Calhoun. The show now thrived on funny one-
liners. The Kingfish spoke of going to a fine res-
taurant and savoring the piece de resistance;
Andy reckoned that, if he liked it enough, he
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might have two pieces. The audience laughed
anew: never mind that every show was a carbon
of the one before. Now the plots revolved around
the double-dealings of the Kingfish, with Andy
the inevitable victim. If Kingfish wasn’t selling
Andy a piece of the moon, it was the Brooklyn
Bridge or a car with no motor. The Kingfish al-
ways needed money: his crisis of the week
would result in a scheme so outlandish that only
Andy would fall for it. So slick was the Kingfish
that, around 1929, Louisiana’s most famous pol-
itician, Huey P. Long, had been nicknamed for
the Gosden character.

Andy was the perfect fool, thick of voice,
dense, single, and pudgy. He wore a derby,
smoked old stogies, and made the chasing of
women his life’s work. He never worked for a
living but usually had a little money, which kept
him ripe for the con games of the Kingfish. As
for Amos, he had come far from the character of
the late twenties, when he was a stooge berated
by Andy. He had achieved in the half-hour show
an almost elder statesman status. Wise, pure of
heart, he was always able to sce a Kingfish
scheme for what it was.

Like its predecessor, the half-hour show was
resiliant. It immediately doubled the 1942 rat-
ing, leaping to a 17.1 and eventually edging into
the low twenties. The show moved to CBS in
1948, when the chairman of that network, Wil-
liam S. Paley, raided the cream of NBC’s com-
edy stock with deals involving vast tax breaks
to the stars. This resulted in an outright sale of
Amos 'n’ Andy to CBS for more than $2 mil-
lion. Just as it had been one of the first of its
kind, Amos 'n’ Andy was one of the last. It ran
on CBS until 1955, but even then the characters
lived on—The Amos 'n’ Andy Music Hall, a
watered-down disc jockey show, endured on the
network until 1960.

A few shows from the ’20s are on tape, a few
more from the thirties. The best sample of the
serial is the wedding episode of 1939. Long runs
of the half-hour show are available in excellent
sound quality. Listeners who have never liked
this kind of humor will like it no better today.
As comedy, the shows hold up well, and the
lines can still be funny. There is little doubt that
Amos 'n’ Andy was one of radio’s great shows:
even the embarrassing Music Hall cannot dimin-
ish that. But the social history of the program is
rocky. Such historians as William Manchester
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dismissed it as “‘a racial slur,”” and even in the
early days battle lines were drawn. A petition by
the Pittsburgh Courier to have Amos 'n’ Andy
removed from the air drew almost 750,000
names in 1931. The National Association for the
Advancement of Colored People attacked the se-
ries in the '30s and was its bitter foe throughout,
becoming especially vocal when the television
show began in 1951. While the radio show con-
tinued relatively unscathed, the NAACP con-
demned the TV series, calling it a ‘‘national
disgrace,”” and sued CBS. Ironically, black ac-
tors were used on television (with Alvin Chil-
dress, Spencer Williams Jr., and Tim Moore in
the lead roles), but on TV, said the NAACP, the
entire black race seemed crooked, stupid, or
cowardly. The TV show was forced oft the air
in the outcry; after a period of syndication, the
films were withdrawn and have not been seen in
more than 40 years.

Gosden, Correll, and their sponsors countered
the criticism by saying that their show was en-
joyed by blacks as well as whites. Their enter-
tainment was harmless fun, they said; they meant
no real harm; they were quite fond of Negroes
and would often play benefits for black children.
In their behalf it was said that the blacks who
complained were unreasonable and hypersensi-
tive. In fact, many blacks did like the show:
whether this approached a majority was never
determined. One thing is certain: Gosden and
Correll were on the defensive almost from the
beginning. Their 1929 book has pictures of the
pair backslapping and joking with ‘‘colored
boys’’ in various locales. The “‘coloreds’’ look
happy, delighted to have them there. It was a
different world then. Gosden was especially
stung by the criticism. He withdrew from public
life when the show had finally run its last, re-
fusing interview requests and seldom seen. He
declined to comment when Correll died Sept. 26,
1972. Gosden died Dec. 10, 1982.

ANCHORS AWEIGH, wartime series of Navy
music, talk, and variety.

BROADCAST HISTORY: Dec. 13, 1941-Feb. 28,
1943, Mutual. 30m, Saturdays, Sundays, usually
early evenings. CAsT: Tenor Glenn Burris, Lt.
George O’Brien, Lt. Cmdr. Perry Wood. AN-
NOUNCER: Terry O’Sullivan: *‘Your Navy needs

you!”” Music: Leon Leonardi with a 32-piece
Navy band. PRODUCER: Dave Titus.

This series featured guest stars, interviews,
and stories of the sea. Among the guests were
George Burns and Gracie Allen, Freddie Bar-
tholomew, and cowboy star Jimmy Wakely.

THE ANDREWS SISTERS, musical variety
with popular tunes and guest stars.

BROADCAST HISTORY: Dec. 31, 1944-Sept. 23,
1945, ABC. 30m, Sundays at 4:30. The Andrews
Sisters’ Eight-to-the-Bar Ranch. Nash-Kelvinator
for Norge.

Oct. 3, 1945-March 27, 1946, ABC. 30m,
Wednesdays at 10:30. The N-K Musical Show-
room. Nash-Kelvinator.

CAST: the Andrews Sisters (LaVerne, Maxene, and
Patti), Curt Massey and the Ambassadors, Foy
Willing and the Riders of the Purple Sage, and
George ‘‘Gabby’’ Hayes, perennial sidekick of
western B-picture heroes (all 194445 only, the
second season featured the Andrews Sisters with
guest stars). ANNOUNCER: Andre Baruch. Mu-
SIC: Vic Schoen.

The Andrews Sisters came out of Minneapolis,
where they had been performing since child-
hood. LaVerne was born in 1915, Maxene in
1917, and Patti in 1920. They had toured with a
small band in the South and Midwest during the
Depression and, after six years of it, were dis-
couraged and ready to give up. Then Lou Levy,
a promoter who became their manager and later
Maxene’s husband, introduced them to Sammy
Cahn. Cahn had the sheet music to a Yiddish
folk song, Bei Mir Bist Du Schoen, to which he
added English lyrics. The trio recorded it for
Decca for a flat fee of $50. It hit the top of the
pop charts and was the first song by a girl trio
to break the million mark in sales.

Other memorable records followed: Rhumboo-
gie, Beer Barrel Polka, and Rum and Coca-Cola.
It was bound to lead to radio. They were signed
by CBS as part of the Dole Pineapple show, and
in 1939 they received featured billing with Glenn
Miller on his CBS quarter-hour Chesterfield
broadcasts. By 1941 they had logged an esti-
mated 700 hours on the air. ‘*‘You’d have to be
a hermit to escape them,”’ said Radio Life that
year. They were frequent guests with Fred Allen,
Bing Crosby, and other headliners. Their own



show, in its first year, was a standard musical
variety half-hour in which the Andrews Sisters
sang a few songs and had a regular supporting
cast with a western flavor. The second season
featured a top guest each week, who would step
out of the *“N-K Green Room’’ to do the routine
that had made him or her famous. One week it
might be Sophie Tucker singing One of These
Days; the next, Abbott and Costello doing their
Who’s on First? routine.

The sister act dissolved after the war. LaVerne
died of cancer May 8, 1967; Patti became a solo
act; Maxene taught drama and speech at a small
college in California and died Oct. 21, 1995.

THE ANSWER MAN, questions and answers,
usually with intriguing or surprising elements.

BROADCAST HISTORY: 1937-56, 15m, often Mu-
tual Network, but also syndicated and locally de-
veloped. CAST: Albert Mitchell as the Answer
Man. CREATORS: Albert Mitchell and Bruce
Chapman.

The listeners sent in questions; the Answer
Man gave the answers. That’s all there was to
this program. But within the quarter-hour daily
offering was enough exotic information to keep
it running almost 20 years.

The Answer Man was sometimes sold as a
concept and developed in individual markets. Joe
Mansfield was the Answer Man in Los Angeles.
Derivatives were heard in Europe via Radio Lux-
embourg, and local versions ran in Greece, Hol-
land, Poland, and Germany.

The Answer Man took on everything. As many
as 2,500 questions a day came to Answer Man
headquarters in New York. Chapman and his
staff answered almost a million pieces of mail a
year. Every question was answered by mail, even
the few that made the broadcast. ‘‘Is it true that
only the male cricket chirps?’’ Yes, the male
cricket does all the chirping; the female remains
silent and just listens. ‘‘How many muscles are
there in an elephant’s trunk?’’ There are 40,000
muscles in an elephant’s trunk. The questions
were read deadpan; the answers given the same
way, in a rapid-fire exchange. Chapman and his
staff, including 40 helpers, trod a center road
with controversial questions. They never gave le-
gal advice except to read exactly what the law
said, though they did settle thousands of bets and
provided help on such household problems as
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getting rid of ants or removing stubborn stains.
The Answer Man always seemed to have the an-
swers at his fingertips. In fact, his headquarters
were just across from the New York Public Li-

brary.

ARABESQUE, early series of music, drama,
poetry, and desert philosophy.

BROADCAST HISTORY: Jan. 24, 1929-Dec. 29,
1931, CBS. 30m. Various timeslots, mostly mid-
to late evening. CAST: Reynolds Evans as Ach-
med the Arab Chieftain. Also: Frank Knight,
Georgia Backus, Geneva Harrison. AN-
NOUNCER: David Ross. Music: Emery
Deutsch. WRITER: Yolande Langworthy.

According to The Big Broadcast by Frank
Buxton and Bill Owen, Arabesque opened with
David Ross reading Drifting Sands in the Car-
avan. Poems from Arabesque, a 1930 premium
book by Yolande Langworthy, gives some indi-
cation of the poetry and philosophy that fueled
this desert series.

ARCH OBOLER’S PLAYS, dramatic anthol-
ogy.

BROADCAST HISTORY: March 25, 1939-March
23, 1940, NBC. 30m, Saturdays, usually at 10
(also heard at 8, 9, and 9:30). CAsT: Alla Nazi-
mova, Geraldine Page, Elsa Lanchester, Ronald
Colman, and other major personalities, with sup-
port from such radio people as Raymond Edward
Johnson, Ray Collins, Martin Gabel, Frank Love-
joy, Betty Garde, Lurene Tuttle and Santos Ortega.

April 5-Oct. 11, 1945, Mutual. 30m, Thurs-
days at 10. CAsT: Franchot Tone, Greer Garson,
Eddie Cantor, Van Heflin, etc., supported by
radio stars Lou Merrill, Elliott Lewis, Martin
Gabel, etc. WRITER-PRODUCER-DIRECTOR:
Arch Oboler.

Few people were ambivalent when it came to
Arch Oboler. He was one of those intense per-
sonalities who are liked and disliked with equal
fire. Assessments of his contributions to radio
ran the gamut, from ‘‘genius’’ to ‘‘showoff.’” In
1939 Time called Oboler a ‘‘30-year-old horn-
rimmed half-pint scrivener’” and dwelled on his
eccentricities. Years later Oboler said that the
woman who had written it had seen his worst
side because her questions, *‘superficial and im-
pertinent,”’ had irked him from the start. In 1943
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Newsweek noted that, while some critics re-
garded Oboler as radio’s top literary genius, *‘to
others he is an objectionable little round-faced
Sammy Glick with a flair for flashy writing and
a knack for getting his name in the papers.’’ His
work was compared to that of Norman Corwin,
the resident genius at CBS. Both men did what
was then regarded as ‘‘radio literature.”” Both
crusaded loudly against Hitler and wrote inti-
mately, with a flair and style that radio had not
heard before. Irene Tedrow worked with both.
She remembered Oboler as a ‘‘fascinating, bril-
liant man’’ who in his writing liked to stretch
the boundaries of reality, while Corwin ‘‘dealt
with things as they are.”” Corwin she termed ‘‘a
very dear, gentle man, such a loving person.
Arch is a neurotic. He yells, and sometimes he’s
very difficult.”’

That Oboler may have been influenced by
Corwin is interesting speculation, Tedrow said,
though Oboler would never admit it. He was cer-
tainly no Corwin by-product: his use of stream-
of-consciousness was evident in his days on the
horror show Lights Out, two years before Corwin
came on the scene, and in one of his books
Oboler reveals a high regard for Corwin’s talent.
He had made his break with radio horror shows:
he would return to the genre later and would
always write the occasional fantasy, but his in-
terest in other things was evident by 1938.

He was born Dec. 6, 1909, endowed with a
generous helping of natural curiosity and imag-
ination. In the early 1930s, while still in school,
he began submitting plays to NBC in Chicago.
By one account, he wrote 50 plays before his
first, Futuristics, was produced. That play caught
the attention of Clarence L. Menser, production
chief at NBC Chicago, and was used to com-
memorate the opening of NBC at Radio City,
New York, in 1934. Oboler was dismayed at the
$50 he was paid, and he did one of the voices
on the show to earn a few dollars more. He wrote
short playlets for Grand Hotel in 1934-35, did
similar work on The Rudy Vallee Hour, then got
a year-long contract ‘‘writing plays for Don
Ameche’’ on The Chase and Sanborn Hour.
Here he wrote the scandalous ‘‘Adam and Eve’’
skit for Mae West, which caused one of the big-
gest uproars in radio history (see The Edgar Ber-
gen/Charlie McCarthy Show).

He was given the job of writing Lights Out
when its creator, Wyllis Cooper, departed for
Hollywood. Soon he established his reputation

and became a potent radio force. Much of what
he learned on Lights Out would be put to good
use in his later mainstream offerings. Oboler was
quick to credit Cooper, who, despite a low-key
radio career, is recognized today as a major tal-
ent. It was Cooper who pioneered the audio tech-
niques that Oboler and perhaps Corwin would
bring to a new art form. ‘‘To follow Mr. Cooper
was a challenge,”’ Oboler wrote.

But the challenge of producing horror shows
was temporary. In Hitler, Oboler saw a real
Frankenstein, more chilling than anything he
could ever make up. He visualized a radio the-
ater of his own, a forum that would give free
reign to his imagination. He wrote a play about
the world’s ugliest man and decided to produce
and direct it himself. Until then, he would write
in his book, Oboler Omnibus, ‘‘l had never
thought of directing my own plays, but this was
one I wanted to have interpreted exactly as writ-
ten.”” He hired three seasoned radio actors, Ray-
mond Edward Johnson, Ann Shepherd, and
Betty Caine, and ‘‘with the last of my assets I
rented a studio and made a recording.”’ His new
career crystalized: directing, he wrote, would al-
low him to close *‘the gap between the author’s
conception and the actor’s performance.”’ Lewis
Titterton, NBC script editor, listened to the rec-
ord and bought the concept. It was a ‘‘young
writer’s dream,” wrote Oboler: ‘‘the first series
of varied radio plays ever given to the works of
one radio playwright.”’

The first series of Arch Oboler’s Plays ran a
calendar year and was sustained. The problem,
according to the NBC sales staff, was that his
plays had more significance in Europe than in
the United States, which was still torn by isola-
tionist sentiment and was officially determined
to stay out of the war. He could be staunchly
anti-Nazi one week and bizarre the next. His
play The Word was on the face of it straight
fantasy, but the anti-fascist sentiment was there,
for anyone who wanted to look. The theme was
heavier in The Ivory Tower, which explored the
tragic consequences of turning a blind eye to ag-
gression. In the first year he used tried-and-true
radio performers: their fees were only $21 per
show, and he was dealing with known quality.
Having seen movie stars perform on the big va-
riety shows, he had concluded that most of them
couldn’t touch radio people for on-air compe-
tence. The microphone was a fierce taskmaster.
On live radio, there was no retake.



But the stars began hearing about Oboler and
asking for roles in his plays. Alla Nazimova be-
came interested in radio, and in Oboler. She
worked for union scale in the anti-Nazi play The
Ivory Tower (July 2, 1939), which Oboler wrote
especially for her. Joan Crawford, who might
normally earn $5,000 for a single broadcast, ap-
peared on the March 2, 1940, Oboler play, Baby.
To calm her preshow jitters, Oboler let her
broadcast in her bare feet. The problem with
most film people, he would write, was inexpe-
rience. They existed to be adored, and when they
did appear on the air they were not expected to
take direction. No one dared dispute their read-
ings, Oboler wrote: radio directors were ‘‘so par-
alyzed at the sight of a $5,000-per-broadcast star
in front of the microphone that they confined
their direction to apology and mentally crossed
themselves before daring to point a cue.’’ If this
statement has a ring of truth, it still couldn’t have
made him many new friends in the business.

So Oboler directed. His direction was not done
from a glassed-in booth: he got right down on
the soundstage with his performers. Sometimes
he would stand on a table, compensating for his
short stature. In one contemporary photograph,
Oboler is halfway up a large stepladder, looming
over the cast. The stars took his direction, and
most, he wrote, came to appreciate it. *“Temper-
ament was checked outside the studio door,’* and
Oboler’s reputation was further enhanced by the
acquisition of these major names. On Aug. 26,
1939, the 110-piece NBC Symphony was re-
cruited for his play This Lonely Heart, the story
of Russian composer Piotr Ilich Tchaikovsky: it
was the first time the symphony had been used
in a dramatic show. James Cagney appeared in
Dalton Trumbo’s Johnny Got His Gun, which
some critics considered the last word in anti-war
stories. Trumbo was using stream-of-
consciousness in book form: his story was of a
First World War veteran who came home with-
out legs, without arms, without eyes, a man
whose face was gone, who could not speak, who
had been reduced to a ‘‘block of flesh.”” The
result startled millions, said Radio Life: the core
of Oboler’s technique was the ability to get deep
into the human mind, ‘‘to assay the spiritual and
psychological truth behind a smile, a scientist
making marks in the sand during a seashore
night, mysteries of birth and death, a shutter
banging in the wind, the implications behind a
sigh.”” These things were Oboler’s stock in trade.
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When Plays ended in March 1940, Oboler
moved on. His work on Everyman’s Theater,
Plays for Americans, The Treasury Star Parade,
and Everything for the Boys is covered under
those titles in this book. His war years were full,
turning out plays and sketches for the cause, of-
ten without pay. In 1945 he reopened Plays,
again using a mix of radio and movie people: it
ran on Mutual for six months. Throughout his
career, he was controversial and colorful. Inevi-
tably he worked in a sloppy T-shirt, unpressed
pants, a sportcoat, and a porkpie hat. Historian
Erik Barnouw reported that Oboler was capable
of having a dozen friends over for a social eve-
ning, withdrawing around 11 pP.M. and returning
two hours later with a new play in hand. For a
time he carried a pet toad, which died, he said,
from eating too many worms. He had Frank
Lloyd Wright build his house, which perched
over a mountain and had a brook running
through the living room.

Genius . . . or showoff?

That he loved radio and left his mark there is
obvious. As early as 1945 he saw it all ending
with the complete takeover by television. His
‘“‘requiem for radio’’ at the end of Oboler Om-
nibus sees the end of ‘‘blind broadcasting’’ as
he knew it and mourns its passing.

Oboler died March 19, 1987. Many of his
Lights Out and Plays broadcasts have survived:
probably most have, for Oboler was a saver, and
radio people had easy access to such transcrip-
tion services as Radio Recorders in Hollywood.
His material is not so startling after half a cen-
tury: listeners almost need the ability to project
themselves back to that earlier time, when
stream-of-consciousness was new and only
Oboler was doing it. Some of his Plays remain
interesting. Johnny Got His Gun is probably a
classic of the medium. But an author who pio-
neers technique will always have problems with
later generations. Someone will come along who
does it better, and people will forget who did it
first and the impact it had when it was fresh.

ARCHIE ANDREWS, teenage situation com-
edy, based on the comic strip by Bob Mon-
tana.

BROADCAST HISTORY: May 31-Dec. 24, 1943,
Blue Network. Began as a five-a-week 15m strip
show; as of Oct. 1, became a weekly 25m series,
Fridays at 7:05.
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Jan. 17-June 2, 1944, Mutual. 15m, daily at
5:15.

June 2, 1945-Sept. 5, 1953, NBC. 30m. Mostly
Saturdays at 10:30 A.M., sponsored by Swift and
Company 1947-48; also heard June-Aug. 1949,
Wednesdays at 8:30, for The Greatr Gildersleeve
and Kraft Foods; other brief evening timeslots.

CAsT: Charles Mullen, Jack Grimes, and Burt Bo-
yar in the early series as Archie Andrews, a high
school student in the town of Riverdale; Bob Has-
tings as Archie in the main NBC era. Harlan Stone
(also Cameron Andrews) as Archie’s pal Jughead
Jones. Rosemary Rice as Archie’s friend Betty
Cooper (Joy Geffen and Doris Grundy in earlier
versions). Gloria Mann and Vivian Smolen as Ar-
chie’s girlfriend Veronica Lodge. Alice Yourman
and Arthur Kohl (NBC) as Archie’s parents Mary
and Fred Andrews (Vinton Hayworth and Reese
Taylor also heard as Fred; Peggy Allenby as
Mary). Paul Gordon (NBC) as Reggie Mantle, Ar-
chie’s rival. Arthur Maitland as Mr. Weatherbee,
the high school principal. ANNOUNCER: Bob
Sherry. Music: George Wright on organ. PRO-
DUCER (NBC): Kenneth W. MacGregor.
SOUND EFFECTS: Agnew Horine.

Archie Andrews was obviously inspired by the
success of Clifford Goldsmith’s The Aldrich
Family, but it displayed little of the Aldrich rat-
ings muscle. It was B-grade teen fare, its plots
outlandish even for its genre. It was a noisy
show, with everyone frequently shouting at once
and the juvenile NBC studio audience encour-
aged to cheer wildly. The character taglines were
Veronica’s ‘‘Hello, Archiekins, mmmmmm,”’
Archie’s inane giggle, and Mr. Andrews yelling,
“Quiet! . .. quiet! .. . QUIIIEEETTT!’ over
the din of everyone shouting at everyone else. In
its sponsored year, it opened with four distinct
whistles, corresponding to the pitch of the
“‘Swift’s Prem-yum Franks’’ jingle of the com-
mercial. Archie would yell, ‘‘Come on down,
Jughead, it’s a matter of life or death!”’ Jughead
would answer, ‘‘Relax, Archie, reeelax!’’ The
kiddies in the studio audience would sing the
Swift song (‘“Ten-der beef, juicy pork, known
from the West Coast to New York ... Swift’s
Prem-yum Franks!’’), and another week’s insan-
ity would begin.

ARE THESE OUR CHILDREN?, crime drama,
based on the 1931 RKO film of the same name.

BROADCAST HISTORY: Sept. 29, 1946-Jan. 22,
1948, ABC. 30m, Sundays at 4, then Thursdays at
10. CAsT: Norma Jean Rose, Helen Kleeb, Herb
Ellis. ANNOUNCER: John Galbraith. Music:
Composed and conducted by Phil Bovero. CRE-
ATOR-WRITER-DIRECTOR: Gilbert Thomas.

Are These Our Children? came from the San
Francisco studios of ABC. It used ‘‘actual case
histories taken from the files of juvenile delin-
quency courts.”” The names were changed, but
the facts ‘‘occurred today and yesterday and the
day before to people who didn’t ask, are these
our children?”’ Topics handled included parental
neglect, divorce, racial prejudice, and the
“‘mother complex.”” A discussion after each
story usually hinted that ‘‘we’’ were all to blame
as a society.

ARE YOU A GENIUS?, juvenile quiz show.

BROADCAST HISTORY: April 13, 1942-Jan. 8,
1943, CBS. 15m and 30m, weekdays. CAST: Er-
nest Chappell, host and quizmaster.

Ernest Chappell asked ten questions with point
values of ten each. A score of 100 points was
perfect, and the winning child was pronounced
genius of the day. The questions were a better
gauge of general knowledge than of genius,
judging from the Christmas show in 1942: What
gifts were brought by the three wise men? Where
did the Christmas tree custom originate? It was
the simplest of all possible formats.

ARMCHAIR ADVENTURES, dramatic an-
thology.

BROADCAST HISTORY: 1952, CBS. 15m. CAST:
Marvin Miller in a one-man show, doing all voices
and narration. PRODUCER-DIRECTORS: Ralph
Rose, Gomer Cool.

Armchair Adventures was a novelty, utilizing
Miller in both original dramas and adaptations.
A few other one-man shows were done on radio:
Adventure Parade (John Drake), The Player
(Paul Frees), and the various formats of Nelson
Olmsted.

THE ARMSTRONG THEATER OF TO-
DAY, romantic drama.

BROADCAST HISTORY: Oct. 4, 1941-May 22,
1954, CBS. 30m, Saturdays at noon. Armstrong



Cork Company for Armstrong Quaker Rugs and
Linoleum; Cream of Wheat 1953-54. CAST:
Second-grade Hollywood stars in original
dramas. Elizabeth Reller and Julie Conway as “‘the
Armstrong Quaker Girl,”” who read the commer-
cials. ANNOUNCERS: George Bryan, Tom Shir-
ley. PRODUCER-DIRECTOR: Ira Avery.
DIRECTOR: Al Ward. SOUND EFFECTS:
James Rinaldi.

Theater of Today was typical Saturday boy-
girl fluff. It followed the formula set by Lincoln
Highway and Stars over Hollywood, proving that
stars could be lured and audiences built even in
timeslots that were the ‘‘ghetto of the schedule.”’
The subtitle of one show aptly describes the se-
ries content: ‘‘the story of a girl who never
stopped daring to dream.”” The opening signa-
ture featured the sounds of a busy street and the
announcement *‘It’s high noon on Broadway!”’
Then came a few minutes of world news with
‘‘Armstrong’s news reporter, George Bryan.”
The drama followed the news.

THE ARMY HOUR, news and variety depict-
ing the Army in wartime.

BROADCAST HISTORY: April 5, 1942-Nov. 11,
1945, NBC. 60m until July 1945, then 30m, Sun-
days at 3:30. ANNOUNCER: George Putnam.
PRODUCER-WRITER-DIRECTOR: Wyllis
Cooper.

The Army Hour gave Americans their first
long look at the war and how it was being
fought. On paper, the idea looked simple. The
War Department wanted to boost homefront mo-
rale with a no-nonsense, authoritative radio show
that told people what their Army was doing.
Technically, however, it was far from simple: its
problems were both technical and tactical, and it
was a producer’s nightmare.

The show would put its listeners right into the
fields of battle, using shortwave pickups from
far-flung theaters. Signals, almost certainly,
would be lost, some would be jammed by the
enemy. Remotes would have to be cued in ad-
vance, by synchronization. This was live radio:
entire sequences might vanish while the show
was in progress. Tactically, how would security
be maintained? How could a nation be informed
without giving away vital information to the en-
emy? Scheduling was another problem. Even a
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major subject like Gen. Douglas MacArthur
could get no preshow billing: a hint of his
whereabouts would invite a rain of Japanese fire.

The show was conceived in the War Depart-
ment’s Radio Division, a unit made up mainly
of people who had been broadcasters in civilian
life. Its chief was Edward M. Kirby, a veteran
of WSM, Nashville, who (with Jack W. Harris)
assessed The Army Hour in his history of Armed
Forces broadcasting, Star-Spangled Radio. The
original idea was to include the Navy—an
Army-Navy hour. But the Navy bowed out, its
brass wary that the networks might resent the
military getting into radio production. Perhaps
there was truth in this: the idea was turned down
at CBS, Mutual, and the Blue Network. At NBC,
however, it was embraced eagerly.

Time found it *‘a skillful blend of Army and
NBC talent.”” Wyllis Cooper, director-writer of
the horror show Lights Out a decade earlier, was
given the top job. An Army vet from World War
I, Cooper told Time the series was to be ‘100
percent authentic.”” There would be no ‘‘inspi-
rational stuff, no lush prose. This will be in lan-
guage that everybody can understand.’” He
vowed to tell the truth, ‘‘good, bad, or indiffer-
ent.”” Eddie Dunham would be studio director
and later producer; Ed Byron, another major ra-
dio director, would be liaison between the mili-
tary and the network.

The show was a masterpiece of cooperation,
with networks and broadcast organizations
around the world lending a hand: the Voice of
Freedom, the BBC, the CBC, the Army Signal
Corps; even the radio facilities of the Soviet
Union were utilized. Listeners did hear MacAr-
thur, broadcasting from Australia. They heard
Joe Louis talking to his mother. They learned
from a camp cook how the men were fed, and
from privates what life was like in the trenches.
There were descriptions of fighting on Bataan:
Col. Warren Clear was reduced to tears as he
told about it. The last message from Corregidor
was heard on The Army Hour, a segment David
Sarnoff thought *‘could find no rival in any radio
drama.” Frequently the remotes were backed by
the roar of mortars and the chatter of machine
guns. In one memorable show, the use of *‘goug-
ers’”’ was detailed. These were eight-inch steel
blades, just right, said one young warrior, ‘‘to
take some Jap’s buck teeth out by the roots.”
Time thought the series had ‘‘information, guts,
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a good musical score, and the best dramatic ma-
terial extant—the fighting fronts themselves—to
draw from.”” Even NBC sportscaster Bill Stern
was heard, interviewing pilots ‘‘somewhere in
the East,”’ and describing the global conflict in
football terms.

By 1943 The Army Hour had three million
listeners. In the words of creator Kirby, it was
“‘three and a half years of triumphs, flubs, and
escapes. . . . The uncertainty that any program
would work out as planned filled the life of the
radio reporter with suspense. From this broad-
casting crucible emerged the battlefront radio re-
porters, officers and enlisted men, who did the
actual field reporting. They reported on the Army
in its darkest moments—the surrender of Cor-
regidor, the bad days at Anzio, the Ardennes
breakthrough. But they were also there to hail
the Army in its brightest successes.”’

ARNOLD GRIMM’S DAUGHTER, soap
opera.

BROADCAST HISTORY: July 5, 1937-May 27,
1938, CBS. 15m, daily at 1:30. Softasilk.

May 30, 1938-June 26, 1942, NBC. 15m, daily
at 2:15 until March 1941, then at 2:45. General
Mills.

CASsT: Margarette Shanna originally as Connie Tre-
maine, daughter of Arnold Grimm; Betty Lou Ger-
son as Connie as of mid-1938; also played by
Luise Barclay. Ed Prentiss and Robert Ellis as Dal
Tremaine, Connie’s husband. Don Merrifield as
Amold Grimm. Genelle Gibbs as Sonia Kirkoff,
Connie’s loyal friend, ‘‘blond but intelligent.”’
Jeanne Juvelier as Madame Babette. Frank Dane
as Jimmy Kent, designer in Babette’s shop. Verne
Smith as Bill Hartley, Arnold Grimm’s business
partner. Mento Everett as Judy, Connie’s maid.
Gertrude Bondhill as Dal’s mother. Orson Brandon
as Dal’s father. Jeanne Dixon and Bonita Kay as
Mrs. Gladys Grimm, wife of Arnold. Butler Man-
deville as Mr. Tweedy. ANNOUNCERS: Roger
Krupp, Harlow Wilcox. PROPUCERS: Frank and
Anne Hummert, Ed Morse. WRITER: Margaret
Sangster. THEME: Modern Cinderella.

Amold Grimm was an old tyrant who opposed
his daughter Connie’s marriage to her childhood
sweetheart Dal Tremaine and vowed to disinherit
her. Dal’s mother was a schemer who disliked
Connie and plotted against her; Dal’s father
slowly came around to Connie’s side. Dal was

an artist, irresponsible and often moody, but
Connie gave him all her moral and financial
help. She went into business with Madame Ba-
bette, a French lingerie dealer, opened a shop in
Milford, and began to prosper. But Dal hated the
poverty imposed upon them by their fathers, and
he brooded frequently.

Among supporting characters in love with
Connie were designer Jimmy Kent and Bill Har-
tley, Armold Grimm’s business partner. Connie’s
maid Judy was outspoken and added comic re-
lief. Mr. Tweedy was described as a character
out of Dickens, ‘‘thoroughly good, lovable,’” and
a lover of flowers.

The story changed dramatically when Dal was
killed saving a child from a racing fire engine.
His son Little Dal was born after his death, and
Connie’s life focused more upon the problems of
her father, whose stove manufacturing firm had
fallen on hard times.

ART BAKER’S NOTEBOOK, philosophical
discourse.

BROADCAST HISTORY: 1938-58; transcribed
syndication, heard on ABC briefly, Jan.-March
1950. 15m, weekdays at 1:45. First heard on KFI,
Los Angeles, Sept. 8, 1938.

Art Baker was a quizmaster, commentator,
and interviewer. His career began in 1936, when
he announced Tapestries of Life. He hosted Re-
union of the States, an audience participation
show, the genre that later became his specialty.
On CBS he hosted Hollywood in Person, a
1937-38 celebrity interview show. In 1938 he
was host of Pull Over, Neighbor, a forerunner of
People Are Funny, which he also hosted until
producer John Guedel dropped him for Art Link-
letter. He was heard on Sing, America, Sing on
CBS in 1939. Baker’s first national exposure
came as host of The Bob Hope Show. He worked
Hedda Hopper’s Sunkist shows, 193941, and
was West Coast announcer for the hit giveaway
series Pot o’ Gold. In 1943 he hosted the CBS
audience show Meet Joe Public. In Art Baker’s
Notebook, he offered musings and tidbits on the
ways of the world.

ART FOR YOUR SAKE, art appreciation
through dramatized skits.



BROADCAST HISTORY: Oct. 7, 1939-April 27,
1940, NBC. 30m. Saturdays at 7:30. HosT: Dr.
Bernard Myers.

In this series, the stories behind the world’s
great art masterpieces were dramatized. The dra-
mas were based on the artists’ letters and diaries
or those of people who knew them. The National
Art Society, which coproduced, offered a port-
folio of 48 color reproductions of masterworks
with a home study course. While studying the
picture, a listener learned how Gauguin painted
Tahitian Woman and what influenced Rubens in
his execution of Fox Hunt.

ARTHUR GODFREY TIME, talk, variety, and
music; best known in its early-morning CBS for-
mat that spanned 27 years, but a broadcast phe-
nomenon that had many spinoffs. Godfrey had a
fabled radio career, progressing from one-night
stands to top network star status.

BROADCAST HISTORY: 1930, WFBR, Baltimore.
First appearance on the air.

1930-33, NBC staff announcer.

193445, CBS staff announcer and personality.
Heard on the Chesterfield program (1934), Profes-
sor Quiz (1937), and on both CBS and Mutual for
Barbasol (1937-38); had shows of his own for
Carnation Milk and Barbas-Cremo Cigars. His for-
tunes began to rise with his early-moming broad-
casts over WISV, the CBS station in Washington,
D.C., which later became WTOP. This series ran
193345 and was relayed to New York 1941-45.
Godfrey hit the network briefly as announcer of
Fred Allen's Texaco Star Theater (CBS, Oct.
1942), but Allen dropped him after a few broad-
casts.

April 30, 1945-April 30, 1972, CBS. Arthur
Godfrey Time. Daily at midmorning (10, 10:15,
or 11 A.M.) in timeslots of 30m, 45m, 60m, 75m.
Sustained for two years, then an avalanche of
sponsorship, notably Chesterfield Cigarettes. AN-
NOUNCER: Tony (‘“Here’s that man himself’’)
Marvin. VOCALISTS: Janette Davis, Bill
Lawrence, Patti Clayton, Frank Parker, Julius
LaRosa, Marion Marlowe, Hawaiian singer Hale-
loke, Pat Boone, Carmel Quinn, Lu Ann Simms.
VocAL GROUPS: The Mariners (Thomas Lock-
ard, James O. Lewis, Martin Karl, Nathaniel Dick-
erson), the Chordettes (Virginia Osborn, Dorothy
Schwartz, Janet Ertel, Carol Hagedorn), the
McGuire Sisters (Christine, Dorothy, Phyllis).
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ORCHESTRA: Hank Sylvern, Archie Bleyer.

July 2, 1946-Oct. 1, 1956, CBS. Arthur God-
frey’s Talent Scouts. 30m, Tuesdays at 9 until mid-
1947, then Fridays at 9:30 briefly, then Mondays
at 8:30 after Aug. 1947. Lipton Tea, on radio and
TV after 1947. ANNOUNCER: George Bryan.
VocALIsTS: Peggy Marshall; the Holidays.
ORCHESTRA: Archie Bleyer.

Jan. 28, 1950-Sept. 30, 1955, CBS. Arthur God-
frey Digest; also known as The Arthur Godfrey
Round Table. Taped highlights from the weekday
show. Mostly 30m timeslots initially Saturday
nights, then Sunday afternoons (1950-53) and Fri-
day nights (1953-55).

THEME (BOTH SHOWS): Seems Like Old Times
(Beautiful Dreamer in the earliest days of Arthur
Godfrey Time).

People trusted Arthur Godfrey. They liked his
humor, which skirted the risqué but seldom went
too far. They liked the fact that, as he himself
would put it, he had no talent whatever.

They loved hearing him give the needle to a
client. This was something new. When Godfrey
chided the sponsor’s ad copy, people laughed.
Sometimes he would ball up the script noisily
and throw it away. ‘‘Boy, the stuff they give me
to read,”” he would moan, and the audience
laughed. Network vice presidents who dared
suggest that something might be done more ef-
fectively would find themselves ribbed by God-
frey on the air. When CBS chairman William S.
Paley hinted that a certain Godfrey show lacked
movement, Godfrey brought on a team of hula
dancers. ‘‘That enough movement for you,
Bill?’ he asked at the end of the number.

By then he was the most powerful man in
broadcasting. He was fond of saying that he
made $400,000 before the average guy got up in
the morning. In a parody of breakfast shows,
Fred Allen once barked, ‘‘Six o’clock in the
morning! Who’s up to listen to us? A couple of
burglars and Arthur Godfrey!”’ A lot of people
were up—listening to Godfrey. CBS estimated
that he was heard by 40 million people a week.
In the loudest statistic of all, sales of Chester-
fields and Lipton Tea soared during their spon-
sorship of Godfrey’s shows. In the words of
Time magazine: ‘‘He is the greatest salesman
who ever stood before a microphone.’’

People discussed his red hair and his style,
which boiled down to the fact that Godfrey did
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and said whatever occurred to him. Scriptwriters
despaired: inevitably, a few minutes into the
broadcast, Godfrey would cast aside prepared
material. Instead, he might turn to bandleader
Archie Bleyer and ask, ‘‘Hey, Archie, what’s the
name of this song?’’ He’d hum a few bars and
ask the band to play a number that had not been
rehearsed. People talked about Godfrey’s habit
of plugging such nonsponsors as Life Savers. If
he liked it, he talked about it. And his voice was
unique: adenoidal, briary, instantly identifiable in
a room full of voices. He had a down-home way
that made people think he might be their next-
door neighbor. All this contributed to the bond
he had with his audience. ‘‘He has a deep-rooted
dislike for anything that is phony, stuffed-shirt,
or highfalutin,”” Radio Mirror wrote in 1948.

He was born Aug. 31, 1903, in New York
City. As a young man he led a colorful, nomadic
life. He had many jobs but little formal educa-
tion. He took some courses from International
Correspondence School but learned most of what
he knew in the ‘‘school of hard knocks.”” By
1921 he was in the Navy, taking sea duty as a
radio operator. At sea he learned to plunk a banjo
and play the ukelele, instruments that would later
become part of his routine. In Detroit he sold
cemetery lots and learned that selling was some-
thing he did well. He accumulated $10,000, lost
it in a traveling vaudeville act, drove a cab, and
rejoined the service, this time going into the
Coast Guard.

He was in Baltimore in 1929, listening with
some Guardsmen to an amateur show on WFBR.
The usual *‘I can do better’’ challenges were is-
sued, and the group showed up at the station.
The manager put Godfrey on as ‘‘Red Godfrey,
the Warbling Banjoist’’: this led to his first reg-
ular air job, a plunking-singing-talking gig at $5
per show for the Triangle Pet Shop. By 1930 he
had joined NBC, but it was strictly a local job,
announcing shows at the network’s Washington
station. The following year he was nearly killed
in an automobile accident, a misfortune that be-
came the watershed of his life. For months he
lay in traction, with little to do but listen to the
radio. He discovered a stiffness in the selling
techniques of the announcers. He decided they
were trying to appeal to large groups of people
instead of to that one person who is all people.
There were really only ‘‘two guys’’ involved in
radio: “‘If there are more than two people in a

room,”’ he often said in later life, *‘they’ve got
better things to do than listen to the radio.”’

He put this new informality into play when he
returned to NBC, but it got him fired. He moved
over to the CBS station in Washington, WISV,
where he was squirreled away in an all-night
slot, playing records and chatting. His informal-
ity and natural humor helped him build an au-
dience: sales on Godfrey-advertised products
began to rise. One of his early successes was his
commercial for a department store sale on ladies’
black-lace panties. ‘‘Man, is my face red,”” God-
frey recalled telling his audience. The next day
the store was mobbed by women looking for the
underwear that had made Godfrey blush.

Godfrey’s reputation grew quickly, though
CBS still considered him a “‘local boy’’ whose
appeal on a national hookup was unknown. Wal-
ter Winchell heard him and wrote a rave review:
Godfrey was given a job on a network show
sponsored by Chesterfield, but it bombed and
Winchell (according to Godfrey’s account years
later) dropped him flat. In April 1941 WABC
(the New York affiliate that later became WCBS)
picked up his Washington show. On Oct. 4,
1942, he began announcing the new Fred Allen
show, The Texaco Star Theater. In the 18
months that he had been carried in New York,
Godfrey had become so popular that the Man-
hattan audience applauded loudly when his name
was announced on the network. Allen was not
so charmed: he dropped Godfrey after six weeks.

But his failures were minor. He continued ap-
pearing on isolated CBS broadcasts, and in April
1945 he was made the network’s special reporter
for the funeral of President Franklin D. Roose-
velt. He wept at the microphone in a broadcast
that has become a classic. Two weeks later, after
a serious threat to quit and rejoin NBC, Godfrey
was given his own network morning series.

Now, instead of playing records, he would use
live talent. Thus were formed the ‘‘Little God-
freys,”” that wholesome, well-scrubbed group
that rode the crest of his greatest success and
would ultimately lead to his downfall. His rise
on the network was meteoric, leading to an un-
precedented concentration of power. He had two
weekly shows in both television’s and radio’s,
top ten, a situation that may never be duplicated.
By 1948 he could hire and fire in a single
sentence, and his Talent Scouts broadcast was
a perfect auditioning platform for his regular



company. Godfrey was his own best talent scout:
his sense of what would play in heartland Amer-
ica was almost flawless. On Talent Scouts, three
or four acts were judged by the studio audience.
The series followed the general format of all ra-
dio talent hunts, with two exceptions: this had
Godfrey, and the winners were given continuing
national exposure on Godfrey’s morning show,
Tuesday through Thursday the week following
the competition. The few that Godfrey liked best
were given further dates and might even be
asked to join the Little Godfreys if an opening
should occur. The McGuire Sisters and the Chor-
dettes came out of Talent Scouts. But the other
Little Godfreys were discovered when Godfrey
caught their acts by happenstance, and was im-
pressed.

One of the earliest was Janette Davis, a singer
who had her own program briefly. Godfrey res-
urrected the career of tenor Frank Parker, who
had been a favorite of early-day radio audiences.
Godfrey found Marion Marlowe when he
dropped into a hotel and heard her sing; he billed
her with Parker in many memorable duets. When
Godfrey went to Pensacola, Fla., for an appear-
ance at a Navy enlisted men’s club, he discov-
ered Julius LaRosa, an aviation electronics
technician. The key words for the Little God-
freys were ‘‘plain,” ‘‘wholesome,” and ‘‘hum-
ble.”” Godfrey wanted no stars on his show. He
was the star, and a more unlikely one never came
out of radio.

He couldn’t sing, yet his recording of the Too
Fat Polka (‘I don’t want her, you can have her,
she’s too fat for me’’) leaped onto pop charts in
November 1947. He couldn’t dance or act, but
in time he would try. He wasn’t even the clev-
erest ad-libber on the air. He made his reputation
flaunting the sacred cows of broadcasting. Lipton
Tea representatives cringed when Godfrey
reached for the ad copy to begin his commercial.
Perhaps, after a half-hearted attempt to read it,
he’d end up by poking holes in it, but he always
left his listeners with his personal promise that
‘“‘the tea is the thing. Just try this stuff, and
you’re in for the best cuppa tea you ever tasted.”’
This was the difference between Godfrey and
Henry Morgan, the most notorious sponsor-
drubber of the day. Godfrey never maligned a
product: he’d rib the agency for its copy, but if
he couldn’t recommend a client wholeheartedly,
he’d have no part of that company on his show.
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By then he had as many as 63 clients on his
morning programs, with many more waiting in
the wings.

He ate breakfast between numbers, sometimes
praising products that had never sponsored him.
When Chesterfield took him on, he smoked
Chesterfields. But when 4,000 people wrote in
after a Parade profile, asking why that pack of
Camels happened to be on Arthur’s desk in the
photograph, Godfrey explained on the air that it
was an old picture, taken before he’d discovered
how good Chesterfields were. This was one of
broadcasting’s strongest taboos: people never
discussed competing products by name. Godfrey
did. He also retained what Newsweek described
as ‘‘a profane off-mike vocabulary that would
startle a parrot.”” No one cared.

Sitting with him at his table during the broad-
casts was Margaret ‘‘Mug’’ Richardson, a for-
mer North Carolina beauty queen who was his
girl Friday. It was Richardson who handled the
writers and the endless stream of salesmen want-
ing to get to Godfrey. In his later years, Godfrey
often broadcast from his farm, an 800-acre estate
in Virginia that was well known to listeners.
CBS installed a mini-studio at the farm, where
Godfrey would chat with his cast as they did
their lines in New York. The farm, the horses,
his love of flying, his mannerisms, all were part
of the American landscape. His show had am-
bience and style. After Tony Marvin’s opening
announcement, trombonist Lou McGarity would
ease into Godfrey’s then-famous theme, Seems
Like Old Times. The Talent Scouts opening was
more elaborate, a jingle by Peggy Marshall and
the Holidays:

Here comes Arthur Godfrey

Your talent scout MC

Brought to you by Lip-ton

Brisk Lipton Tea

You know it's Lipton Tea

If it’s B-R-I-S-K

You know it’s Arthur Godfrey

When you hear them play . . .

Up came McGarity’s trombone, with Godfrey
singing a few lines to get him into the show.
McGarity was on the show 26 years, from the
first broadcasts until he died in 1971. Others
were not so lucky. Discord rippled through the
ranks of the Little Godfreys, though fans initially
heard none of it. Magazines inevitably referred
to Godfrey as a ‘‘grand guy’’: seldom before
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1950 was a disparaging word published about
him. When the honeymoon ended, it ended
badly, with a sourness that Godfrey would take
to his grave.

He had begun treating his cast like children,
almost like possessions. When Godfrey took up
swimming, the cast could expect to do a lot of
swimming. He had become a hard taskmaster,
lecturing his cast on Navy pilots’ equipment or
some other front-burner Godfrey passion. No
one could be interviewed without Godfrey’s con-
sent. It was ironic: Godfrey, who had reached
fame and fortune simply by being unpretentious,
was suddenly being seen as his own stuffed shirt.

The blowup came Oct. 19, 1953, when Julius
LaRosa was fired on the air. A Radio Life re-
porter, Jack Holland, had visited a Godfrey re-
hearsal earlier in the week and found the studio
““filled with a kind of tension you couldn’t put
your finger on.”’ Godfrey was not there; Robert
Q. Lewis was taking his part for the rehearsal.
The McGuire Sisters went over their song re-
peatedly. LaRosa was sitting glumly in the the-
ater. ‘‘You could feel his impatience, his
trigger-like tension.”’

Holland said LaRosa had been ordered by
Godfrey to take ballet lessons but had skipped
the appointment. Godfrey was fuming but kept
himself out of touch until air time. The ballet
issue was a final straw: other reports indicated
that Godfrey was unhappy with LaRosa’s grow-
ing popularity. Young and good-looking, LaRosa
seemed poised on the brink of a major career,
and there were no stars on Arthur Godfrey’s
show.

Godfrey affirmed this on the air. He recapped
LaRosa’s career in a friendly, easy tone of voice.
He had picked LaRosa, he said, because of his
humility. But in his two years on the show,
LaRosa had ‘‘gotten to be a great big name.”
He spoke these words deliberately, slowly, then
he asked LaRosa to sing I'll Take Manhattan. At
the end of the song, Godfrey said, ‘‘Thanks ever
so much, Julie. That was Julie’s swan song with
us. He goes now out on his own, as his own star,
soon to be seen in his own programs, and I know
you wish him godspeed the same as I do.”” God-
frey then gave his own closing network ID and
signed off to an audible ‘‘aaaahhh’’ from the sur-
prised audience and cast.

Immediately after the show he fired Archie
Bleyer. The bandleader had formed a recording

company with LaRosa: the company had just
made a recording for Don McNeill, star of The
Breakfast Club and Godfrey’s main rival for the
affections of the wakeup crowd.

The story broke on front pages around the
country. Godfrey, America’s favorite radio man,
suddenly found himself under attack.

He counterattacked, a mistake. Saying LaRosa
had been guilty of a “‘lack of humility,”” he suc-
ceeded only in pinning that label on himself.
LaRosa made it worse by his impeccable post-
show conduct. The model of humility, he refused
every opportunity to criticize Godfrey and told
reporters he would always be grateful for the op-
portunities that Godfrey had given him. Among
those who came to LaRosa’s defense was the
first lady, Mamie Eisenhower. Ed Sullivan in-
vited LaRosa to his Toast of the Town TV show.
Godfrey lashed out again. He called Sullivan ‘‘a
dope’’ and said reporters covering the story were
‘‘a bunch of jerks.”’

Then, in the most amazing string of self-
defeating acts ever seen in broadcasting, Godfrey
dismantled everything he had created. He fired
the Mariners, the Chordettes, Hawaiian singer
Haleloke, and three writers. He refused to rehire
Bill Lawrence when the singer returned from the
Army. His excuse was that Lawrence and his
bobby-soxed fans had driven him ‘‘haywire.”
Lawrence had a different version. Godfrey had
given him ‘‘hell,”” Lawrence said, when he had
begun dating Janette Davis. This, it turned out,
was yet another heavy-handed Godfrey rule—no
dating among the cast. The press reported that
Archie Bleyer had also fallen into disfavor be-
cause of his backstage relationship with Chor-
dette Janet Ertel. Producer Larry Puck was fired
when he and Marion Marlowe began dating, then
Marlowe too got the ax. What might have been
an isolated incident stretched into six years of
bitchy, bickering strife. At the end of it, God-
frey’s popularity was a shambles.

Marlowe was replaced by Carmel Quinn, a
young red-haired Irish woman. LaRosa’s spot
was taken by Pat Boone. But the effect of the
controversy lingered. It was epitomized by the
LaRosa incident, and two decades later the men-
tion of LaRosa’s name would still cause Godfrey
to bristle. ‘‘You guys never forget,”” he com-
plained to reporters. As for LaRosa, the stardom
that seemed so inevitable in 1953 never worked
out. He faded quickly from the national scene.



He made a film (a disaster, he said), and in 1969
he turned up as a disc jockey on WNEW, New
York. He tried his hand at a Broadway play in
1978, but when the director fired him it made
headlines reminiscent of 1953.

Godfrey’s problems continued. He lost his pi-
lot’s license when he buzzed an airport tower.
One by one his shows folded. Then he got lung
cancer and later, pronouncing himself cured, de-
voted much of his time to the fight against the
disease. He professed to be writing a book that
would tell ‘‘the whole story’” of his incredible
life. He claimed to be working out a deal for a
new TV show, but in the end CBS had no spot
for him. He continued his network radio show
until 1972, when he took it off the air himself.

He took up new causes, becoming an ecolo-
gist-conservationist and doing occasional com-
mercials for Axion, a Procter & Gamble laundry
product. But when he learned from congressional
hearings the extent of the soap’s polluting power,
he dropped the job and publicly rebuked the
product. In his 70s, he still talked occasionally
about coming back. He died March 16, 1983, in
the city of his birth, New York.

Godfrey’s first and last network shows are on
tape. The latter is especially interesting, a ram-
bling exercise in nostalgia. Arthur Godfrey Time
is quite topical: this, 40 years later, is its limi-
tation. Talent Scouts exists in great quantity. It
is easily the best of the talent shows, far sur-
passing the dated Original Amateur Hour in
modern listenability. Godfrey attracted fine tal-
ent: with some of these youngsters, it remains
amazing that major careers did not follow. Talent
Scouts is Godfrey at his best—wisecracking,
rambling, then rushing through the spot to get
the last act in. The temptation is strong, listening
to these, to think of Godfrey as a decent man
who lost his way. Like Amos and Andy, but for
different reasons, he was deified and discarded.

ARTHUR HOPKINS PRESENTS, dramatic
anthology.

BROADCAST HISTORY: April 19, 1944-Jan. 3,
1945, NBC. 60m, Wednesdays at 11:30. CAST:
Major Broadway stars. PRODUCER: Arthur Hop-
kins, one of Broadway’s best-known figures of the
1910s and 1920s. DIRECTOR: Herb Rice.

Arthur Hopkins Presents was an attempt to
counter the trend toward short theatrical road
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tours and longer runs on Broadway by bringing
major drama to all parts of the country by radio.
The first play was Our Town, with Frank Craven
and Evelyn Varden. Other highlights: Ah, Wil-
derness (Montgomery Clift, May 24), Lady with
a Lamp (Helen Hayes, July 26), and The Letter
(Geraldine Fitzgerald, August 2).

ARTHUR'’S PLACE, situation comedy.

BROADCAST HISTORY: June 20-Sept. 12, 1947,
CBS. 30m, Fridays at 9. CAsT: Arthur Moore as
the owner of a cafe. Also: Jack Kirkwood, Sara
Berner. ORCHESTRA: Jeff Alexander.

ASHER AND LITTLE JIMMY, country
music.

BROADCAST HISTORY: 1931, WSM, Nashville;
syndicated from there throughout the 1930s.
CasT: Asher Sizemore and his son Little Jimmy,

This popular duo sang five songs within a
quarter-hour format. Asher did mountain ballads;
Jimmy sang novelties and cowboy classics. The
show closed each night with Jimmy’s prayer:
*‘Now I lay me down to sleep.”” The Sizemores
were also heard on WSM’s Grand Ole Opry.

THE ASK-IT BASKET, quiz.

BROADCAST HISTORY: Oct. 5, 1938-April 10,
1941, CBS. 30m, Wednesdays at 7:30; Thursdays
at 8 beginning Aug. 1939. Colgate. HOST: Jim
McWilliams until Oct. 1940, then Ed East. AN-
NOUNCER: Del Sharbutt.

Jim McWilliams, the original host of The Ask-
It Basket, was billed as ‘‘radio’s original ques-
tion-and-answer man,”” by virtue of having
worked on one of the earliest quiz shows, Uncle
Jim's Question Bee (Blue Network, 1936). The
Ask-It format was simple. McWilliams chose
four contestants from the audience and put them
through a series of questions sent in by listeners.
The levels of questions seemed to increase in
difficulty. The first level might be multiple
choice (“‘If you were told that your parsimonious
proclivities predominate perceptively, would you
be a mountain climber, a miser, or a music
lover?’’), the second level translations of poetry.
Announcer Sharbutt kept a running total of
points scored, and the winner got a $25 grand
prize, with $10 to the runner-up and $5 for third.
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The hapless contestant who finished out of the
money was consoled with platitudes (*‘Gosh, it’s
too bad you got all the tough ones’) and was
given a final round of four questions for a chance
to win $1 per correct answer. On the show au-
ditioned by this writer, the contestant missed all
four, to the great amusement of the studio au-
dience.

ATLANTIC SPOTLIGHT, transatlantic short-
wave talk.

BROADCAST HISTORY: Jan. 1, 1944-Feb. 2,
1946, NBC. 30m, Saturdays at 12:30. HosT: Ben
Grauer, who chatted with British colleagues at the
BBC in London. Interviews were done with such
personalities as Eddie Cantor and Glenn Miller.

ATTORNEY AT LAW, crime drama, a title
given to three distinct series, all of short dura-
tion.

BROADCAST HISTORY: Jan. 3-June 29, 1938,
Blue Network. 15m serial, daily at 10:30 A.M.
Johnson's Wax. CAST: Jim Ameche as Terry Re-
gan, attorney. Fran Carlon as Sally Dunlap, his
secretary. ANNOUNCER?: Fort Pearson.

July 5-Aug. 30, 1938, NBC. 30m, Tuesdays at
9:30. Summer replacement for Fibber McGee and
Molly. Johnson’s Wax. CAsT: Henry Hunter as
Terry Regan. Betty Winkler as Sally Dunlap. AN-
NOUNCER: Harlow Wilcox. PRODUCER: Cecil
Underwood. WRITER: Milton Geiger.

June 9-July 28, 1946, Mutual. 30m, Sundays at
5. CAsT: Al Hodge as Roger Allen, attorney at
law.

THE ATWATER-KENT HOUR, a pioneering
series of concert music.

BROADCAST HISTORY: Oct. 4, 1925, first broad-
cast on WEAF, New York, and an 11-station pre-
network hookup. Atwater-Kent.

1926-31, NBC. 60m, Sundays at 9:15, crossing
the hour. Atwater-Kent.

Sept. 24-Dec. 17, 1934, CBS. 30m, Mondays at
8:30. Atwater-Kent. ORCHESTRA: Josef Paster-
nack. THEME: Now The Day Is Over.

The Atwater-Kent Hour set the standard for
early concert music. Sponsored by a well-known
radio manufacturer, Atwater-Kent featured stars
of the Metropolitan Opera, backed by a large
symphony orchestra. The obstacles to producing

such a show in radio’s earliest days were politi-
cal, economic, and personal. Stations were pro-
liferating, and there was no real consensus as to
how the airwaves should be used. The idea of
commercial radio had many critics; others, point-
ing to the overall excellence of the Atwater-
Kent, Eveready, and Palmolive hours, believed
that only American capitalism could overcome
the dreadful mediocrity that most stations of-
fered. Major talent from the musical stage was
needed, but many name performers found the
prospect of entertaining for a cigar manufacturer
or an oil company reprehensible. Politicians
were deeply divided on the questions of regula-
tions and constraints.

For a few years in the ’20s, advertising was
broadcasting’s major problem. The sponsor’s
message had to be couched: it was subtle and
sometimes sneaky. On The Atwater-Kent Hour,
only two commercials a week were heard. But
the show was its own commercial, and in the
course of the hour a listener might hear 15 At-
water-Kent mentions. The singing quartet was
“‘the Atwater-Kent Quartet’’; the soloist was
billed as ‘‘the tenor of the Atwater-Kent Quar-
tet’’; the orchestra was ‘‘the Atwater-Kent Sym-
phony Orchestra.”” Repetition alone sold radios,
said Thomas A. DeLong in The Mighty Music
Box. ‘*Many listeners firmly believed that they
had to buy an Atwater-Kent receiver to tune in
the program.”’ But this was frustrating to listen-
ers, who wanted to know the names of favored
performers. Jennie Irene Mix, writing in Radio
Broadcast in 1925, was a critic who wanted to
know the identity of ‘‘the tenor of the Atwater-
Kent Quartet.”’ She guessed that the quartet com-
prised ‘‘paid professionals—and admirable ones
at that—who do not want their names sent out as
‘radio artists,” a position that can be understood
considering the chaotic conditions prevailing in
broadcasting.”’

By the time the advertising question was set-
tled, The Atwater-Kent Hour had an established
routine. Maestro Pasternack conducted an open-
ing number; then the major artist would sing.
Usually this was a performer from the Met’s
Golden Horseshoe. John McCormack and Lucre-
zia Bori were regulars. Both had openly disdained
radio, but now they, and others, found that there
was real money to be made. Atwater-Kent budg-
eted $120,000 for the show in its first prenetwork
year. Later the figure climbed sharply, the budget



reaching $250,000-500,000 a year. This meant
that headliners like McCormack and Bori could
overcome their disdain with $1,000 paychecks,
for a few hours work.

Others who found their way to the air via
Arwater-Kent were Frances Alda, Josef Hoff-
man, Louise Homer, and Albert Spalding. Fees
to the Met alone ran $25,000 a year. By 1930
Frances Alda was the regular soloist. That year,
the first that reliable ratings were compiled, Az-
water-Kent had a 31.0, finishing third behind
Amos 'n’ Andy and The Rudy Vallee Hour. An
offshoot of sorts was Atwater-Kent Auditions,
the first talent scout show, heard in 1927 and
culminating in December that year. Local com-
petitions were initiated around the country: the
five winners from each division (male and fe-
male) competed for $5,000 prizes in the finale.
Donald Novis and Thomas L. Thomas came out
of Atwater-Kent Auditions, but Kenny Baker—
who also went on to a notable radio career—
never got past the local level. Graham McNamee
announced the show.

A further offshoot, The Atwater-Kent Dance
Orchestra, aired on the Blue Network in a 60-
minute timeslot, Thursdays at 10 p.M., in 1929~
30. But it was The Atwater-Kent Hour that made
radio history and was fondly remembered for
years.

AUCTION GALLERY, human interest.

BROADCAST HISTORY: May 22, 1945-March 13,
1946, Mutual. 30m, Tuesdays at 8:30 until late
June 1945. Reorganized as Victory Auction in Au-
gust 1945, Mondays at 10. Revamped again in
Dec. 1945 as Radio Auction, Wednesdays at 10.
HOST-AUCTIONEER: Dave Elman. THEME:
You Are My Lucky Star.

Dave Elman was a master of offbeat human
interest radio. His Hobby Lobby had run on Mu-
tual for seven years when Auction Gallery pre-
miered. It was billed as ‘‘the first nationwide
auction in radio history,”’ but the items it han-
dled were chosen as much for entertainment
value as for cash value. Guest stars provided
background on them in dramatic sketches. The
studio audience was small and select, brought in
by invitation only: it consisted of established an-
tique dealers and collectors who were serious
buyers.

Each item was described by Elman, then was
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featured in a dramatic skit. The studio audience
was allowed just 30 seconds to bid; Elman then
threw open the bidding to the nation, and the
listeners had one week to top the high bid, by
mail or wire.

Among the items offered were Mark Twain’s
writing desk, Adolf Hitler’s dice, Robert Burns’s
notebook, Lincoln’s draft of the 13th Amend-
ment, a letter from George Gershwin to Irving
Caesar, and Goering’s Iron Cross decoration. A
‘“‘surprise auction’” was also held, wherein a bid-
der bought a trivial item and found a valuable
bonus attached. A sack of barley beans, re-
stricted to young couples in love, brought with
it a $500 diamond ring; a collection of ‘‘Jap’’
battle souvenirs picked up in the Pacific by the
son of New York furrier I. J. Fox earned the suc-
cessful bidder a Fox patina fox fur as a rider.

The first broadcast, auditioned by this writer,
is still viable after half a century. Lincoln’s
breakfast table was the first item, highlighted in
a sketch by actor Walter Hampden. A dozen
eggs, one broken, was offered. The audience,
sensing a trick, bid the item seriously, but Elman
called back everything over the ceiling price on
eggs, then 56 cents a dozen. The trick was that
the broken egg was a valuable dinosaur egg, sup-
plied by explorer Roy Chapman Andrews. Dia-
mond Jim Brady’s piano was auctioned. Music
critic Deems Taylor told the story: how Brady
had ordered the piano at great cost ($60,000) es-
pecially for Lillian Russell, whose voice, Brady
thought, had never been done justice by the usual
piano accompaniment. Helen Jepson of the Met-
ropolitan Opera then sang ‘‘one of the songs Lil-
lian Russell used to sing,”’ accompanied by the
Brady piano. This was marvelous radio. The fi-
nal item was George Washington’s death robe.
Washington’s bloodstains were still in evidence,
and the item was accompanied by letters of prov-
enance from the Washington family. A fine
show, highly entertaining, deserving of a better
run than it got.

AUCTION QUIZ, quiz show with auction
motif.

BROADCAST HISTORY: 194142, Blue Network,
Midwest regional hookup. Fridays at 8. Esso Oil.
QuizZMASTER: Chuck Acree. AUCTIONEER:
Bob Brown. ANNOUNCER: Dan Donaldson.
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Listeners sent in questions; the studio audi-
ence bid for chances to answer and win prizes.

AUNT JEMIMA, minstrel-type variety.

BROADCAST HISTORY: Jan. 17, 1929-June §,
1953, heard in many brief runs and formats, in
many timeslots over the years. First series was on
CBS, 30m, Thursdays at 9, running until April 4,
1929. Also heard on CBS 1931-33 (15m, three a
week at 2); Blue Network 1937-38 (15m, five a
week at 9:45 AM.; 10 A.M. in 1938); CBS 1943
44 (5m, early to mid-1943; 15m, Saturdays, Nov.
1943-Jan. 1944); Blue 194445 (5m, daily); and
CBS 1952-53 (10m, weekdays at 3:45). Quaker
Oats; Jad Salts, 1931-33.

CasT: Tess Gardella as Aunt Jemima, the good-
natured mammy of pancake fame. Also in the role:
Hariette Widmer, Vera Lane, Amanda Randolph.

The Aunt Jemima show consisted of minstrel
music and exaggerated black dialect. With few
blacks on the air in radio’s early years, the title
role was ironically carried for most of the run by
white actresses Gardella, Widmer, and Lane,
with Amanda Randolph (a well-known black ac-
tress) playing it later. Gardella, who had played
a similar role on Broadway, was the first Jem-
ima. Widmer starred in the five-minute 1943 run.
This featured a couple of songs by the ‘‘Jemima
Chorus’’ and some banter between Jemima and
her announcer, Marvin Miller: “‘Do you have an
oldtime saying for us, Aunt Jemima?’ Why a
cose ah has—ovah worry hurts a lot mo folks
den ovah work. The theme in 1943 was Dixie.

AUNT JENNY’S
soap opera.

REAL-LIFE STORIES,

BROADCAST HISTORY: Jan. 18, 1937-Nov. 16,
1956, CBS. 15m, weekdays at 11:45 A.M. (12:15,
1946-55). Spry shortening. CAST: Edith Spencer
and Agnes Young as Aunt Jenny. ANNOUNCER:
Dan Seymour, who also played Danny in the
scripts. Music: Elsie Thompson on organ.
SOUND EFFECTS: Jimmy Dwan. THEME: Be-
lieve Me, If All Those Endearing Young Charms,
on strings.

Aunt Jenny, unlike most daytime serials, con-
fined its tales to five-chapter, complete-each-
week plotlines, with constantly shifting casts.
The two continuing characters were Aunt Jenny

and announcer Dan Seymour, who dropped in
each day to hear her tale.

Aunt Jenny lived on Indian Hill in the town
of Littleton, USA, where she was well rooted as
the philosopher of record. In her cozy kitchen, a
listener could get a bit of home cooking, some
positive wisdom, and a new installment of the
running story. Early in the run, Jenny was mar-
ried to a man named Calvin, editor of the Little-
ton News. When Seymour would ask for a
‘‘golden thought of the day,”’ Jenny would say,
““Yes, Danny, Calvin read these lines to me last
night.”” What followed was inevitably a creaky
platitude on the search for True Happiness.
Jenny’s cooking tips were likewise simple, all
shamelessly linked to liberal use of her sponsor’s
product: ‘‘Brush with lemon juice, then with
melted Spry, and broil to a golden brown.”
There were homey sound effects, largely sizzling
pans and boiling pots, and Aunt Jenny had a ca-
nary, played by Henry Boyd. In her later days,
Aunt Jenny was a widow.

AUNT MARY, soap opera.

BROADCAST HISTORY: Ca. 1942-51, NBC. 15m,
West Coast. CAST: Jane Morgan as Mary Lane.
Fred Howard as Lefty Larkin. Jane Webb as Peggy
Douglas Mead. Patrick McGeehan as Ben Calvert.
Josephine Gilbert and Vivi Janiss as Kit Calvert.
Jack Edwards and Bob Bailey as Bill Mead. Irene
Tedrow as Jessie Calvert. Jay Novello as David
Bowman. Also: Tom Collins, Cy Kendall, Betty
Lou Gerson, Ken Peters. ANNOUNCERS: Dick
Wells, Hugh Brundage, Marvin Miller, Vincent
Pelletier. DIRECTORS: George Fogle, Edwin H.
Morse. WRITERS: Lee and Virginia Crosby, Gil
South. THEME: Dear Old Girl.

Aunt Mary was heard on a regional West
Coast hookup ‘‘and as far east [according to a
later sales pitch for syndication] as El Paso and
Dallas.”” The heroine was a wise old lady phi-
losopher who lived on ‘‘Willow Creek Road™
and displayed great character in the Ma Perkins
mold.

AUNT SAMMY, recipes and household hints.

BROADCAST HISTORY: 1926—ca. 1935, various
stations.

In the mid-1920s, the U.S. Department of Ag-
riculture began using radio to communicate with



farmers in distant corners of the nation. William
A. Wheeler, USDA official charged with dis-
pensing market reports, worked up several shows
offering advice from county agents. By far the
best known was Aunt Sammy. First heard as
Housekeeper’s Half-Hour, it was prepared for
use by local stations in the summer of 1926. By
October it had become Aunt Sammy. The first
broadcast under that name was prepared for re-
lease Oct. 4, 1926. Fifty stations are believed to
have carried it, with 50 women in stations
around the country reading the same script. Aunt
Sammy gave advice on pest control, floor care,
laundry, and food. The recipes were simple and
economical, and the program joined Betty
Crocker (which started the same year on NBC)
as one of the pioneering homemaker shows.

AUTHOR, AUTHOR, quiz derivative with lit-
erary guests.

BROADCAST HISTORY: April 7, 1939-Feb. 12,
1940, Mutual. 30m, Fridays at 8:30 initially, then
Mondays at 9:30, then at 8. B. F. Goodrich, partial
sponsor. MODERATOR: S.J. Perelman. PLOT-
SMITH: Ellery Queen. PANELISTS: Dorothy
Parker, Ludwig Bemelmans, Heywood Broun,
Ruth McKenney, Carl Van Doren, Alice Duer Mil-
ler, etc.

The idea behind Author, Author was fascinat-
ing: assemble a panel of literati, have them
match plotting skills with detective author Ellery
Queen, and allow free reign for spontaneous wit.
The situations were submitted by listeners and
might be written as nonsense questions. The
panel was expected to whip these into respecta-
ble scenarios. The show had the potential to be
intellectually frisky at the level of Information,
Please, which had begun on NBC the previous
year. But Time found it ‘‘impaired by talkiness
and the occasional complete blankness of literary
minds.”’ Panelists squaring off against Queen
found themselves double-teamed, as Ellery was
the pen name of Frederic Dannay and Manfred
Lee.

AUTHOR MEETS THE CRITICS, literary
confrontation.

BROADCAST HISTORY: June 12, 1946-April 2,
1947, Mutual. 30m, Wednesdays at 10:30.
May 25, 1947-Oct. 3, 1948, NBC. 30m, Sun-
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days at 4:30 until late Feb.; returned in early July,
Sundays at 5.

Nov. 24, 1949-April 22, 1951, ABC. 30m,
Thursdays at 10 through Sept. 1950, then Sundays
at 11:30 AM.

MODERATOR: Barry Gray on Mutual; John K. M.
McCaffrey, editor of the American Mercury, on
NBC and ABC. PRODUCER: Martin Stone.

This lively show resulted when producer Mar-
tin Stone was asked to do a book review program
on a local New York station. Stone thought a
more interesting situation would grow out of
face-to-face meetings between authors and their
critics. Two critics of ‘‘unquestionable stature’’
were brought in to dissect a book. One show
featured Basil Davenport, editor of the Book-of-
the-Month Club, and Edith Walton of the New
York Times. For 15 minutes the critics flailed
away at James Caffee’s Poor Cousin Evelyn. In
the second half, the author criticized the critics.
Often heated, the talk focused on character, style,
and even the author’s integrity. It was sponta-
neous, with no rehearsals. Among the books dis-
cussed was James Jones’s controversial 1951
novel From Here to Eternity.

AUTHOR’S PLAYHOUSE, dramatic anthol-
ogy.

BROADCAST HISTORY: March 5, 1941-June 4,
1945, NBC; Blue Network until mid-Oct. 1941,
then Red. Many briefly held 30m timeslots, in-
cluding Sundays at 11:30, 1941-42; Wednesdays
at 11:30, 1942-44; Mondays at 11:30, 194445,
Philip Morris, 1942-43. CAsT: John Hodiak,
Fern Persons, Arthur Kohl, Laurette Fillbrandt,
Kathryn Card, Bob Jellison, Nelson Olmsted, Mar-
vin Miller, Olan Soulé, Les Tremayne, Clarence
Hartzell, Curley Bradley, etc. ORCHESTRA: Rex
Maupin, Roy Shield, Joseph Gallicchio. CREA-
TOR: Wynn Wright. DIRECTORS: Norman Fel-
ton, Fred Weihe, Homer Heck, etc.

Famous stories by celebrated authors: among
them, Elementals (Stephen Vincent Benét), The
Piano (William Saroyan), and The Snow Goose
(Paul Gallico).

AVALON TIME, comedy-variety.

BROADCAST HISTORY: Oct. 1, 1938-May 1,
1940, NBC. 30m, Saturdays at 7 until mid-1939,
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then Wednesdays at 8:30. First-season title: Avalon
Variety Time: Avalon Cigarettes. CAST: /938:
Del King, Red Foley, Kitty O'Neil, ‘‘the Neigh-
borhood Boys.”” 1939: Red Skelton star comic as
of Jan. 7; Curt Massey replacing Red Foley in
July; singers Dick Todd and Janette Davis added
in the fall, with comic Marlin Hurt and comedy
team Tommy Mack and Bud Vandover. Skelton
departed Dec. 20, 1939, and the show was reor-
ganized again. 1940: Cliff Arquette comic star as
of Jan. 3; Don McNeill, host; Vandover and Todd
in support. ORCHESTRA: Phil Davis (1938), Bob
Strong (1939-40). THEME: Avalon.

Despite its many faces, Avalon Time is best
known as Red Skelton’s first regular comedy
show. When Skelton joined the show in pro-
gress, it was mainly a vehicle for western music.
CIliff Arquette brought another change in 1940.
Immediately after Avalon Time left the air in
May 1940, the cast, orchestra, and sponsor
moved into a revamped version of Show Boat,
which ran until April 1941 (see SHOW BOAT).

THE AVENGER, crime melodrama.

BROADCAST HISTORY: July 18, 1941-Nov. 3,
1942, WHN, New York. 30m, Fridays at 9 through
mid-1941; later Tuesdays. CAST: Unknown New

York actor as Richard Henry Benson, a crime-
fighter of super-strength known as the Avenger.
Humphrey Davis as his sidekick, Fergus ‘‘Mac’’
MacMurdie. DIRECTOR: Maurice Joachim.
WRITER: Paul Emst, under the pseudonym Ken-
neth Robeson, with plotlines by Henry Ralston.
Based on the Paul Emst pulp stories in The
Avenger magazine, by Street & Smith.

194546, transcribed syndication. CAST:
James Monks as Jim Brandon, ‘‘famous biochem-
ist,”” who fought crime as the Avenger. Dick Jan-
aver also as the Avenger. Helen Adamson as his
assistant, the beautiful Fern Collier, the only per-
son who shared his secrets and knew that he was
the man feared by the underworld as the Avenger.
PRODUCER: Charles Michelson. WRITERS:
Walter B. Gibson, Gil and Ruth Braun.

No shows were available from the first

Avenger series at this writing. In the transcribed

series, Jim Brandon perfected two inventions
that aided him in the fight against crime: the
*‘telepathic indicator’’ allowed him to pick up
random thought flashes, and the ‘‘secret diffu-
sion capsule’” cloaked him in the *‘black light of
invisibility.”* It was a poor man’s version of The
Shadow, despite scripting by Shadow author-
creator Walter B. Gibson.



BABE RUTH, baseball commentary and patter.

BROADCAST HISTORY: April 16-July 13, 1934,
Blue Network. 15m, three a week at 8:45. Quaker
Oats.

April 14-July 9, 1937, CBS. 15m, twice a week
at 10:30. Sinclair Oil.

June 5-July 10, 1943, NBC. 15m, Saturdays at
10:45 A.M.

Aug. 28-Nov. 20, 1943, and July 8-Oct. 21,
1944, NBC. 15m, Saturdays at 10:30 A.M. Spauld-

ing.

George Herman ‘‘Babe’” Ruth was an awk-
ward radio novice who croaked his lines and had
almost no sense of timing. But he was the big-
gest sports hero of his day. His radio shows con-
sisted of chatter, interviews, stale jokes, analysis,
and predictions of upcoming games. Ruth had
done vaudeville tours as early as 1921: he was
an old hand at working crowds but still suffered
periodic bouts with mike fright. His biographer
Ken Sobol described his role on the 1937 series
as ‘‘baseball dopester.”” The 1943 NBC series
became a baseball quiz, a format that extended
into 1944. Alternate titles to some of his pro-
grams were The Adventures of Babe Ruth (1934),
Here’s Babe Ruth (1943), and Baseball Quiz
(1943—44). Ruth was a frequent guest with
sportscasters Bill Stern and Red Barber and in
1937 played himself in the comedy-drama Alibi
Ike on The Lux Radio Theater. Probably his fin-
est moment before the microphone was his swan
song when, dying of throat cancer, he gave an

elegant, moving farewell speech on Mutual. The
date was April 27, 1947. He died Aug. 16, 1948.

BABY ROSE MARIE, songs by radio’s first
genuine child star.

BROADCAST HISTORY: 1926, WGP, Atlantic
City, first appearance on the air, at age 3; first sang
on NBC later that same year.

1931, WJZ, New York, beginning in July.

1932-33, Blue Network. 15m, Sundays at noon
beginning Christmas Day. Julius Grossman Shoes.

1933-34, Blue Network. 15m, Twice a week.
Tastyeast.

March 21, 1938-Feb. 20, 1939, Blue Network.
15m, Mondays and Wednesdays at 7:30.

Born Rose Marie Curley in New York’s
Lower East Side on Aug. 15, 1923, Baby Rose
Marie had a fully developed voice as a toddler,
amazing the nation with its range and adult
sound. By age 5, she was reportedly earning
$100,000 a year as “‘the child wonder of song.”’
She appeared on The Rudy Vallee Hour in the
’20s and usually sang four songs on quarter-hour
broadcasts under her own name. She ‘‘retired”’
in 1935 but returned to the air in 1938. In later
life she was an accomplished comedienne, taking
the role of a wisecracking writer on TV’s Dick
Van Dyke Show.

THE BABY SNOOKS SHOW, situation com-
edy.

53
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BROADCAST HISTORY: Feb. 29-June 6, 1936,
CBS. 60m, Saturdays at 8. Part of The Ziegfeld
Follies of the Air. Palmolive.

Dec. 23, 1937-July 25, 1940, NBC. 60m until
March 1940, then 30m, Thursdays at 9. Good
News of 1938; Baby Snooks routines joined series
in progress; subsequent Good News editions of
1939, 1940. Maxwell House Coffee.

Sept. 5, 1940-June 15, 1944, NBC. 30m, Thurs-
days at 8. A curious half-hour divided equally be-
tween Snooks and comic Frank Morgan. Heard as
Maxwell House Coffee Time after the sponsor.

Sept. 17, 1944-May 28, 1948, CBS. 30m, Sun-
days at 6:30 until fall 1946, then Fridays at 8. In-
itially titled Toasties Time but soon widely known
as The Baby Snooks Show. General Foods for Post
Toasties, Sanka, and Jell-O.

Nov. 8, 1949-May 22, 1951, NBC. 30m, Tues-
days at 8:30. Tums. Fanny Brice memorial
broadcast May 29, 1951.

CasT: Fanny Brice as Baby Snooks, impish little
girl of the air. Hanley Stafford as her father
Lancelot ‘‘Daddy’’ Higgins, with Alan Reed as
Daddy in earliest appearances on The Ziegfeld
Follies broadcasts of 1936. Lalive Brownell as
‘““Mommy’’ Higgins, a role also played by Lois
Corbet (mid-1940s) and Arlene Harris, ‘‘the hu-
man chatterbox’’ (post-1945). Leone Ledoux as
Snooks’s little brother Robespierre, beginning in
1945. Danny Thomas as Jerry Dingle (1944-45),
the ‘‘daydreaming postman’’ who, from week to
week, imagined himself as Mr. District Attorney,
a railroad conductor, the greatest dancer in the
world, and a circus owner. Fanny Brice also as
Irma Potts, the befuddled department store clerk
(1944). Charlie Cantor as Uncle Louie (1945).
Alan Reed as Daddy’s boss Mr. Weemish; Ken
Christy as Mr. Weemish, ca. 1951. Also: Irene
Tedrow, Frank Nelson, Ben Alexander, Lillian
Randolph, Elvia Allman, Earl Lee, Sara Berner,
etc. ANNOUNCERS: John Conte (late 1930s,
early 1940s), Tobe Reed (1944-45), Harlow Wil-
cox (mid-late 1940s), Dick Joy, Don Wilson, Ken
Roberts. VOCALIST: Bob Graham (1945). Mu-
sic: Meredith Willson (ca. 1937-44), Carmen
Dragon. PRODUCER-DIRECTORS: Mann Hol-
iner (early 1940s), Al Kaye (1944), Ted Bliss,
Walter Bunker, Arthur Stander. WRITERS: Phil
Rapp, Jess Oppenheimer, Everett Freeman, Bill
Danch, Sid Dorfman, Arthur Stander, Robert
Fisher. SOUND EFFECTS: (CBS): Clark Casey,
David Light. THEME: Rockabye Baby.

Baby Snooks was created by Fanny Brice at a
party in 1921. But Brice was a middle-aged
woman before the medium of ‘‘blind broadcast-
ing’’ gave her a new career in the voice of a
child.

Her original name was Borach, but in two sep-
arate and equally acclaimed careers she became
known to the world as Fanny Brice. Years after
she died, she was known by another name,
“‘Funny Girl,"”” when Barbra Streisand drama-
tized her early life in a successful film.

She was born Oct. 29, 1891, on Forsyth Street
in New York’s Lower East Side. As a child she
ran away from school to play in the streets of
Harlem. She begged nickels and dimes at Coney
Island and sang sad songs, with real tears, for
her coin-throwing crowds. She made the free
lunches in her father’s saloon, and on the streets
she picked up the voices of European immigrants
and learned to do dialect comedy.

She won an amateur night at Keeney’'s Thea-
ter in Brooklyn, singing When You Know
You’re Not Forgotten by the Girl You Can’t
Forget. Her prize was $10, and she gathered
$23 in coins from the floor of the stage. She
worked for George M. Cohan but was fired
when Cohan learned that she couldn’t dance.
After singing with a road show, she appeared in
New York musical revues. A struggling young
songwriter, Irving Berlin, gave her a musical
piece called Sadie Salome and suggested she
sing it in Yiddish dialect at the Columbia Bur-
lesque House, where she was working. In the
audience that night was Florenz Ziegfeld, whose
Follies were at the pinnacle of Broadway enter-
tainment.

By 1917 she was a major Follies star. She had
incredible range as a singer and a comic, recalled
Eddie Cantor, who arrived in the Follies that
year: Brice had the singular ability to make peo-
ple laugh and cry at the same time. Her rendition
of the haunting love song My Man was one of
her trademarks. In the *20s she was singing Sec-
ondhand Rose, Cooking Breakfast for the One I
Love, and I'd Rather Be Blue over You (than be
happy with somebody else). She appeared in two
plays and three films, divorced gambler Nicky
Amstein, married producer Billy Rose, and ap-
peared in the Rose revue Sweer and Low in 1930.

Brice had been using her little-girl routine
(originally called ‘‘Babykins’’) in sporadic stage
routines in the '20s, and in Sweet and Low she



introduced the character to Broadway. In 1932
she did a brief radio series, singing with George
Olsen’s band: one source calls this a ‘‘straight
singing job,”” while another suggests that she
may have done short comedy skits as Baby
Snooks on this early program. Snooks was a def-
inite entity by 1934, when the new Ziegfeld Fol-
lies opened on Broadway. Brice appeared
onstage in her baby garb and brought down the
house. The routine was revived for the 1936 Fol-
lies, with Eve Arden playing the mother figure,
and in February that year it became a running
part of The Ziegfeld Follies of the Air on CBS.
Her December 1937 entry into Good News of
1938 (which had been on the air almost two
months before she arrived) gave Snooks its first
long-running national exposure.

Fanny Brice was 46 years old. She was begin-
ning her second career, playing the most noto-
rious brat of the air.

Snooks had a real daddy now. Hanley Stafford
won the part almost immediately. ‘‘He was per-
fect,”” Brice would recall years later; ‘‘we didn’t
need to hear anyone else.”” Stafford rivaled Gale
Gordon and Hans Conried among the best stack-
blowers in radio, erupting at least once per show
as he became the focus of all Snooks’s mischief.
If Daddy had insomnia, Snooks would make sure
(of course she would) that he’d have a peaceful,
quiet night. If Daddy wanted to paper a wall,
Snooks would ‘‘help.”” If Snooks wasn’t giving
Daddy’s suits to charity, she was making
‘‘atomic lotion’” with her chemistry set. Snooks
did her deeds and suffered the consequences:
corporal punishment was the norm then, and lis-
teners regularly heard Snooks getting her come-
uppance across Daddy’s knee.

Maxwell House Coffee Time, her first real se-
ries outside the variety show format, found her
in an equal division of time with Frank *‘Wizard
of Oz’ Morgan. Morgan did tall-tales mono-
logues, and Brice-Stafford and Company per-
formed a quarter-hour Snooks skit. Occasionally
there was crossover, as when Morgan—to his
regret—decided to take Snooks to the zoo, but
in the main it was like two distinct programs.
Intense competition developed between Morgan
and Brice: each kept trying to top the other for
more than three years. The unusual pairing was
an outgrowth of the Good News variety hour,
where it had begun: Morgan and Brice had
shared top billing on Good News of 1940, and
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their routines were simply channeled into a more
direct format.

When the Maxwell House series ended in
1944, Snooks moved into its own full half-hour
sitcom timeslot. Snooks was the central character
in the Higgins household in Sycamore Terrace.
‘‘Mommy’’ Higgins was now fully realized, to
play against Daddy. The parents argued about
everything, from Lancelot’s old girlfriends to
Mommy’s burnt toast. Snooks played one
against the other, ever finding ways to make bad
situations worse. If Daddy came home with lip-
stick on his collar, Snooks threatened to tell. She
could be bribed, of course: she was a shameless
blackmailer and often a double-crosser as well,
leaving the shirt, ‘‘by accident,”” exactly where
Mommy would find it, even after she’d collected
her ten-cent bribe to drop it in the wash and keep
her mouth shut.

She was compared with Charlie McCarthy and
with Junior, Red Skelton’s ‘‘mean widdle kid.”’
But she possessed neither the sophistication of
Bergen’s dummy nor the coarse meanness of
Junior. Confronted, Snooks was the soul of little-
girl innocence. A listener could see her, batting
her eyes, looking at her feet, saying, full of re-
morse, ‘‘Whyyyy, Daddy. . ..”

Brice missed several episodes due to illness at
the beginning of her 1945 season. Her absence
was written in logically, as substitute star Eddie
Cantor launched a search for Snooks. Robert
Benchley, Sydney Greenstreet, Peter Lorre, and
Kay Kyser joined the hunt. Snooks returned for
the Oct. 7 episode, and the chaos continued
anew. The most significant addition that year
was the voice of Leone Ledoux as Snooks’s
brother Robespierre, who had existed as an off-
mike character. Ledoux specialized in gibberish,
playing many baby roles on the air: she had
worked for Disney and done all the baby roles
on The Lux Radio Theater for more than four
years. On Blondie, she gave voice to Baby
Dumpling and, in the words of one trade journal,
‘‘grew him into the articulate Alexander and then
brought the prattling Cookie into the world.”’

The 1946 season sounded much the same,
with Arlene Harris replacing Lois Corbet as
Mommy, Ben Alexander brought in as a ‘‘utility
man,”’ and the rest of the cast continuing as be-
fore. Snooks was the constant, ‘‘the kid I used
to be,”” Brice recalled. The role was such a nat-
ural it was ‘‘like stealing money,”’ she told an



56 Bachelor’s Children

interviewer. She was stealing, at that time,
around $3,000 a week. As Snooks emerged,
Brice’s real personality faded. She all but aban-
doned her natural voice in public and was sel-
dom seen out of character. After a performance,
it could take as long as an hour for her to com-
pletely shed the Snooks characteristics. Onstage,
she would mug for the microphone, jumping
around in her little-girl costume and twisting her
face into a broad, goofy grin. She rarely ad-
libbed, but in interviews she referred to
*‘Schnooks’ almost as a living person. A new
generation came of age without knowing Fanny
Brice as anything other than Baby Snooks.

On May 24, 1951, she suffered a cerebral
hemorrhage. She died five days later, at 59. Her
show was still running strong at her death.

BACHELOR’S CHILDREN, soap opera.

BROADCAST HISTORY: 1935-36, WGN, Chi-
cago.

Sept. 28, 1936-March 21, 1941, CBS. 15m,
daily at 9:45 A.M. Old Dutch Cleanser.

March 24, 1941-Sept. 25, 1942, NBC. 15m,
daily at 10:15 a.M. Colgate.

Sept. 28, 1942-Sept. 27, 1946, CBS. 15m, daily
at 10:45 A.M. Wonder Bread.

CasT: Hugh Studebaker as Dr. Bob Graham, a
bachelor who took in his dying friend’s 18-year-
old twin daughters; Art Kohl as Dr. Bob for five
months in 1940, when a throat illness forced Stu-
debaker off the air. Marjorie Hannan and Laurette
Fillbrandt as Ruth Ann, the kind and gentle twin.
Patricia Dunlap as her sister Janet, fiery and im-
pulsive. Olan Soulé as Sam Ryder. Marie Nelson
and Hellen Van Tuyl as Ellen Collins, the kindly
housekeeper. Ginger Jones as Marjory Carroll. Da-
vid Gothard as Don Carpenter. Peg Hillias as Al-
lison Radcliffe. Dorothy Denvir as Margaret
Gardner. Charles Flynn as Michael Kent. Jonathan
Hole as Dr. Clifford. Arthur Van Slyke as Roy
Conway. Don Thompson as Vincent Burke. Mi-
chael Romano as Clyde Fallon. Harry Elders as
Frank Gardner. Chris Ford as Mr. Wilkes. Lenore
Kingston and Allan Franklyn as the Carneys. AN-
NOUNCERS: Russ Young, Don Gordon.
WRITER: Bess Flynn. SOUND EFFECTS: Ed
Bailey. THEME: Ah, Sweet Mystery of Life, on
the organ.

Dr. Bob Graham had lost his own mother as
a child and was raised by his kindly house-

keeper, Miss Ellen Collins. Now, 35 and still a
bachelor as the story opens, Dr. Bob is visiting
his best friend, Sam Ryder, when the letter ar-
rives that will change his life. His old sergeant
from the war, James Dexter, is on his deathbed.
Dexter was his teacher on the responsibilities of
manhood, Dr. Bob recalls, and may have saved
his life as well. Graham vowed then that, should
Dexter ever be in need, he (Graham) would ‘‘go
all the way for him.”’ Dexter’s request: that Dr.
Bob take in his soon-to-be-orphaned children.

Sam Ryder is aghast. How could Graham have
made such a promise? Both men are surprised at
the arrival of the ‘‘children,”” a matched set of
lovely young ladies, identical in everything ex-
cept temperament. Soon a four-way bond exists,
with Sam Ryder taking to Janet first as her tor-
mentor and later as her best friend. Dr. Bob tries
to maintain an ‘“‘older brother’” demeanor, but
it’s soon evident that Ruth Ann has stronger feel-
ings.

Among other plotlines, these unfolded: Sam
falls in love with Janet; Ruth Ann falls in love
with Dr. Bob. But Ruth Ann frets over the im-
propriety of this, and Sam hides his feelings un-
der a cloak of banter. The girls open a tea room;
the theme of unrequited love stretches its way
through the ’30s. Sam, teasing, makes up a name
of a girl he says he really loves—Marjory Car-
roll. Then a real Marjory Carroll arrives, and
they all become friends. Marjory, a musician,
falls in love with Sam. Ruth runs away but re-
turns when Dr. Bob gets blood poisoning and
hovers for many episodes between life and death.
There are many such hoverings: Ruth Ann her-
self was thus poised not long before with pneu-
monia. The staples were love, jealousy, and,
always, misunderstanding.

Janet and Sam will find love after being quar-
antined for a month in a scarlet fever case: after
years of denying him, Janet will see the light in
a blinding instant when she takes a false step
while hanging a picture and falls into Sam’s
arms. By then, Sam is engaged to Marjory Car-
roll. Dr. Bob will learn of Ruth Ann’s love after
an auto accident when, still only half-conscious,
she confesses but later forgets, leading to a
stretch of Now I know but she must not know
that I know complications for Dr. Bob. Eventu-
ally they marry, but the union is haunted by a
letter written by Dr. Bob long ago, denying his
love. The letter, never mailed (and completely



untrue), is played out for months before Ruth
Ann finds it. Meanwhile, Allison Radcliffe, a
beautiful patient, drives Ruth Ann to fits of jeal-
ousy. Outlaws kidnap Dr. Bob and go on a
shooting spree. When Sam and Janet may finally
marry after years of trouble, a new tragedy
strikes: Sam’s sister and her four children are left
destitute, and Sam must take on their support.
Bravely, Janet puts away her wedding dress.

Eventually they do marry, but it’s touch and
go all the way.

BACKSTAGE WIFE, soap opera.

BROADCAST HISTORY: 1935, WGN, Chicago.

Aug. 5, 1935-March 27, 1936, Mutual. 15m
continuation, weekdays at 9:45 A.M. Sterling
Drugs.

March 30, 1936-July 1, 1955. NBC. [5m,
weekday mornings initially, then at 4:15; then, be-
ginning in Sept. 1936, a 19-year run at 4. Sterling
Drugs for Dr. Lyons Tooth Powder; Procter &
Gamble as of mid-1951.

July 4, 1955-Jan. 2, 1959, CBS. 15m, weekdays
at 12:15. Multiple sponsorship.

CasT: Vivian Fridell (1930s, early 1940s) and
Claire Niesen as Mary Noble, a little Iowa girl who
came to the big city and married into the theater.
Ken Griffin, James Meighan, and Guy Sorel, over
the years, as Larry Noble, Mary’s husband, ‘‘mat-
inee idol of a million other women.”” Betty Ruth
Smith as the tempestuous Catherine Monroe. Hen-
rietta Tedro and Ethel Wilson as kind, devoted
Maud Marlowe. Frank Dane, Charles Webster, and
Mandel Kramer as Tom Bryson. Helen Claire as
the devious Virginia Lansing, with Andree Wal-
lace as her sister, the charming Irene. Phil Truex
as Cliff Caldwell. Anne Burr as the evil adventures
Regina Rawlings. Eloise Kummer in many roles,
including the calculating Marcia Mannering. Ethel
Owen as Lady Clara, Larry’s mother. John M.
James as stage manager Arnold Carey. Alan
MacAteer as the stage doorman Pop. ANNOUNC-
ERs: Harry Clark, Ford Bond, Sandy Becker,
Howard Claney, Roger Krupp. Music: Chet
Kingsbury on organ. PROPUCERS: Frank and
Anne Hummert. DIRECTORS: Blair Walliser,
Les Mitchel, Fred Weihe, Joe Mansfield, etc.
WRITERS: Ned Calmer, Ruth Borden, Elizabeth
Todd, etc. SOUND EFFECTS: Bob Graham, John
Katulik, Frank Blatter, Ed Bailey, Michael Eisen-
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menger, Tom Horan, Chet Hill. THEME: Stay as
Sweet at You Are (1930s), Rose of Tralee (1940s).

There was one endless plot at the core of
Backstage Wife: sweet Mary Noble stood in the
wings as scores of Broadway glamor girls took
dead aim at her sometimes fickle man. With
Stella Dallas and Helen Trent, Mary was one of
the most tortured creatures of the afternoon. The
word ‘‘suffer”” does no justice to Mary’s life
with Larry Noble. Mary endured.

She faced the most startling array of hussies,
jezebels, and schemers ever devised in a sub-
genre that made an art form of such shenani-
gans. Add to this the common soap opera
ingredients—arrogant foes in high places, mis-
understandings that real people would correct in
a moment, and festering resentment fueled by
the refusal to communicate—then move on to
the real meat of this agony of agonies: avarice,
backbiting, hatred, amnesia, insanity, murder.
Larry Noble may have been a ‘‘matinee idol of
a million other women,”” but Mary too had her
admirers. Most of them were psychotics, and
this led Backstage Wife to a frantic level of
melodrama touched by few other soaps in radio
history.

Her marriage, according to one late-1930s fan
magazine, ‘‘brought her the most complete hap-
piness she had ever known. But soon she learned
that she had to fight for her husband’s love.”’
Her rival then was Catherine Monroe, ‘the worst
adversary Mary ever met.”’ Listeners sent cards,
hand-addressed to ‘‘Mary Noble,”” advising her
to ‘‘watch out for Catherine Monroe.”’ Catherine
had come in the guise of a friend. She had agreed
to fund Larry’s return to the stage after an ac-
cident had felled him. This triangle deepened un-
til Mary, in desperation, walked out.

She turned to Ken Paige, an artist who owned
the Greenwich Theater where Larry’s new play
was scheduled to open. The Nobles were
strapped for cash after Larry’s accident, and
Paige was offering a year’s free rent, IF Mary
would sit for a portrait, and IF the portrait won
an award, and. ...Mary agreed but did not tell
Larry, who, when he found out, flew into a jeal-
ous rage. Larry was like that: he frequently bris-
tled with jealousy.

The birth of little Larry Jr. had a calming ef-
fect, but this was confined to brief moments
within the continuing chaos. ‘‘Each episode be-
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gan and ended in trouble,’’ wrote Erik Barnouw.
*“‘Sunny stretches were in the middle. A Friday
ending was expected to be especially gripping,
to hold interest over the weekend. A serial was
not conceived in terms of beginning or end; such
terms had no meaning. It ended when sponsor-
ship ended.”

Friends and enemies over the years included:

—Maud Marlowe, the character actress who
befriended both Nobles and adored Larry Jr. A
faithful and true companion, always ready to
share their trouble and fun.

—Tom Bryson, Larry’s theatrical manager.
Gruff, unsentimental, wise in the ways of the
world, Bryson took up writing and turned out the
play Blackout, in which Mary was coaxed to
play a starring role. Her emergence as an actress,
coming at the precise moment when Larry was
struggling professionally, led to a crisis-of-
confidence plotline.

—Virginia Lansing, devious, unscrupulous,
who did everything she could to undercut
Larry’s self-confidence, ‘‘so that, consoling him,
she can come to mean more to Larry than Mary
does.”

—Irene, the charming young sister of Virginia
Lansing, who thwarted her sister’s attempts to
pry Mary and Larry apart. Irene lived on Park
Avenue with her sister, despite the fact that Vir-
ginia stole and married her first love.

—Cliff Cauldwell, ‘‘handsome young actor’’
in the new Tom Bryson play. Cliff loved Irene,
but Virginia Lansing stood in the wings, ready
to upset her sister’s life again.

The characters were like paper dolls, flat and
one-dimensional, bludgeoning each other with
identifying names and traits. ‘“Well, Mary, what
have you got to say for yourself?’’ *‘Oh, Larry!”’
‘“Never mind, Mary, I can see for myself what’s
going on.”” ‘‘But, Larry, wait!”’ The listener was
never in doubt about what was being said, what
was at stake, and, above all, who was speaking.
Each character was given a catchphrase or a de-
scriptive set of adjectives. Rupert Barlow be-
came ‘‘the unscrupulous Rupert Barlow’’;
Regina Rawlings ‘‘the calculating, devious Re-
gina Rawlings.”” This was the trademark of the
husband-and-wife producing team Frank and
Anne Hummert, whose shows were so heavy-
handed that they were parodies of themselves.

Frank Hummert was a Chicago copywriter in

the ’20s. In 1930 he met Anne Ashenhurst, a
former newspaperwoman who became his assis-
tant and, five years later, his wife. The Hummerts
had a formula that was surefire: appeal to the
lowest common denominator, make it clear, grab
the heartstrings, and reap the rewards. With
writer Robert Hardy Andrews they created The
Stolen Husband, one of radio’s earliest soaps.
Hummert went on to do the most notable serials
of the daytime. His name was added to the
agency Blackett & Sample, though he was never
a partner and owned no part of it. He left Black-
ett-Sample-Hummert and moved to New York.
His new company, Air Features, Inc., turned out
(among many others) Just Plain Bill, The Ro-
mance of Helen Trent, Ma Perkins, Our Gal
Sunday, Lorenzo Jones, and Stella Dallas. It was
estimated that Hummert at his peak bought 12.5
percent of the entire network radio schedule, that
he billed $12 million a year, that his fiction fac-
tory produced almost seven million words a sea-
son.

A factory it was, rivaling such earlier opera-
tions as Beadle & Adams (creators of Victorian-
era novels by the dozens), the Stratemeyer syn-
dicate (a powerhouse in juvenile thriller books,
creators of Tom Swift, Nancy Drew, the Rover
Boys, the Hardy Boys, The Bobbsey Twins, and
others going strong today), and the system that
enabled Alexandre Dumas to turn out more than
250 books in his lifetime. The Hummerts *‘su-
pervised writers,”” who filled in dialogue from
broad, general sketches provided by Anne Hum-
mert. As many as two dozen writers and 60 read-
ers and assistants worked in the soap factory in
New York. Writers were paid scale rates, $25
per episode: a writer who could handle two or
three shows could make a fair living. The Hum-
merts communicated with this vast corps through
detailed memoranda and by liaison. They were
seldom seen outside their Greenwich, Conn., es-
tate as their fortune grew ever larger. When they
did come to New York, they had a regular table,
hidden from view by a wall of ferns, at a favorite
restaurant. They were not generous people—an
actor could count on little overtime pay for re-
hearsals, and even associates of long standing
got piddling gifts at Christmas—but neither were
they swayed by political trends. They ignored the
blacklists in the late *40s, employing writers and
actors who gave them what they wanted. But, as



Mary Jane Higby remembered in her memoir
Tune In Tomorrow, ‘‘any actor who was late to
an Air Features rehearsal was in trouble.”’

Higby remembered the Hummerts well. ‘‘He
was tall, thin, solemn-looking, and he stooped
slightly. She was small, slim, cheerful-looking
with light-brown hair. She wore no makeup ex-
cept a light trace of lipstick. . . . She looked like
a well-to-do Quaker lady.”” The scripts were
done in lavender ink: ‘“A radio actor could spot
an Air Features script across the room,”” wrote
Higby. The Hummerts brooked little in the way
of suggestion or interference. The directors, said
Higby, ‘‘were not allowed to introduce ‘art’ ef-
fects—unessential sound, background music—
that might obscure one word of dialogue.’”” And
when Mrs. Hummert was dictating a change of
direction, no one ventured an opinion. Vacation
plans were shelved and work redone, and an er-
rant remark niight be met with instant dismissal.

The Hummerts perfected a soap formula that
was best explained by Erik Barnouw. A series
of narrative and dramatic hooks was woven into
a three- or four-week main storyline. Before the
main crisis was resolved, the next one was stirred
in as a subplot, which was brought up to a full
boil as the old story was resolved and dropped.
It was the simplest kind of radio, ripe for satire:
comics Bob Elliott and Ray Goulding had little
to exaggerate in their Mary Backstayge, Noble
Wife skits.

THE BAKER’S BROADCAST, a comedy-
variety series, composed of three distinct radio
acts, each of which existed as an entity apart
from the series. Ozzie and Harriet Nelson were
the linking performers through each era.

BROADCAST HISTORY: Oct. 8, 1933-June 30,
1935, Blue Network. 30m, Sundays at 7:30. Stan-
dard Brands for Fleischmann’s Yeast. STAR: Joe
Penner, comic.

Oct. 6, 1935-June 27, 1937, Blue Network.
30m, Sundays at 7:30. Fleischmann’s Yeast.
STAR: Robert ‘‘Believe It or Not”’ Ripley.

Oct. 3, 1937-June 26, 1938, Blue Network.
30m, Sundays at 7:30. Fleischmann's Yeast.
STAR: Syndicated cartoonist Feg Murray.

The Baker’s Broadcast was created for comic
sensation Joe Penner. Born Jozsef Pinter (or
Pinta) in a small village near Budapest in 1904,
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Penner came to America around 1912, struggled
to learn English, and worked his way into vaude-
ville in the 1920s. He often appeared in a derby
hat and used a cigar as a prop. For almost a
decade he toiled as a second-rate entertainer,
rooted in obscurity until he hit upon a phrase in
1931 that made his fortune.

Faced with a cold audience in Birmingham,
Ala., Penner ad-libbed the line ‘“Wanna buy a
duck?”’ The audience tittered, he recalled later,
so he began to build on the gag. ‘‘Well, does
your brother wanna buy a duck? . .. Well, if you
had a brother, would he wanna buy a duck?”’ By
then the audience was coming to life. Penner
soon learned that this was no isolated accident.
Soon crowds everywhere were responding to the
one-liner, delivered in that unique Penner style.

He came to the attention of J. Walter Thomp-
son, the agency handling The Rudy Vallee Hour,
and in 1933 he was booked for a single appear-
ance on Vallee’s Thursday night NBC hour. The
response was thunderous: literally overnight, Joe
Penner was a national figure. He did a second
Vallee show, and the agency booked him for his
own regular half-hour. Ozzie and Harriet Nelson
were brought in for musical hijinks, and The
Baker’s Broadcast went into the Sunday night
Blue Network schedule as a new feature for Val-
lee’s sponsor, Fleischmann’s Yeast.

The ratings soared. For some reason that
would be lost on later generations, Penner’s silly
duck joke became the American rage in the fall
of 1933. By January the show was perched in
fourth place at 35.2, just behind Eddie Cantor,
the Maxwell House Show Boat, and Vallee him-
self. It was estimated that every word of the duck
gag put $250,000 in Penner’s pockets. His
weekly income rose from $500-when-he-was-
working to $7,000, and his duck became a better-
known radio figure than most human acts on the
air.

He named the duck Goo-Goo, and Mel Blanc
gave it voice. Listeners sent him ducks, real and
fake. Penner developed new lines that exagger-
ated words and reeked sarcasm. ‘‘You nah-sty
man!’’ and ‘‘Don’t ever doooo that!’* and *‘Wo-
o-oe is me!”’ joined the lexicon of topical catch-
phrases. In 1934 Penner was voted radio’s
outstanding comedian.

Then, as it so often happens with vast, rapid
success, Penner grew unhappy. He criticized the
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writing on The Baker’s Broadcast and demanded
a change of format. The show was still nestled
in the top ten: the agency took a ‘‘Don’t argue
with success’’ position, and Penner quit the show
cold. He was out of radio for a year. By the time
he returned with a new sponsor, the heat had
cooled, and people were soon to find another
overnight sensation, Edgar Bergen. ‘‘Joe was a
terribly insecure little man who had an unfortu-
nate knack for placing his trust in the wrong peo-
ple,”’ Ozzie Nelson wrote in his memoir. ‘‘As a
result, his career was badly mishandled.”” By
1937 he was washed up and he knew it.

But The Baker’s Broadcast went on. John Re-
ber, head of radio production at J. Walter
Thompson, liked the Nelsons and wanted to con-
tinue the show. Ozzie and Harriet had made
great use of their exposure during the Penner
days: they were young and attractive, and their
music—Ilighthearted and melodious—was what
America wanted in the Depression. Ozzie’s tal-
ent was distinctive: not only was he a capable
arranger and writer of novelty tunes, he also
adapted the popular music of other writers to fit
the Ozzie and Harriet style. It was breezy and
fun, rich with *30s boy-girl frivolity. A number
like Am I Gonna Have Trouble with You? was
shot through with playful but unstated sex. He is
frustrated, she seems aloof. She eats crackers in
bed and is an expensive playmate. In counter-
point, she complains of his roving eye—*‘you’re
just a guy what won’t behave.”” But in the end
they agree on the main bit of business—*‘you’re
too darned sweet for me to have trouble with
you.”” Here the Nelsons became stars. They bat-
ted lyrics back and forth in a style that had been
utilized a few years earlier by Phil Harris and
Leah Ray. The Nelsons owned that style by
1935.

Reber needed a new headliner, and he came
up with the unlikeliest possible choice. Booked
with Ozzie and Harriet for the new season was
Robert Ripley and his collection of Believe It or
Not oddities. This was just another radio job for
Ripley, whose career on the air spanned two de-
cades. He told of a ‘‘mouthless man’’ in China,
able to talk despite having smooth unbroken skin
where his mouth should be. His ‘‘armless pian-
ist”” could play concertos by hitting the keys
with his chin. The world’s fastest-talking woman
could recite the Gettysburg Address in 26 sec-
onds.

Ripley’s dramatizations ran from merely
strange to truly bizarre. Twice he had as guests
men who had been executed (one by hanging,
the other by firing squad) but failed to die. ‘‘The
broadcasts with Ripley were interesting, chal-
lenging, often hilarious and occasionally fright-
ening,”’ Ozzie wrote in his memoir. Nelson
remembered Ripley as a *‘gentle, kind person . . .
painfully shy with strangers.”” The studio audi-
ence was a ‘‘terrible ordeal’’ for Ripley, so ‘‘he
would usually fortify himself with a couple of
drinks before the show.”” When he misjudged his
capacity, Nelson recalled, ‘‘it was ‘anything can
happen’ time.”’

Ozzie played the doubting Thomas, the devil’s
advocate who challenged Ripley to prove his
claims. Ripley’s reputation rested upon his al-
leged ability to back up every tale. When pressed
by Ozzie, he cited authorities and witnesses
chapter and verse, but in fact, wrote Ozzie, ‘‘Ed
Gardner was the guy who dug up most of those
Believe It or Not items we dramatized on the
show.”” Gardner produced The Baker’s Broad-
cast from 1935 until 1937, and ‘‘I often sus-
pected that when Ed couldn’t come up with a
bona fide story, he either made one up or did a
little embellishing.”’

Harriet continued her singing duties until she
became pregnant with her first son, David. The
announcer through this era was Ben Grauer. By
1937 Reber felt that the Ripley show had played
itself out, but he still liked the Nelsons and pro-
posed to continue The Baker’s Broadcast under
yet another format. The show was moved from
New York to Hollywood, where it was decided
to offer 30 minutes of music and backstage film-
world chatter. Feg Murray hosted, and Ozzie
helped with interviews. This never generated
much excitement: it faded after a single season.

BAND REMOTES, live programs of popular
music, heard on all networks often beginning at
11 p.M. Usually broadcast in half-hour timeslots
from hotels, restaurants, ballrooms, dance halls,
or Army camps, band remotes thrived in the pe-
riod 1935-50.

The shows at their best were uninhibited and
occasionally inspired. The musicians were loose
and often happy, as free as their leaders allowed,
sometimes fortified by the contents of the stain-
less steel hip flask. Remotes were sustained by
the networks, and numbers could go on and on,



unrestrained by commercial interruption or the
three-minute limitations of studio recordings.
Sidemen would long for the ability to capture the
fire of a live performance in the studio, but it
seldom happened. Only onstage, with a crowd
rising to the occasion, could an Artie Shaw build
a piece like Carioca to a feverish pitch, the pow-
erhouse effect growing for five minutes or more;
then, kicking his clarinet into a stratospheric
mode, finish with an explosion that had the Blue
Room patrons and the NBC announcer shouting
with delight.

As early as 1921 stations were experimenting
with band music over direct wires from remote
locations. The first dance bands to broadcast
were probably Paul Specht, Vincent Lopez, and
the Coon-Sanders Nighthawks. Specht is be-
lieved by Thomas A. DeLong and others to have
made the first studio broadcast of dance music,
Sept. 14, 1920, on WW]J, Detroit. Lopez took his
orchestra to WJZ on Nov. 27, 1921, and filled a
90-minute vacancy that had suddenly appeared
on the schedule. Soon he was doing remotes
from the Hotel Pennsylvania, his band becoming
so identified with that location that by 1924 it
had become known as the Hotel Pennsylvania
Orchestra. Lopez was perhaps the best-known of
the early maestros: his greeting, a simple ‘‘Lopez
speaking,”’ was the first famous catchphrase in
the cradle of radio. His rivalry with Paul White-
man and George Olsen was spirited and serious.
These three bandmasters worked to secure the
best talent of the time. They played what then
passed for popular jazz. Whiteman defined it: his
self-proclaimed moniker, ‘‘the king of jazz,”
would later be ridiculed and dismissed by real
jazz artists, but in those first years of broadcast-
ing it was the only exposure to such music that
was available to mainstream America.

Speaking of Lopez, Erik Barnouw wrote: ‘It
was decaffeinated jazz he sent to WJZ via West-
ern Union lines from the Hotel Pennsylvania. A
distant echo of New Orleans, yet it spoke to lis-
teners.”” The *20s style was lively, rich with sax-
ophone and violin and well-sprinkled with
novelty tunes. Lopez was instantly identified by
his theme, Nola, given a dexterous workout on
the Lopez keyboard. Whiteman had Gershwin:
his Rhapsody in Blue concert at Aeolian Hall on
Feb. 12, 1924, established his reputation. And
though Whiteman was slow to find his way into
radio, he was a major force in band music of the
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*20s. George Olsen was a master of popular mu-
sic: his 1925 recording Who was a bestseller, fol-
lowed by such period hits as The Varsity Drag,
Because My Baby Don't Mean Maybe Now, and
Doin’ the Raccoon, a testament to the national
passion for fur coats. Olsen employed a singing
trio (Fran Frey, Bob Rice, and Jack Fulton) that
instantly and forever stamped these novelty num-
bers with the flavor of the times. Also featured
in Olsen’s band was Rudy Wiedoeft, the best-
known sax man of his day.

A thousand miles to the west, the Coon-
Sanders Nighthawks had taken Kansas City by
storm. There are those who believe that this was
the first band of the air. It was a close call: by
1922 they were entrenched in the Muehlebach
Hotel doing popular jazz on WDAF. The leaders,
drummer Carleton Coon and pianist Joe Sanders,
had met in a music store and formed their group
in 1918. They sang duets through megaphones:
hot, roaring numbers, and Sanders’s bubbly
greeting—‘‘Howdja do, howdja do, you big ole
raddio pooblic’’—gave further evidence of the
unstilting of America. The nation charged into
the new era with music that had never been
heard outside small bistros and smoky Harlem
speakeasies. Radio was bringing these locations
into thousands of homes, making such obscure
regional groups as the Coon-Sanders Night-
hawks national celebrities. Listeners with crystal
sets were picking up WDAF from afar, and in-
terest in the band spread well beyond the Mid-
west. Coon-Sanders took on road engagements:
they were among the first bands to do one-night
stands, engagements that were soon engrained in
big band life. In 1924 they were playing the
Congress Hotel in Chicago: two years later they
were at the Blackhawk Restaurant, sharing the
bandstand with Ted Weems and Wayne King
and carried on the air via WGN. They were still
going strong in 1932 when Coon became ill and
died.

Quite a counterpoint they offered to Wayne
King (soon dubbed ‘‘the Waltz King’’ for the
kind of music he favored) and Ted Weems
(whose style was always popular and safe).
Weems and King were favorites at Chicago’s
Aragon and Trianon ballrooms: King had a long
stint at the Aragon in the late *20s, broadcasting
on KYW. The so-called jazz age was on the
wane. Jean Goldkette had broken up his impor-
tant group, a band that George Simon would re-
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member 40 years later as ‘‘marvelous . . . full of
spirit, musical kicks and such brilliant musicians
as Bix Beiderbecke, Jimmy and Tommy Dorsey,
Joe Venuti and Eddie Lang, Frankie Trumbauer,
Pee Wee Russell, Russ Morgan, Don Murray,
and many others.”” There were still exciting
groups on the horizon: Ben Pollack, Isham
Jones, Red Nichols, and Ted *‘Is Ev-rybody
Happy?”’ Lewis provided an early training
ground for many of the stars of the swing era,
which was just around the corner. Fletcher Hen-
derson, Louis Armstrong, Earl ‘‘Fatha’’ Hines,
Jimmie Lunceford, and Chick Webb had started
or were soon to start bands in the mid- to late
1920s, and Duke Ellington was already one of
the most respected names in the industry. But the
tide of American taste, thus the lion’s share of
radio air time, went to more traditional people.

By 1926 the technology was much advanced.
There were still glitches, but remote broadcasting
had made giant strides since the wing-and-a-
prayer days of 1921. For NBC’s grand opening
on Nov. 15, 1926, the network was able to pull
in the bands of George Olsen, Vincent Lopez,
Ben Bemie, B. A. Rolfe, and Fred Waring from
various locations. All were then nationally
known. Bernie had been on the air intermittently
in 1923. He was actually a “‘front man,’’ a show-
man whose success was rooted more in personal
charm than musicianship. His trademarks were
the glib tongue, the cigar, and the nonsense
phrase, widely imitated, ‘‘yowsah, yowsah, yow-
sah.”’ Waring was also a showman, though less
flamboyant than Bernie. Waring’s career would
span decades: his band, the Pennsylvanians,
came of age in the *20s and was still viable in
the ’70s, long after most of his contemporaries
had disbanded, retired, or died. His first broad-
cast is said to have been on WWJ, Detroit, in
the early "20s, but it was for his elaborate mu-
sical shows that he was best known.

And then there were Irving Aaronson and his
Commanders, Al Donahue, George Hall, Horace
Heidt, Kay Kyser, and Will Osborne. The day of
the sweet band had arrived. Guy Lombardo
moved his orchestra down from Canada: his
Royal Canadians developed (and never lost, over
a span of five decades) a sound that was unique.
Rich and mellow, it was copied but never du-
plicated. His first New Year’s broadcast aired on
WBBM, Chicago, in 1927. His theme song, Auld
Lang Syne, was already a traditional year-ender,

and soon Lombardo became known as ‘‘the man
who invented New Year’s Eve.”’

What the public seemed to want above all else
was melody. Clyde McCoy struck gold with
Sugar Blues in 1928; Sammy Kaye was soon
swinging and (primarily) swaying and announc-
ing his numbers with singing song titles. Gim-
micks were in. Shep Fields blew bubbles at the
microphone and called it ‘‘Rippling Rhythm.”’
These extraneous trappings caught attention and
were temporarily popular, but they did nothing
to enhance the music. It was a time of Hal Kemp,
Jan Garber, and Freddy Martin. Ted Fio Rito had
a stand of five years in Chicago; Gus Arnheim
was a regular at the Ambassador Hotel in Los
Angeles. Remotes of the late 20s and early ’30s
could be stuffy affairs, announced in wordy su-
perlatives and near-perfect diction.

Themes were vital. A soft saxophone arrange-
ment of When My Baby Smiles at Me made the
masses think of only one leader. ‘‘Need we tell
you, ladies and gentlemen, that this melody
heralds the approach to the microphone of that
high-hatted tragedian of song, Ted Lewis.”
Announcers now reached for that extra word, the
colorful turn of phrase that burned up adjectives
while saying nothing. ‘‘Isham Jones requests
your listening attention,”’ the announcer would
say. The bands came elegantly wrapped, like an
invitation to the White House. Formality had in-
vaded the late hours on Radio Row. In a way it
refiected the mood of the country, but on another
level the reverse was true. These were hard
times: the illusion of refinement was a strong
lure to listeners in Wichita and Minneapolis. But
there was a nervous energy that was yet un-
tapped, a musical search for something new.

When it came, it came literally overnight.

Benny Goodman had had a long career for a
young man of 26 years. His training ground was
the mid-1920s band scenes in Chicago and Los
Angeles. He had been playing clarinet for 16
years: his professional career had begun at age
11. He had been with Ben Pollack, Isham Jones,
Red Nichols, and Ted Lewis, among others, and
had formed his first band in 1934. Now, in mid-
1935, the group seemed stagnated. Goodman had
not been able to capitalize on a stroke of good
luck that had landed him a regular NBC air job
on a Saturday night music show, Let’s Dance.
First heard Dec. 1, 1934, this series aired at
10:30 in the East and spanned three full hours.



It was sponsored (National Biscuit Company)
and ran six months, ending May 25, 1935. It
featured three regular bands. Goodman found his
group sandwiched between the Latin jazz of Xa-
vier Cugat and the saccharine sounds of Kel
Murray (real name Murray Kellner). The instant
comparison, said George Simon, made Good-
man’s sound ‘‘downright thrilling.”

Goodman had hired Fletcher Henderson to ar-
range his book. When Let’s Dance went off the
air, he had more than 70 choice swing charts in
his pocket. He also had the men who could play
them: drummer Gene Krupa, trumpets Pee Wee
Erwin, Ralph Muzzillo, and Jerry Neary; trom-
bones Red Ballard and Joe Harris; saxes Toots
Mondello, Hymie Shertzer, Art Rollini, and Dick
Clark; and pianist Jess Stacy. His singer was He-
len Ward, warmly remembered by big band en-
thusiasts as one of the best. But the band was
still largely unknown. Goodman opened at the
Roosevelt Hotel, and the blast sent the Lom-
bardo-primed patrons and staff into near-shock.
He was fired on opening night. A long road trip
followed. The band headed west for an August
date at the Palomar, playing to small crowds in
places like Jackson, Mich., and Columbus, Ohio.
Bunny Berigan joined up on the road, but the
reception remained lukewarm until, in July, the
band reached Denver.

They were playing at Elitch’s Gardens, an en-
gagement that historian Simon would remember
as ‘‘horrendous.”’ Goodman described it simply:
“‘the most humiliating experience of my life.”
The dancers at Elitch’s wanted waltzes and fox
trots. Many demanded refunds. To make matters
worse, Kay Kyser was playing to packed houses
at Lakeside Ballroom, a few blocks away. It was
a striking contrast, sax man Shertzer told writer
Mort Goode years later: Kyser was wowing his
crowds with ‘‘hokum music’’ and funny hats
while Goodman was dying with what was, at that
moment, perhaps the best band in the nation.

But momentum picked up in Oakland. The
fans had been primed—Goodman records were
getting good West Coast air play, and the Oak-
land date was a boost for everyone. They drove
into Los Angeles for the Aug. 21 date at the
Palomar. This was the night swing was born: it
was the watershed, critics would agree, that
would change music for the next 15 years.

It began slowly. Goodman was still gun-shy
from his Denver experience, and his opening
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numbers were conservative. At some point it was
decided to kick the program into high gear. One
story has it that Gene Krupa came over to Good-
man and said, *‘If we’re gonna die, let’s die play-
ing our thing.”” Goodman put into the third set
some of the powerhouse Henderson swing ar-
rangements. As Shertzer described it to Goode:
““When Berigan stood up and blew Sometimes
I'm Happy and King Porter Stomp, the place ex-
ploded.”’

Goodman was crowned ‘‘king of swing.”” His
subsequent engagements at Chicago’s Congress
Hotel and New York’s Paramount Theater were
wild hits. Jitterbugs danced in the aisles at the
Paramount, and Goodman—aided by red-hot ra-
dio lines almost everywhere he played—became
a household word. With Krupa and black pianist
Teddy Wilson (Goodman was the first major
leader to cross the ‘‘color line’’ and hire black
musicians) he formed a trio. In 1936, when Lio-
nel Hampton was added on vibes, it became the
Benny Goodman Quartet. The band played the
Madhattan Room of the Hotel Pennsylvania:
CBS was there in October 1936. Ziggy Elman
and Harry James joined up; Helen Ward left, and
in time Martha Tilton was signed as the regular
singer. Goodman was at the vanguard of a mu-
sical wave that grew larger by the week. ‘‘For
ten years,”” one old swing fan would lovingly
recall decades later, ‘‘our music and the public
taste were in complete agreement.”’

The key ingredient was radio. Careers were
established in days, after years of struggle. Glenn
Miller had formed his orchestra in 1937 but had
no notable success until an engagement at the
Glen Island Casino brought him to the NBC mi-
crophone. Soon he was doing eight or ten broad-
casts a week. By 1940 he had signed with
Chesterfield for a quarter-hour nightly run on
CBS. This priceless exposure booted his career
at a record pace until his was the nation’s top
orchestra. Tommy Dorsey, who came out of the
same '20s bands that produced Goodman and
Miller, developed a distinctive smoothness but
could swing, almost with the best of them. Artie
Shaw had a good date at the Hotel Lincoln in
the fall of 1938, and his fans came along through
NBC. Tony Pastor, Hank Freeman, George Arus,
Harry Rodgers, Chuck Peterson, Johnny Best,
Buddy Rich, and singer Helen Forrest gave
Shaw a happy, exciting sound.

That all these leaders were temperamental and
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difficult mattered little to the fans who loved
them. Goodman was called ‘‘an ornery SOB”’
by more than one sideman. His icy stare, ‘‘the
Goodman ray,”’ was usually a prelude to termi-
nation. Miller was considered cold and distant.
His demeanor kept his men at bay and uneasy.
Dorsey could be openly combative. Some stories
had it that he and his brother Jimmy sometimes
settled disputes with fists in the old days of the
Dorsey Brothers band. And Artie Shaw had se-
rious bouts of nervous depression, walking out
on his great 1939 band and escaping to Mexico.

Hundreds of bands were now at work across
the land. Catchphrases and one-liners—some
poking fun at the sweet ‘‘mickey mouse’’
bands—were heavy on the air. Listeners could
‘‘swing and sweat with Charlie Barnet’” (whose
group was described as the blackest-sounding
white band of its day). The music of 52nd Street
in New York was becoming known by way of
radio. Club names—Onyx, Samoa, Three
Deuces, Downbeat—were as familiar in Chicago
and St. Louis as on the street that housed them.
Through band remotes and on such series as The
Saturday Night Swing Club (CBS, 1936-39) and
Young Man with a Band (CBS, 1939-40) listen-
ers came to know Jack Teagarden, Wingy Man-
one, Fats Waller, Coleman Hawkins, Hot Lips
Page, and Louis Prima. The nightspots them-
selves, because of radio, took on exalted and ex-
otic qualities in the minds of faraway listeners
who would never see them. ‘‘The beautiful Cafe
Rouge’’ opened in the Hotel Pennsylvania in
1937, an elegant contrast to the hotel’s smaller,
more intimate Madhattan Room. The Glen Island
Casino was billed as ‘‘the mecca of music for
moderns.”” Management needed no primer in
economics to know that an NBC wire was as
good for its business as it was for the bands that
played there. Fans from coast to coast knew that
the Glen Island Casino was ‘‘just off the shore
road at New Rochelle, New York.”” Frank
Dailey’s Meadowbrook, where Tommy Dorsey,
Frank Sinatra, and the Pied Pipers were featured
in early 1940, was ‘‘located on Route 23, the
Newark-Pompton Turnpike, at Cedar Grove,
New Jersey.”’

And though there were far fewer radio oppor-
tunities for black bands than for their white
counterparts, it was through remote broadcasts
from the Cotton Club that the general public first
heard of Duke Ellington and Cab Calloway. Earl

Hines had become a radio favorite during a long
stand at the Grand Terrace in Chicago in the
mid-1930s. And it was on a radio broadcast from
the Reno Club in Kansas City that Count (Wil-
liam) Basie was discovered by jazz critic John
Hammond, who helped launch Basie’s career.

Business was booming as the new decade
came. In the ten years between Benny Good-
man—-Palomar and the end of the war, listeners
heard the following among at least 50,000 re-
motes broadcast on the four national networks.
On CBS: Bob Crosby from the Hotel New
Yorker; Tommy Dorsey from the Blue Room of
the Hotel Lincoln; Artie Shaw at the Silver Grill,
Hotel Lexington; Red Norvo at the Hotel Penn-
sylvania; Sammy Kaye at the Palm Room, Com-
modore Hotel, New York; Harry James at
Roseland. On NBC: Chick Webb and Ella Fitz-
gerald from the Savoy Ballroom in Harlem;
Andy Kirk and his Clouds of Joy from the Sa-
voy; Gene Krupa at the Steel Pier, Atlantic City;
Larry Clinton at Glen Island Casino; Jimmie
Lunceford at Southland, Boston; Jan Savitt at the
Hotel Lincoln; Will Bradley at the Famous Door;
Les Brown (with a young Doris Day on vocals),
Glen Island Casino; Stan Kenton at the Casino
in Balboa Beach, Calif.; Lionel Hampton and
Lena Horne at the Savoy. On Mutual: Woody
Herman and Count Basie at Roseland; Duke El-
lington at the Cotton Club; Horace Heidt on the
Moonlit Terrace, Hotel Biltmore; Cab Calloway
from Club Zanzibar. The scene was rich and
alive: to those who lived through it, as spectator
or performer, the time of their lives, never to
return.

Then, in 1942, a disastrous strike against the
record companies disrupted the industry and up-
set the delicate balance of business. Though it
hit directly at record producers, the real target
was radio. James C. Petrillo, president of the
American Federation of Musicians, was alarmed

“at the rapid proliferation of disc jockeys. He ob-

jected to the free use of recorded music on the
air, charging that jocks had cost musicians their
jobs at hundreds of radio stations. Petrillo
wanted to impose fees at the source, the big com-
panies like RCA and Columbia, where the rec-
ords were produced. The final agreement, which
was not accepted by the two biggest companies
until 1944, created a union-supervised fund for
indigent and aging musicians. Historian Erik
Barnouw found this a ‘‘not unreasonable ap-



proach to a serious problem,’’ though Petrillo’s
move was ‘‘generally pictured by the broadcast-
ing trade press as an act of gangsterism.”” The
damage caused by the strike was incalculable.
With the long silence in the record stores, the
fickle public switched its interest to singers and
vocal groups.

The bands continued to swing on the air. All
through the two strike years the nights were
filled with marvelous remotes and exciting live
performances. The war brought in such shows as
Coca-Cola’s Victory Parade of Spotlight Bands,
thought by many the final word in band remotes.
Heard on various networks in nightly half-hours
from 194146, Spotlight traveled to Army
camps, hospitals, naval installations, and war-
worker factories. The bands were hot and the
boys were loud: even the commercials for Coke
had a snappy patriotic flavor. ‘*As Charlie Spi-
vak signs his musical signature in Coca-Cola’s
guest register, it’s been night number 731 for the
Victory Parade of Spotlight Bands,”’ said the an-
nouncer, ‘‘and we’ve marched 896,415 Spotlight
miles.”’

The end of the war marked the end of the
bands. Glenn Miller had been lost over the En-
glish Channel in 1944. Artie Shaw had dis-
banded and regrouped and disbanded again.
Though name leaders like Goodman and Basie
and Harry James would always find work, the
financial base eroded and the labor troubles lin-
gered. When Petrillo called a second strike in
1948, the die was cast. Perhaps, as Barnouw
said, the cause was just and the problem seri-
ous, but in the end the strikes hurt no one
more than the union’s own membership. As
Pogo put it, ‘“We have met the enemy, and he
is us.”’

Roll Call
Major bands or band shows with regular time-
slots on network radio.

ABC DANCING PARTY, Aug. 18, 1951-April 7,
1956, ABC. Saturday nights, various personnel
and times.

ABE LyMAN, middle-of-road, his programs filled
with old standards. According to George Simon,
Lyman was uncomfortable as a leader, and his ra-
dio shows were often led by Jacques Renard or
Victor Arden.
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Sept. 1, 1931-Sept. 1, 1934, CBS. Various days
and times for Sterling Drugs.
1936, Blue Network. 30m, Mondays at 8:30.

AL DONAHUE, violinist, arranger, leader of a popular
“‘society band.”
June 2-Oct. 5, 1937, NBC. Various days. Radio
City's Rainbow Room.
May 15-Oct. 2, 1939, NBC. 30m, Mondays at
10:30.

ARTIE SHAW, one of the best swing outfits ever, led
by an eccentric genius who couldn’t stomach the
harsh light of fame. Marvelous line checks exist
of individual remotes, often from the Blue Room
of the Hotel Lincoln. But Shaw had only one reg-
ular series of note.

Nov. 20, 1938-Nov. 14, 1939, CBS. 30m, Sun-
days at 10. Old Gold.

BANDSTAND USA, 1949-59, Mutual. 30m, variously
Fridays, Saturdays, Sundays. Another poststrike

dance party.

BENNY GOODMAN, innovative hot swing, at the cut-
ting edge of popular music. Countless remotes be-
tween 1935-48, eagerly sought. Regular slots:

Dec. 1, 1934-May 25, 1935, NBC. 3 hours, Sat-
urdays at 10:30. Let’s Dance. National Biscuit
Company.

June 30, 1936-June 20, 1939, CBS. 30m, Tues-
days at 9:30. The Camel Caravan, also titled Benny
Goodman’s Swing School. Camel Cigarettes.

July 8, 1939-Jan. 6, 1940, NBC. 30m, Satur-
days at 10.

Feb. 10-May 5, 1941, Blue Network. 30m,
Mondays at 7:30. What's New. Old Gold Ciga-
rettes.

July 17-Aug. 28, 1941, NBC. 30m, Thursdays
at 8. Housewarming Time. Holland Furnace.

Jan. 10-Feb. 21, 1942, Mutual. 30m, Saturdays
at 2.

July 17-Aug. 14, 1943, CBS. 30m, Saturdays at
7:30.

July 3-Sept. 25, 1945, NBC. 30m, Tuesdays at
9:30. Paired with Danish comic Victor Borge as
summer replacement for Fibber McGee and Molly.
Johnson’s Wax.

July 1-Sept. 2, 1946, NBC. 30m, Mondays at
9:30. Music Festival.

Sept. 9, 1946-June 30, 1947, NBC. 30m, Mon-
days at 9:30. Continuation of Music Festival time-
slot with Victor Borge. Victor Borge Show.
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BLUE BARRON ORCHESTRA, April 26-July 12,
1941, Blue Network. 30m, Saturdays/Sundays at
6.

CaB CALLOWAY, a showman who popularized the
ballad Minnie the Moocher and took for his trade-
mark the catchphrase ‘‘Heigh-de-ho.”

July 6-Oct. 5, 1941, Mutual. 30m, Sundays at
9:30. Musical quiz from Harlem.

Feb. 18-June 24, 1942, Blue Network. 30m,
Wednesdays at 9:30.

CARMEN CAVALLARO, ‘‘the poet of the piano;’’
popular, danceable music with his piano as the
centerpiece.

Jan. 10-April 4, 1942, Blue Network. 30m, Sat-
urdays at 10:30.

Dec. 16, 1945-Sept. 7, 1947, NBC. 30m, Sun-
days at 3. The Sheaffer Parade. Sheaffer Pens.

June 29-Sept. 21, 1948, NBC. 30m, Tuesdays
at 8:30. Summer replacement for A Date with
Judy. Tums.

CHARLIE SPIVAK, trumpet man with a gorgeous
open-horn sound. Sweet style.
Nov. 12, 1940-March 8, 1941, NBC. 30m, daily
at 6.
1952-53, CBS. 15m, Fridays/Saturdays at 10:45.

CHUCK FOSTER, ‘‘music in the Foster fashion,”” a
full array of sweet arrangements, singing song ti-
tles, music by rote. A leader since the 1930s, his
style was well-suited to the nostalgia of the 1950s.

Regular runs, 1954-56, CBS. Various times.

DAvID ROSE, mainly a studio band (music for Red
Skelton). Also:

April 11-Aug. 1, 1940, Mutual. 30m, Thursdays
at 9. With pianist Art Tatum.

May 7, 1941-Feb. 4, 1942, Mutual. 30m,
Wednesdays at 9:30.

June 26-Sept. 18, 1947, NBC. 30m, Thursdays
at 10:30. Summer replacement for The Eddie Can-
tor Show. Pabst Beer.

Aug. 27-Sept. 24, 1950, CBS. 30m, Sundays at
8:30. Summer replacement for The Red Skelton
Show. Tide.

DESI ARNAZ, primarily remembered for / Love Lucy
on TV. One season on The Bob Hope Show and
one brief run in his own name.

Jan. 21-Oct. 6, 1951, CBS. 30m, Sundays at
3:30, then Saturdays at 7.

DICK JURGENS, July 2-Sept. 24, 1948, CBS. 30m,
Fridays at 10:30. Summer Spotlight Revue. Coca-
Cola.

THE DORSEY BROTHERS, a good concept that seldom
works—a single great band under two sometimes
brilliant and often fiery leaders. Tommy and Jimmy
Dorsey formed their first band as teenagers in 1922.
They worked together in many big bands of the
1920s—the California Ramblers, Jean Goldkette,
Paul Whiteman—and revived the Dorsey Brothers
concept around 1927. It lasted until 1935, marked
by frequent squabbles and sometimes fistfights. At
the core of it were deep differences in musical taste:
Jimmy liked an even balance of reeds and brass;
Tommy wanted a heavier brass section. Tommy
went on to great success as a sweet-and-swing
trombonist; Jimmy to a hot-and-cold career on clar-
inet and saxophone. Both were first-rate musicians.
They regrouped late in their careers for one final try
as coleaders, and radio carried much of it. They
died in 1956 and 1957, six months apart.

1953-55, CBS. 30m, twice a week at 10:30.
Those Fabulous Dorseys, also The Tommy Dorsey
Orchestra Starring Jimmy Dorsey.

DUKE ELLINGTON, who led what many jazz experts
consider the most important band of the day,
though sadly lacking in regular air time.

May S5-July 22, 1943, Mutual. 15m, various
days at 10:15.

May 16-Sept. 19, 1943, Mutual. 30m, Sundays
at 7.

March 31, 1945-Sept. 21, 1946, ABC. Vari-
ously 15 to 60m, Saturdays at S until Jan., returned
Saturdays at 4 in April. A Date with the Duke.
Singer Mel Tormé had these performances air-
checked and issued most of the music on LPs in
1974. But the editing was poor and the sound just
fair. Full transcriptions unearthed since then give
a much better accounting of this great orchestra.

Eppy DUCHIN, pianist, a popular personality who
peaked in the 1930s.

Jan. 2-June 23, 1934, Blue Network. 30m, three
a week at 9:30. Pepsodent and Pepso Junis.

Nov. 5, 1936-Jan. 28, 1937, NBC. 30m, Thurs-
days at 4. Cadillac Motor Car Company for La-
Salle.

Sept. 29-Dec. 22, 1937, Blue Network. 30m,
Wednesdays at 8. Elizabeth Arden.

Sept. 24-Dec. 17, 1937, NBC. 30m, Fridays at
7:30. Koppers Coke.



Dec. 28, 1937-March 22, 1938, Mutual. 30m,
Tuesdays at 10. Elizabeth Arden.

Sept. 5, 1938-May 29, 1939, NBC. 30m, Mon-
days at 9:30. Pall Mall Cigarettes.

Oct. 8, 1938-Feb. 1, 1941, CBS. 30m, Satur-
days at 5:30; sporadic run.

Sept. 16-Nov. 25, 1940, Mutual. 30m, Mondays
at 9:30.

July 14-Oct. 6, 1947, ABC. 15m, three a week
at 4:30. A Date with Duchin. Kremel Shampoo.

Eppy HOwARD, a sweet band built around the
leader’s vocals on such numbers as To Each His
Own and Careless, his theme.

Sept. 14, 1947-Sept. 5, 1948, NBC. 30m, Sun-
days at 3. The Sheaffer Parade. Sheaffer Pens.
1952-53, CBS. 15m, Thursdays at 10:45.

1955-56, CBS. 30m, Tuesdays at 10.

FRED WARING: See THE FRED WARING SHOW.

FRANKIE CARLE, pianist.
July 10-Oct. 9, 1946, ABC. 30m, Wednesdays
at 9:30.
May 9-July 11, 1948, CBS. 30m, Sundays at
5:30.

FREDDY MARTIN, maestro of the sweet school;
trained with Guy Lombardo, an experience that in-
fluenced his entire career.

Jan. 16-Sept. 29, 1933, CBS. 15m, three a week
at 7:30. Tydol Oil.

Dec. 13, 1936-March 21, 1937, NBC. 30m,
Sundays at 4. International Silver.

Feb. 9-Oct. 12, 1942, CBS. 30m, Mondays at
10. Lady Esther.

July 4-Sept. S, 1942, NBC. 30m, Saturdays at
8:30. Substitute for Truth or Consequences. Duz.

April-May 1943, NBC. 15m, Saturdays at
10:15.

July 8-Nov. 4, 1956, CBS. 30m, Sundays at
12:30.

GEORGE OLSEN, popular novelty and dance band of
the 1920s and 1930s.
1934-35, Blue Network. 30m, Saturdays at
8:30.
193940, Blue Network. 30m, Fridays at 10:30.
Sohio Oil.

GLEN GRAY AND HIS CASA LOMA ORCHESTRA,
one of the prime movers in the early swing era.
Casa Loma was actually an incorporated business;
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sax man Gray was the front, but the members
themselves were the owners. It featured ‘‘sophis-
ticated swing,”” with complicated charts requiring
long rehearsals. A favorite of college students of
the early 1930s. In 1933-34 Gray played Glen Is-
land Casino in the summer and New York’s Essex
House in the winter. Aided by frequent CBS re-
mote lines, the band soon had a regular sponsored
network timeslot.

Dec. 7, 1933-June 25, 1936, CBS. 30m, Tues-
days and Thursdays at 10, later at 9. The Camel
Caravan. Camel Cigarettes.

Jan. 2-July 17, 1943, Mutual. 60m, Saturdays
at 5, later 45m at 5:15.

GLENN MILLER, the epitome of big bands, a group

that burst on the scene in 1938, reached the
heights, and spent its primary career in five years.
Miller was a trombonist, unable to match the tech-
nical ability of Tommy Dorsey or the creativity of
Jack Teagarden. But he was a superb arranger who
knew what he wanted and how to find the men
who could produce that esteemed sound. Miller
disappeared over the English Channel in December
1944. Later editions of the Glenn Miller band were
led by Ray McKinley, Buddy De Franco, and Tex
Beneke. Like the airchecks of Benny Goodman,
Miller programs have been issued on LP records,
often with dubious results.

Dec. 27, 1939-Sept. 24, 1942, CBS. Mostly
15m, three times a week (Tuesday-Wednesday-
Thursday) at 10. Chesterfield Time, also known as
Moonlight Serenade. Miller replaced the Paul
Whiteman Orchestra, running in the Wednesday
half-hour for one week before moving to the
shorter, more frequent format. Featured performers
were the Andrews Sisters, themselves arriving at a
crest of popularity. Regular singers: Marion Hut-
ton, Ray Eberle. Announcer Paul Douglas extolled
the virtues of ‘‘the cigarette that satisfies’’ in a
long series of memorable commercials. Here Mil-
ler initiated his famous medley—*‘something old,
something new, something borrowed, something
blue.”

Aug. 30, 1941-May 30, 1942, Blue Network.
60m, Saturdays at 5. Mutual Network as of Jan.
10. Sunset Serenade.

July 10, 1943-June 10, 1944, CBS (30m, Sat-
urdays at 2) until Sept. 1943, then NBC (Saturdays
at 11:30). 7 Sustain the Wings, featuring Miller’s
huge Army Air Force Band. The series continued
after Miller left, running until Nov. 24, 1945.
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Guy LOMBARDO, ‘‘the sweetest music this side of
heaven,’’ long associated with New York’s Roo-
sevelt Hotel, but heard for virtually the entire span
of network radio. Lombardo formed his first band
in Canada as a youth. In 1924 he came to the
United States, where he believed fame and fortune
could be achieved through the new medium, radio.
His early broadcasts were in Cleveland and Chi-
cago. Always prominent on his programs were
members of his family—brothers Carmen, Lebert,
and Victor, and sister Rose Marie, who sang.

December 25, 1928, first network broadcast,
CBS, beginning a year of 60m shows, Tuesdays at
11. Wrigley’s Gum. Wendell Hall, ‘‘the red-
headed music-maker,”” was featured vocalist.
Lombardo also began his New Year's broadcasts
in 1928 from WBBM, the CBS affiliate in Chi-
cago.

1929-34, CBS. 30m, Mondays at 10 until 1932,
then Wednesdays at 9:30. George Burns and Gra-
cie Allen, comics. Robert Burns Cigars.

July 11, 1934-July 3, 1935, NBC. 30m,
Wednesdays at 10. Plough.

July 8, 1935-June 29, 1936, CBS. 30m, Mon-
days at 8. Esso.

1936-37, Mutual. 30m, Thursdays at 8:30.

Sept. 6, 1936-Aug. 14, 1938, CBS. 30m, Sun-
days at 5:30. Bond Bread.

Oct. 10, 1938-July 28, 1941, CBS. 30m, Mon-
days at 10. Lady Esther.

193840, NBC. 30m, Fridays at 10. Lady Es-
ther.

Nov. 20, 1940-April 23, 1941, Mutual. 30m,
Wednesdays at 9:30.

Aug. 2, 1941-July 11, 1942, CBS. 30m, Satur-
days at 8. Colgate.

March 8-Dec. 20, 1943, CBS. 90m, Mondays
at 10:30. Ogden Nash, resident wit. Ballantine.

Jan. 16, 1944-March 26, 1946, Blue/ABC. 30m,
various days and times. Musical Autographs. Chel-
sea.

July 3-Sept. 11, 1949, NBC. 30m, Sundays at
7:30. Summer substitute for The Phil Harris/Alice
Faye Show.

Oct. 30, 1948-May 19, 1957, Mutual. 30m, Sat-
urday or Sunday nights. Lombardoland USA.

Nov. 27, 1955-July 1, 1956, CBS. 30m, Sun-
days at 12:30.

HaL Kemp, by most accounts an engaging sweet
band with several regular radio slots before the

death of its leader in an automobile accident in
December 1940. Kemp could play almost every
instrument but favored the saxophone. Notable
Kemp sidemen Skinnay Ennis and John Scott Trot-
ter later led their own radio bands, for the Bob
Hope and Bing Crosby shows respectively.

April 3-July 24, 1935, Blue Network. 30m,
Wednesdays at 8:30. Joined Penthouse Party, in
progress. Eno Salt.

August 1936, NBC. 30m, Wednesdays at 8:30.
Substitute for Wayne King. Lady Esther.

Jan. 1-Dec. 24, 1937, CBS. 30m, Fridays at
8:30. Music from Hollywood, with singers Alice
Faye, Bob Allen, and Maxine Gray and comic vo-
calist Saxie Dowell. Phil Cohan, producer; Carlton
KaDell, announcer. Chesterfield Cigarettes.

April 19-Oct. 11, 1938, and May 2-Oct. 24,
1939, CBS. 30m, Tuesdays at 10. Griffin Shoe Po-
lish.

HAL MCINTYRE, a veteran of the Glenn Miller band
who, according to George Simon, played music
more in the Duke Ellington mode.

Jan. 16, 1943-Jan. 8, 1944, Mutual. 30m, Sat-
urdays at 2.

Jan. 2-Jan. 30, 1945, ABC. 30m, Tuesdays at
10:30. Eversharp.

HARRY JAMES, as energetic and dynamic as any or-
chestra of the period. James joined Benny Good-
man in 1937 and quickly became a thrilling force
on trumpet. His first band, bankrolled with a loan
from Goodman, failed to click, so he shifted the
emphasis from hot swing to a sweeter sound and
found success. His recording You Made Me Love
You sold a million and made him a household
name in 1942. His appearances at the Paramount
Theater in New York were mobbed by jitterbugs,
who danced in the aisles and even invaded the
stage. His hot numbers too were in sudden de-
mand: his playing was described by one critic as
‘‘aphrodisiacal.”’

Sept. 29, 1942-March 24, 1944, CBS. 15m,
Tuesdays-Wednesdays-Thursdays at 7:15, with an
11:15 repeat. Chesterfield Time for the departing
Glenn Miller. A fine 28-piece orchestra with a
solid string section, vocalists Helen Forrest and
Johnny McAfee, and ‘‘tenor sax wizard’’ Corky
Corcoran.

June 8-Sept. 21, 1945, CBS. 30m, Fridays at
10:30. Substitute for The Danny Kaye Show, on



which James was regular maestro. His theme was
Ciribiribin. Featured vocalists were Kitty Kallen
and Buddy Devito. Pabst Beer.

HARRY RESER, Dec. 9, 1934-June 2, 1935, NBC.
15m, Sundays at 4:30. Wrigley’s Gum.

HENRY BUSSE, a novelty band featuring Busse’s
muted trumpet, well defined in his theme, Hot
Lips.

Sept. 9, 1936-Nov. 28, 1937, NBC. 30m,
Wednesdays at 4, then Sundays at 11:45 AM.
Maro-Qil.

IsHAM JONEs, a sweet band full of rich melody; a
launching pad for many major talents (first name
pronounced ‘‘Eye-sham’’).

Oct. 9, 1934-April 2, 1935, CBS. 30m, Tues-
days at 9:30. Vocals by Tito Guizar. Chevrolet.
Jan.-March 1936, Mutual. 30m, Sundays at 6.

Jack HYLTON, British bandmaster of the smooth
school. He arrived in the United States in 1935,
but his British musicians were not allowed to play
because of problems with the American Federation
of Musicians. Hylton formed a new band, com-
posed of Americans.

Oct. 13, 1935-June 28, 1936, CBS. 30m, Sun-
days at 10:30. Standard Oil.

JAN GARBER, diverse and enduring. His career ran
from World War I well into the 1970s; his many
sounds ranged from hot swing to sweet and low.
But his regular radio stints were few and far be-
tween.

1933-34, Blue Network. 30m, Sundays at 3:30.
The Yeast Foamers.

1934-35, Blue Network. 30m, Mondays at 8.
Jan Garber Supper Club. Northwest Yeast.

1935-36, Mutual. 30m, Sundays at 6:30.

1954-56, CBS. 30m, Saturdays at 4 until 1955,
then at 3:30.

JEAN GOLDKETTE, a trailblazing unit, filled with
major performers at early stages of their careers.
1929-31, NBC. 30m, Sundays at 10:15. The
Studebaker Champions for the car manufacturer.
Goldkette disbanded in 1931, at the height of his
fame. Champions resumed in 1934 with Richard
Himber and a much different sound indeed.

JiMMY DORSEY, led by the older half of the Dorsey
Brothers band. This good swing band had few reg-
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ular air opportunities after a single season, 1936,
on Bing Crosby’s Kraft Music Hall.

Feb. 3-March 10, 1939, Mutual. 30m, Fridays
at 8:30.

May—Oct. 1939, Blue Network. 30m, Sundays
at 4:15, 5, or 5:15.

June 14-Aug. 2, 1940, Blue Network. 30m, Fri-
days at 7:30.

JOE REICHMAN, ‘‘the Pagliacci of the piano,”” an

eccentric leader who played while standing. It was
not uncommon, according to Leo Walker (Big
Band Almanac) ‘‘to see him pitch a piano stool
onto the dance floor’” in a fit of temper. ‘‘He in-
sisted that radio announcers bring him on the air
by drawing out ‘Joe’ to ‘J-0-0-0-¢’ in a manner
supposedly achieved by an announcer one night
when he was fighting the urge to sneeze.”” Com-
mercial, midroad.

1954-55, CBS. 30m, Fridays at 10:30. Remotes
from ca. 1940 on.

Kay KYSER, the master of novelty orchestration. See
also KAy KyYser's KOLLEGE OF MUSICAL
KNOWLEDGE.

May-July 1937, Mutual. 30m, Sundays at 10.
Willys.

THE KiNG CoOLE TRIO, a black jazz combo com-
posed of Nat King Cole, piano; Oscar Moore, gui-
tar; and Wesley Prince, bass. Reportedly the first
black unit to gain sponsorship on network radio.

Oct. 26, 1946-April 10, 1948, NBC. 15m, Sat-
urdays at 5:45. Wildroot.

LARRY CLINTON, a fine swing band with vocals by
Bea Wain.

July 3, 1939-June 24, 1940, NBC. 30m, Mon-

days at 6:30, then at 7:30. Larry Clinton's Musical
Sensations.

LAWRENCE WELK, the pinnacle of mickey mouse
units, a saccharine polka group, heavy of accor-
dion and much lampooned in the wake of great
television success. Welk’s career as a bandleader
began in 1925 in South Dakota. He first appeared
on radio there, at WNAX, Yankton, in 1927. For
the next decade he played in near-total obscurity.
By the mid-1930s, his band had gone through sev-
eral sweeping changes, arriving at the ‘‘cham-
pagne music’’ style that he would play for the rest
of his life.



70 Band Remotes

June 1, 1949-March 28, 1951, ABC. 30m,
Wednesdays at 9:30, then at 10. The High-Life Re-
view. Miller Beer. This format continued, unspon-
sored, in various timeslots until Nov. 16, 1957.

LEO REISMAN, a top society band through the entire

1930s.

1931-33, NBC. 30m, Fridays at 9:30. With
Eleanor Roosevelt, 1932-33. Ponds Cream.

1934-37, NBC. 30m, Tuesdays at 8. Philip
Morris.

1937-38, NBC. 30m, Thursdays at 7:30. The
Sheaffer Revue. With host Bud Collyer and bari-
tone Ray Heatherton. Sheaffer Pens.

LET’s DANCE, Dec. 1, 1934-June 8, 1935, NBC. 3
hours, Saturdays at 10:30. Three orchestras: Benny
Goodman, Xavier Cugat, Kel Murray. National
Biscuit Company.

LYN MURRAY, a studio orchestra; regular series for
two seasons.
Oct. 11, 1943-March 23, 1945, CBS. 15m, three
a week at 6:15. To Your Good Health. House of
Squibb.

MORTON GOULD, another studio band.
Dec. 6, 1936-Oct. 6, 1942, Mutual. Many time-
slots briefly held, seldom more than a few months.

NAT SHILKRET, still another studio band, prominent

in the earliest days of the networks.

1931-32, CBS. 15m, five a week at 10:30. The
Chesterfield Quarter Hour, with Alexander Gray.

1933-34, CBS. 30m, Sundays at 8. Songs You
Love. Smith Brothers.

Jan. 7-March 25, 1934, Blue Network. 15m,
Sundays at 9:45. Bourjois.

1934-35, NBC. 30m, Saturdays at 9. Songs You
Love. Smith Brothers.

PAUL WHITEMAN, the self-styled ‘‘king of jazz,” the
biggest name in band music in the 1920s. White-
man focused on stage appearances and used radio
sporadically in its earliest years, then made up for
lost time.

Feb. 5, 1929-May 6, 1930, CBS. 60m, Tues-
days at 9. The Old Gold Hour.

Jan. 27, 1931-July 1, 1932, Blue Network. 30m,
Tuesdays at 8, then Fridays at 10. Allied Paints
(1931), Pontiac (1932).

July 8, 1932-March 27, 1933, NBC. 30m, Fri-

days at 10, then Mondays at 9:30. Pontiac (to
Sept.), then Buick.

June 26, 1933-Nov. 28, 1935, NBC. 60m,
Thursdays at 10. The Kraft Music Hall, often with
Al Jolson.

Jan. 5-Dec. 27, 1936, Blue Network. 45m, Sun-
days variously at 9, 9:15, and 9:45. Paul White-
man’s Musical Varieties. Woodbury Soap. With
Bob Lawrence, Johnny Hauser, Morton Downey,
Durelle Alexander, songs by the King’s Men, and
announcer Roy Bargy. The show featured a chil-
dren’s amateur contest. Near the end of the run
Whiteman introduced comedienne Judy Canova,
who inherited timeslot and sponsor in the Wood-
bury Rippling Rhythm Revue.

Dec. 31, 1937-Dec. 20, 1939, CBS. 30m, Fri-
days at 8:30 until mid-July 1938, then Wednesdays
at 8:30. Chesterfield Time, with Joan Edwards,
Deems Taylor (musical commentary), and an-
nouncer Paul Douglas. Whiteman took over the
slot vacated by Hal Kemp and two years later va-
cated it for the sensational new Glenn Miller or-
chestra.

Nov. 9-Dec. 28, 1939, Mutual. 30m, Thursdays
at 9:30.

June 6-Aug. 29, 1943, NBC. 30m, Sundays at
8. Paul Whiteman Presents. Summer substitute for
Edgar Bergen. Chase and Sanborn.

Dec. 5, 1943-April 28, 1946, Blue/ABC. 60m,
Sundays at 6. Paul Whiteman’s Radio Hall of
Fame. Philco.

Sept. 5-Nov. 14, 1944, Blue Network. 30m,
Tuesdays at 11:30. Music of current American
COmposers.

Jan. 21-Sept. 23, 1946, ABC. 30m, Mondays at
9:30. Forever Tops.

Sept. 29-Oct. 27, 1946, ABC. 60m, Sundays at
8. The Paul Whiteman Hour. Extended until Nov.
17, 1947, as a 30m show, The Paul Whiteman Pro-
gram, various days and times.

June 30, 1947-June 25, 1948, ABC. 60m, five
a week at 3:30. The Paul Whiteman Record Pro-
gram. Glorified disc-jockeyism.

Sept. 29, 1947-May 23, 1948, ABC. 30m,
Mondays at 8, then at 9 after Oct. On Stage Amer-
ica, for the National Guard. Whiteman’s orchestra
with John Slagle, George Fenneman, etc. Pro-
ducer: Roland Martini. Director: Joe Graham.
Writer: Ira Marion.

June 27-Nov. 7, 1950, ABC. 30m, Tuesdays at
8. Paul Whiteman Presents.

Oct. 29, 1951-April 28, 1953, ABC. Various



times. Paul Whiteman’s Teen Club. An amateur
hour with the accent on youth.

Feb. 4-Oct. 20, 1954, ABC. 30m, Thursdays at
9 until July, then Wednesdays at 9:30. Paul White-
man Varieties.

PERCY FAITH, primarily remembered for the theme
from the film A Summer Place, but active in bands
since the 1930s.

Oct. 5, 1938-April 24, 1940, Mutual. 30m,
Wednesdays at 9:30.

1941-42, NBC. 30m, Mondays at 10. The Car-
nation Contented Hour.

194849, CBS. 30m, Fridays at 10:30. The
Pause That Refreshes on the Air. With Jane Fro-
man. Coca-Cola.

PHIL HARRIS, a light novelty band of the early
1930s, featuring vocalist Leah Ray in bouncy du-
ets with Harris.

June 23, 1933-Dec. 14, 1934, Blue Network.
30m, Fridays at 9. Cutex.

RaLPH FLANAGAN, a strong Glenn Miller copy:
post-band-era nostalgia.
Jan.—July 1951, ABC. 30m, Mondays at 10.
1954-55, ABC, 30m, Thursdays at 9:30; CBS,
30m, Mondays at 10.

RAY ANTHONY, more Glenn Miller echoes.
1951-52, CBS. 30m, Fridays at 10:30.

RAY KINNEY, interpreter of Hawaiian rhythm; Alfred
Apaka, vocalist. May 14, 1938-Sept. 29, 1941,
Blue Network. Sporadic, briefly held timeslots;
various days.

RAY NOBLE, a notable sweet band full of soon-to-be
stars, among them trombonists Glenn Miller and
Will Bradley. Noble was a British maestro who
arrived in 1934.

Feb.—Oct. 1935, NBC. 30m, Wednesdays at
10:30. Coty Cosmetics.

1935-36, CBS. 30m, Wednesdays at 9:30.
Coca-Cola.

RAYMOND SCOTT, a swing group that came to prom-
inence in 1939.
Jan. 9, 1940-Dec. 24, 1944, CBS. Many brief
stands, various days.

RicHARD HIMBER, a highly popular 1930s band,
specializing in easy listening. Himber quickly as-
sembled his orchestra to fill an air date he had
cajoled out of NBC in 1932. He was on the air,
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often daily, from the Essex House and later from
the Ritz-Carlton Hotel. The NBC lines brought
him to national prominence and led him to com-
mercial work.

Aug. 1933, NBC. 30m, Saturdays at 7:30. The
Pure Oil Hour, with Eddie Peabody.

Jan. 7-Feb. 11, 1934, NBC. 30m, Sundays at
3:30. The Spartan Hour, with Frances Langford.
Spartan Radios.

June 13, 1934-June 26, 1936, CBS. Various
days and times. The Studebaker Champions, a
series resurrected by Studebaker from the Jean
Goldkette days. Also on NBC Monday nights July
9, 1934-June 24, 1935, and June 29, 1936-May
31, 1937.

Russ CoLUMBO, a singer of the early 1930s who
fronted an orchestra and was considered Bing
Crosby’s strongest rival until his death in a 1934
gunshot accident.

1931-32, Blue Network. 15m, three a week at
10.

1932-33, Blue Network. 15m, twice a week at
6:15.

Russ MORGAN, master of the ‘‘wah-wah’’ trombone
and leader of a soft, melodious group from 1935
on.

Feb. 13, 1937-Jan. 21, 1939, CBS. 30m, Sat-
urdays at 8:30. Often as Johnny Presents. Philip
Morris. Also: NBC, 30m, Tuesdays at 8.

SamMMY KAYE, the foremost example of mickey
mouse music, wrote George Simon: ‘‘where the
phrase came from I don’t know, except perhaps
that the music sounded as manufactured and me-
chanical as Walt Disney’s famous character—and
projected just about as much depth!”’ Kaye was on
the networks for two decades, bringing all the
usual sweet-music gimmicks (singing song titles,
etc.). His slogan was ‘‘Swing and sway with
Sammy Kaye.”’

1937-39, Mutual. Many brief timeslots.

Jan. 1-June 24, 1940, NBC. 30m, Mondays at
7:30. Sensation and Swing. Sensation Cigarettes.

1941-44, both NBC networks. Various slots.

Jan. 27, 1943-March 29, 1944, CBS. 30m,
Wednesdays at 8. The Old Gold Program, with
sportscaster Red Barber and later comic Monty
Woolley.

Jan. 2-April 30, 1944, Blue Network. 30m,
Sundays at 1:30. Sunday Serenade, a title used ex-
tensively by Kaye beginning with this date.
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May 7, 1944-Aug. 26, 1945, shows on two net-
works for Tangee: ABC, 30m, Sundays at 1:30;
Mutual, 30m, Thursdays at 8:30 (Aug.—Feb.).

Nov. 18, 1945-Jan. 25, 1948, ABC. 30m, Sun-
days at 1:30. Rayve Shampoo and Richard Hudnut.

Jan. 23, 1946-May 31, 1948, ABC. Various
30m timeslots. See also SO YOU WANT TO LEAD A
BAND.

1949-50, CBS. 30m, Sundays at 1:30. Treasury
Department.

1952-53, NBC. 30m, Sundays at noon.

1953-54, Mutual. 30m, Sundays at 2:30.

Jan. 6, 1947-Feb. 12, 1956, ABC. Many shows.
1951-52, 30m. Sundays at 5. Sylvania. 1953-54,
Sammy Kaye's Cameo Room, 15m, five a week at
8:15. 1954-55, 25m, four a week at 9. 1955-56,
20m, Sundays at 9:35.

THE SATURDAY NIGHT SWING CLUB, a weekly jam
session by America’s best practitioners of hot jazz.
June 13, 1936-Apri! 1, 1939, CBS. 30m, Sat-
urdays at 8. Bunny Berigan, Red Nichols, Benny
Goodman, Red Norvo, Tommy Dorsey, Duke El-
lington, Jack Teagarden, and Fats Waller were a
few of the jazz greats who appeared on this major
series. The program was anchored by a house or-
chestra under the direction of CBS staff conductor
Leith Stevens; in it were such players as bassist
Lou Shoobe, guitarist Dick McDonough, trombon-
ist Jack Jenney, pianist Walter Gross, and hot
drummer Billy Gussak. The stars were often con-
tent to sit in with the band, though usually they
were featured in freewheeling solos. Improvisation
was the order of the day: a number might unex-
pectedly turn into a hot race between pianist Gross
and drummer Gussak. Phil Cohan, Ed Cashman,
creators; Al Rinker, Bob Smith, producers; Paul
Douglas, Mel Allen, Ted Husing, announcers. Hor-
mel Packing.

SHEP FIELDS, purveyor of *‘rippling rhythm,”” music
to bubble accompaniment.

Jan. 3-Sept. 26, 1937, Blue Network. 30m, Sun-
days at 9:15. The Rippling Rhythm Revue with
tenor Frank Parker and comics Judy Canova and,
later, Bob Hope. Woodbury Soap.

1942, Mutual. 30m, Sundays at 10.

1943-44, Mutual. 30m, Saturdays at 4.

STAN KENTON, proponent of ‘‘progressive jazz."
1952-53, NBC. Various times. Concert in Min-
iature, some of the most unusual big band sounds

ever played. Kenton’s music was praised and
damned, and his Concerts were usually offered in
the summer months.

TED F1o RiTo, longtime leader of sweet music.

1935-36, Mutual. 30m, Saturdays at 8:30.

June—Sept. 1936, Blue Network. 30m, Fridays
at 9:30. Frigidaire Frolics.

193840, Mutual. 30m, Mondays at 8.

Tep WEEMS, a band made famous by one song,

Heartaches, which was recorded by Weems three
times and was a hit for two generations. The or-
chestra featured the whistling of Elmo Tanner and,
in the late 1930s, the vocals of Marvel (Marilyn)
Maxwell and Perry Como.

1933-34, Blue Network. 30m, Sundays at 7.

April 12, 1936-Nov. 28, 1937, Mutual. 30m,
Sundays at 1:30, then at 2:30. Varady of Vienna.

Tommy DORSEY ORCHESTRA, one of the smoothest

outfits on the air, highlighted by the ‘‘sentimental
gentleman of swing’’ on trombone. Vocalists in-
cluded Jack Leonard and Edythe Wright and, by
1940, Frank Sinatra, Jo Stafford, and the Pied Pip-
ers. The band was perhaps the scene’s most ver-
satile, capable of switching immediately from
Beale Street Blues to the Andante cantabile from
Tchaikovsky’s Fifth Symphony.

May 1936, CBS. 30m, Sundays at 7.

Aug. 4-25, 1936, CBS. 30m, Tuesdays at 9. Re-
placing Fred Waring. Ford Motors.

Nov. 9, 1936-Sept. 20, 1939, NBC. See THE
RALEIGH-KOOL PROGRAM.

June 1-Nov. 30, 1940, NBC. 55m, Saturdays at
5.

June 25-Sept. 17, 1940, NBC. 30m, Tuesdays
at 10. Substitute for The Bob Hope Show. Pepso-
dent.

Oct. 17, 1940-April 10, 1941, Blue Network.
30m, Thursdays at 8:30. Fame and Fortune, a mu-
sical quiz with Sinatra, Connie Haines, and the
Pied Pipers. Nature’s Remedy.

March 8-July 5, 1942, Blue Network. 30m,
Sundays at 8.

June 16-Sept. 8, 1942, NBC. 30m, Tuesdays at
10:30. Substitute for The Red Skelton Show. Ra-
leigh Cigarettes.

Sept. 16, 1942-Sept. 8, 1943, NBC. 30m,
Wednesdays at 8:30. Raleigh Cigarettes.

June 3-Sept. 30, 1945, NBC. 30m, Sundays at
8:30. Standard Brands.




July 22-Nov. 25, 1945, NBC. 30m, Sundays at
4:30. RCA.

March 20-Aug. 7, 1946, Mutual. 30m, Wednes-
days at 10. Endorsed By Dorsey.

May 17-Sept. 30, 1946, Mutual. 30m, Fridays,
then Mondays at 10. Tommy Dorsey’s Playshop.

Aug. 30-Oct. 18, 1946, Mutual. 30m, Fridays
at 8:30.

July 7-Sept. 29, 1946, NBC. 30m, Sundays at
8:30. The Tommy Dorsey Show. Substituting for
Fred Allen. Tenderleaf Tea. A solid half-hour of
postwar swing, with Charlie Shavers, Ziggy El-
man, and Wendell Niles, announcer.

THE VICTORY PARADE OF SPOTLIGHT BANDS, a

late-night wartime remote series, following the
best-loved bands in the nation to the scenes of
domestic war production: to camps and hospitals,
to plants and factories. The Victory Parade was
billed as the show *‘for the men and women on
the victory march ... wherever they are—Maine,
Florida, California, or Oregon—we bring them the
music they like best by the bands they like most.”
A different band was heard each night with the top
band of the week determined by record sales and
slotted in the coveted Saturday spotlight. The first
week’s lineup was composed of Kay Kyser, Guy
Lombardo, Sammy Kaye, Tommy Dorsey, and
Eddy Duchin. More than 1,200 shows were aired,
covering every type of popular music. The shows
had a rousing sound, the servicemen and war
workers providing a vigorous cheering section.
Each week a tabulation was given as to the number
of shows done and the miles traveled on “‘the vic-
tory march.”” Also known simply as Spotlight
Bands, the key word for the sponsor was ‘‘spot-
light’’; it was a Coca-Cola trademark, used con-
stantly in the company’s radio advertising.

Nov. 3, 1941-May 2, 1942, Mutual. 15m, five
a week at 10:15, with the top band of the week
heard Saturday night in a 30m finale. Coca-Cola.

Sept. 21, 1942-June 16, 1945, Blue Network.
30m, weeknights and some Saturdays at 9:30.
Coca-Cola.

June 18, 1945-Nov. 22, 1946, Mutual. 30m,
three a week at 9:30. Coca-Cola.

VINCENT LOPEZ, one of the original bands of the

air, first heard on WJZ in 1921 and active through-
out the prenetwork era.

Sept.—Nov. 1928, CBS. Wednesdays at 10.
Kolster Radios.
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Feb.—June 1933, Blue Network. 30m, Sundays

at 10:15.

1934, CBS. Tuesdays at midnight.
1941-43, Blue Network. 30m, twice a week at

2.

1943-46, Mutual. 30m, four to six a week at

1:30.

1949-56, Mutual. 30m, five a week, usually at

1 or 1:30. Luncheon with Lopez.

1950-51, NBC. 30m, Saturdays at 12:30.

1951-56, ABC. 30m, Saturdays at 1:30.
WAYNE KING, ‘‘the waltz king,”” offering flowing
dance music for the older crowd. Estimated to play
more classics than any other two or three bands
combined.

July 29, 1930-Jan. 27, 1931, NBC. 30m, Tues-
days at 8. Pure Oil.

Sept. 27, 1931-Jan. 26, 1940, NBC, CBS. Long
runs with overlapping dates and various timeslots
for Lady Esther cosmetics. King helped establish
this struggling cosmetics company and made it one
of radio’s most potent advertisers.

Oct. 21, 1939-Jan. 25, 1941, CBS. 30m, Sat-
urdays at 8:30. Colgate-Palmolive for Halo Sham-
poo, etc.

June 7, 1941-March 21, 1942, CBS. 30m, Sat-
urdays at 7:30. Luxor.

June 3-Sept. 23, 1945, NBC. 30m, Sundays at
7. Substitute for The Jack Benny Program. Lucky
Strike.

June 14-Sept. 6, 1946, CBS. 30m, Fridays at
9:30. Substitute for The Jimmy Durante Show.
Rexall.

1947, Ziv syndication, 78 quarter-hour shows
released.

Wooby HERMAN, a swinging outfit by almost any
standard during the 1940s; prior to that his was
known as *‘the band that plays the blues.”” Herman
divided his swing bands into ‘‘herds’’: his ‘‘First
Herd”’ rode in 1944-45. His radio opportunities
were largely confined to remotes, with a few ex-
ceptions.

March 26-April 30, 1942, Mutual. 30m, Thurs-
days at 8:30.

1944, CBS. Summer series, 30m, Wednesdays
at 8. Old Gold Cigarettes.

Oct. 13, 1945-July 5, 1946, ABC. 30m, Satur-
days at 8, then Fridays at 8. The Woody Herman
Show. Wildroot Cream Oil. Singer Frances Wayne
and bassist Chubby Jackson got billing; Herman
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was billed as ‘‘the man behind the voice and the
clarinet.”’

July 13-Aug. 31, 1947, CBS. 30m, Sundays at
4:30.

1955-56, CBS. 25m, Saturdays at 10:05.

XAVIER CUGAT, rthumbas and other music with a
Latin beat.

1933-35, NBC. 15m, five a week at 6.

1940-41, NBC. 30m, Thursdays at 7:30.

Jan. 9, 1941-July 7, 1942, NBC. 30m, Thurs-
days at 7:30 until Jan. 1942, then Blue Network,
Tuesdays at 8. Xavier Cugat's Rhumba Revue.
Camel Cigarettes.

July 10, 1942-March 19, 1943, CBS. 30m, Fri-
days at 10. The Camel Caravan. Camel Cigarettes.

Sept. 4-Nov. 27, 1943, Blue Network. 30m,
Saturdays at 11 A.M. Dubonnet.

Dec. 1, 1943-July 26, 1944, Mutual. 30m,
Wednesdays at 8:30. Dubonnet.

Aug. 3-Sept. 7, 1947, CBS. 30m, Sundays at
10. Eversharp.

July 7-Sept. 22, 1948, ABC. 30m, Wednesdays
at 8.

THE BARON AND THE BEE, quiz show with
a spelling bee motif.

BROADCAST HISTORY: July 21, 1953-Jan. 16,
1954, NBC. 30m, Tuesdays at 9 until Sept., then
Saturdays at 7, Nov.—Jan. CAST: Jack Pearl as
Baron Munchhausen, teller of tall tales. Cliff Hall
as Sharlie.

The Baron and the Bee was a comedy quiz in
which teams of contestants competed for cash
prizes in spelling bees conducted by one of ra-
dio’s most outrageous characters. Jack Pearl had
created radio’s Baron Munchhausen in the early
*30s, inspired by the real hunter, soldier, and
yarnspinner of 18th-century Germany. Pearl’s
routine consisted of heavy dialect, peppered with
verbal explosions when his straight man, CIiff
Hall, refused to believe his exploits. But his clas-
sic punch line, ‘‘Vass you dere, Sharlie?”” was
virtually his entire act, and his spelling bee
spelled the end of a career that had had such a
sensational beginning, in 1932.

BARRIE CRAIG, CONFIDENTIAL INVES-
TIGATOR, detective drama.

BROADCAST HISTORY: Oct. 3, 1951-June 30,
1955, NBC. 30m, various times. Brief periods of

sponsorship by Lewis-Howe (1952), Knomark,
and Coleman (both 1953) but mostly sustained.
Broadcast from New York 1951-54; from Holly-
wood 1954-55. CasT: William Gargan as Barrie
Craig, private eye. Ralph Bell as Lt. Travis Rogers
(ca. 1951-53). Also (from New York): Elspeth
Eric, Parker Fennelly, Santos Ortega, Armold
Moss, etc. (from Hollywood): Betty Lou Gerson,
Jack Moyles, Barney Phillips, Parley Baer, Vir-
ginia Gregg, Vivi Janiss, etc. DIRECTORS: Hi-
man Brown (New York); Arthur Jacobson,
Andrew C. Love (Hollywood). WRITERS: Louis
Vittes, John Roeburt.

Barrie Craig operated out of a Madison Av-
enue office, worked alone, and seldom rose
above B-grade detective fare. For William Gar-
gan, who had originated the better-known Martin
Kane character, it was an interesting bit of type-
casting. As a young man he had worked in a real
detective office and had once confessed amuse-
ment at the blunders of radio detectives.

BARRY CAMERON, soap opera.

BROADCAST HISTORY: April 16, 1945-Oct. 11,
1946, NBC. 15m continuation, weekdays at 11:30
AM. Sweetheart Soap.

CAaAsT: Spencer Bentley as Barry Cameron, a veteran
returning from three years of war. Florence Wil-
liams as his wife Anna. Doris Rich as Vinnie, the
maid. ANNOUNCER: Larry Elliott. PRO-
DUCER: Duane Jones agency. WRITERS: Rich-
ard Leonard and Peggy Blake.

The original title of this serial was The Soldier
Who Came Home, which was changed about
three months into the show.

THE BARTONS, serial drama.

BROADCAST HISTORY: Dec. 25, 1939-Oct. 31,
1941, Blue Network. 15m continuation, weekdays
at 5:30.

Nov. 3, 1941-Sept. 11, 1942, NBC. 15m, week-
days at 11:30 A.M., later at 5:45. Duz.

CasT: Dick Holland as Bud Barton. Bill Bouchey
and Les Damon as Henry ‘‘Pa’’ Barton. Fern Per-
sons as Ma Barton. Kathryn Card as Grandma
Barton. Jane Webb as Midge. Cliff Soubier as Po-
lice Chief Herman Branch. Ed Prentiss and Don
Kraatz as Col. Francis Welch. Fred Sullivan as
Judge Summerfield. DIRECTOR: Frank Papp.
WRITER: Harlan Ware.



The Bartons began as a comedy serial for
young people in the late afternoon, underwent
several changes of title (Those Bartons, The
Story of Bud Barton, Bud Barton), and, after its
first two seasons, became part of the soap opera
schedule.

BATTLE OF THE SEXES, quiz with a staunch
male-female competition.

BROADCAST HISTORY: Sept. 20, 1938-Feb. 2,
1944, NBC. 30m Red Network, Tuesdays at 9 until
Aug. 31, 1943, then Wednesdays at 8:30. Blue
Network, Molle Shave Cream (Red), Energine
(Blue).

HosTts: Frank Crumit and Julia Sanderson, a hus-
band-wife team, popular from the first years of net-
work radio. EMCEES: Jay C. Flippen and Walter
O’Keefe (after Crumit and Sanderson left in July
1942).

This series was ‘‘designed to prove once and
for all’’ whether men or women were smarter.
Crumit headed the male team; Sanderson was the
female general. Each questioned the other, San-
derson interrogating the men while Crumit mar-
shaled his forces and awaited his turn. The
questions were prepared by editors from Quiz
Digest magazine.

In 1942 the format changed. Flippen and
O’Keefe were hosts, and men from the Armed
Forces were thrown into battle against female
war workers and women from USOs and can-
teens. It was spirited, but if it ever proved which
sex is smarter, the evidence has remained hid-
den.

BEAT THE BAND, musical quiz.

BROADCAST HISTORY: Jan. 28, 1940-Feb. 23,
1941, NBC. 30m, Sundays at 6:30. Kix Cereal.
CasT: Garry Moore, master of ceremonies, with
the 14-piece Ted Weems Orchestra, including
Elmo (‘“‘the Whistling Troubador’’) Tanner,
*“Country’’ Washbumne, comedic sax man Red In-
gle, Orm Downes, Rosy McHargue, and vocalists
Parker Gibbs, Marvel Maxwell, and Perry Como.

June 15, 1943-Sept. 6, 1944, NBC. 30m, begin-
ning as a summer replacement for The Red Skelton
Show, Tuesdays at 10:30 until Sept. 1943; then
Wednesdays at 8:30. Raleigh Cigarettes until June
1944, CasT: ‘‘The Incomparable Hildegarde'’
(Hildegarde Loretta Sell), hostess until June 1944;
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then Eddie Mayehoff, host. ANNOUNCERS:
Marvin Miller, Tom Shirley, Fort Pearson. Mu-
s1C: Harry Sosnik’s band.

The two runs of Beat the Band were similar
in title only. Originally aired from Chicago, it
came on the heels of Horace Heidt’s popular Por
0’ Gold and offered a scaled-down quiz with
cornpone roots. Questions were solicited from
listeners and read to the band by a highly ener-
getic Garry Moore. Listeners got $10 for sub-
mitting usable material; those who ‘‘beat the
band’’ got at least $20 and a case of Kix cereal.
The questions were usually posed as riddles. (Q:
What song title tells you what Cinderella might
have said if she awoke one morning and found
that her foot had grown too large for the glass
slipper? A: Where, Oh Where Has My Little Dog
Gone?) Musicians who missed their answers had
to “‘feed the kitty’’ by tossing half-dollars onto
a big bass drum, a sound that came over the air
like popcorn in a land of giants. The singer or
player who scored the most points took home the
kitty. Elmo Tanner added a distinctive touch
with whistling interludes, Perry Como was on
the verge of a major career, and Marvel Maxwell
offered an almost innocent and shy counterpoint
in her answers. The band mugged to the rafters.
Never again would Garry Moore sound this
young and pumped-up.

The 1943 revival was broadcast from New
York. Listeners won $25 and a carton of Ral-
eighs for sending in questions: for beating the
band, the jackpot was $50. Packs of Raleighs
were thrown on the bass drum and sent to serv-
icemen in the war effort. Radio Life found the
performance of femcee Hildegarde charming,
feminine, and alluring: she joined wholeheart-
edly in the gags, laughed loudly, and shouted
boisterously to the boys in the band. Her catch-
phrase, ‘“‘Give me a little traveling music,
Harry,” was filched by Jackie Gleason and re-
cycled for the first TV generation.

BEATRICE FAIRFAX, love drama and advice
to the lovelorn.

BROADCAST HISTORY: March 10-June 30, 1934,
NBC. 30m, Saturdays at 9:30. General Foods.
May 1936, CBS. 15m, Fridays.
Aug. 31, 1937-Feb. 25, 1938, Mutual. 15m,
four a week at 2:45. Silver Dust.
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Fairfax was a love-advice newspaper colum-
nist: her shows usually offered two love dramas
and a gamut of ‘‘heartthrob’’ problems each
week.

THE BEATRICE LILLIE SHOW, musical
variety, heard under several titles, all with the
Toronto-born Lillie as centerpiece.

BROADCAST HISTORY: Jan. 4-June 28, 1935,
NBC, Blue Network, then Red. 15m, Fridays at 9.
Borden Milk. Lillie was backed by the Cavaliers
Quartet and the music of Lee Perrin.

Feb. 7-May 22, 1936, CBS. 30m, Fridays at 8.
The Flying Red Horse Tavern. Socony Oil. Walter
Woolf King, master of ceremonies; Lennie Hayton
Orchestra; vocals by ‘‘the Tavern Singers.”’

Jan. 6-July 28, 1937, Blue Network. 30m,
Wednesdays at 8. Broadway Merry-Go-Round. Dr.
Lyons Tooth Powder. Music by Al Rickey.

BEHIND THE FRONT PAGE
BRIGHTER TOMORROW, dramas.

and A

BROADCAST HISTORY: Oct. 13, 1946-Aug. 31,
1947, Mutual. 30m, Sundays at 10, 8:30 from July
20. A Brighter Tomorrow, also known as The Ga-
briel Heatter Show. Mutual of Omaha.

Sept. 7, 1947-July 25, 1948, Mutual. 30m, Sun-
days at 10: Behind the Front Page, a veritable con-
tinuation of A Brighter Tomorrow under a new
title. Mutual of Omaha. Continued as Gabriel
Heatter Comments, Sundays at 7:30, until Dec. 19,
1948.

CAsT: Gabriel Heatter, host and narrator. AN-
NOUNCER: Cy Harrice. Music: Charles Paul
on organ. DIRECTOR: Ted Corday.

These series, though of different titles, were
the same in almost every way. As A Brighter
Tomorrow, stories had conflict but upbeat end-
ings. Heatter put himself on the periphery of the
action, as part of the audience, and at the end
wrapped it up with a barrage of cheery and op-
timistic homilies: count your blessings, there’s
opportunity in this great land for everyone.

The change to Behind the Front Page seemed
greater than it was. Now purporting to tell the
stories behind the newspaper headlines, it was in
fact the same show, with the same sponsor and,
for much of the run, the same timeslot. Heatter
now capitalized on his reputation as ‘‘America’s
ace commentator,”’ rooting out the human tales

of people ‘‘behind the front page.”” He narrated
in his usual husky style, telling tales of “‘love,
hate, jealousy, and fear,’” but each proving in the
end that every cloud had a silver lining.

BEHIND THE MIKE, interviews with radio
people.

BROADCAST HISTORY: 1931-32, CBS. 15m,
Mondays at 9:15. Frostilla.

Sept. 15, 1940-April 19, 1942, Blue Network.
30m, Sundays at 4:30. Continued until June 7,
1942, under new titles This Is the Truth, then Noth-
ing but the Truth.

CAST (1940-42): Graham McNamee, host; also,
Ben Grauer. ANNOUNCER: Gilbert Martin. Mu-
sic: Emie Watson, Jimmy Lytell. WRITER:
Mort Lewis.

Little is known of the first Behind the Mike,
of 1931. The 1940 series was billed as ‘‘radio’s
own show, the stories behind your favorite pro-
grams, favorite personalities, and the radio peo-
ple you never hear of.”” Guests included Lee De
Forest, whose inventions of the audion and the
‘‘wireless telephone’’ made radio possible, and
Walter Compton, who told of heartwarming lis-
tener response to the plight of an unfortunate on
his Double or Nothing series. Graham McNamee
told of announcer fluffs, revealed ‘‘what happens
when a daytime serial needs firing up,” de-
scribed a ‘‘sound effect of the week,”” and read
letters from listeners.

BELIEVE IT OR NOT, drama of freaks and
strange facts, with Robert L. Ripley.

BROADCAST HISTORY: April 14, 1930-Jan. 26,
1931, NBC. 30m, Mondays at 7:30. Colonial Bea-
con Oil Company.

May 20, 1931-June 3, 1932, Blue Network.
15m, Wednesdays and Fridays at 7:15. Standard
Oil, Esso.

Jan. 6-March 24, 1934, NBC. 60m, Saturday at
10. Joined the series Saturday Party. Hudson Mo-
tor Car Company. ANNOUNCER: Curt Patterson.
VocCALIST: Linda Lee. Music: B. A. Rolfe.

Oct. 6, 1935-June 27, 1937, Blue Network.
30m, Sundays at 7:30. The Baker's Broadcast.
Fleischmann’s Yeast. VocALIsTS: Ozzie and
Harriet Nelson. DIRECTOR: Ed Gardner.

July 16, 1937-Oct. 3, 1938, NBC. 30m, Blue
Network, Fridays at 9 until Oct. 1937; then Red



Network, Saturdays at 8 until April 1938, then
Tuesdays at 10 until July, then Mondays at 8. Gen-
eral Foods. ANNOUNCERS: Ben Grauer, Graham
McNamee. ORCHESTRA: B. A. Rolfe.

March 31, 1939-Dec. 6, 1940, CBS. 30m, Fri-
days at 10:30, then at 10. Subtitled See America
First with Bob Ripley. Royal Crown Cola for Nehi.
VocALisT: Linda Lee. DIRECTOR: Herbert
Sanford.

Jan. 17-July 25, 1942, Blue Network. 30m, Sat-
urdays at 10. A tribute to Latin America under the
subtitle ‘‘See All the Americas,’’ with rhumba and
samba music by the (Al) D’Artega orchestra, and
overall musical direction by B. A. Rolfe.

Jan. 18-April 14, 1944, Mutual. 15m, five a
week at 9:15. Pall Mall Cigarettes.

April 12-Oct. 4, 1945, CBS. 30m, Thursdays at
10:30. Romance, Rhythm, and Ripley. Bourjois.

May 12, 1947-Sept. 3, 1948, NBC. 15m, five a
week, at 1:15. *‘Pages from Robert L. Ripley’s Ra-
dio Scrapbook.”” ANNOUNCER: Bill Griffis.
NARRATOR: Gregory Abbott, '‘the dean of
newsreel commentators.”’ DIRECTOR: Walter
McGraw. WRITER: George Lefferts. STAR:
Robert L. Ripley, the newspaper cartoonist who
made a career out of chronicling the unusual.
CREATOR-PRODUCER: Douglas F. Storer. D1-
RECTORS: Ed King, Eddie Dunham, etc.

Believe It or Not and radio were made for each
other. The series adapted to any format and
timeslot and proved itself time and again to be
among the air’s most durable concepts. In 1940
Radio Guide described Ripley’s as *‘consistently
the most interesting and thrilling program on the
air.”’

*‘Never did so miscast a performer score so
sweeping a success,’’ wrote Ripley’s biographer
Bob Considine. Burdened by the twin handicaps
of shyness and a stutter, Ripley rose above both
and held the audience for two decades. He guar-
anteed the truth of his stories but was not above
fudging his ‘‘authentication’’ for dramatic im-
pact.

Ripley claimed Christmas as his birthday, but
Considine said he was actually born Dec. 26,
1893. He added the name Robert to his real
name, LeRoy, when he was about 20 years old.
His career in journalism dates from around 1909,
when he was hired as a cartoonist for the San
Francisco Bulletin. In 1918 he began drawing a
panel of sports oddities. Soon he was considered
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a specialist on bizarre happenings, and in 1929
Simon & Schuster published his most startling
cartoons in a book. He moved to King Features
Syndicate, where within a year his income
reached $100,000. Within a few years, his Be-
lieve It or Not enterprises extended to radio,
movies, and vaudeville. He employed research-
ers, secretaries, and technical assistants. Nine
people kept busy at King Features answering his
mail.

Considine, who in preparing his biography
had access to early transcriptions not generally
available, describes Ripley’s first radio shows
as ‘‘mumbling, fumbling, stumbling...com-
pounded of simple mike fright and gross inep-
titude. The script shook in Ripley’s hands. It fell
to the floor, and in retrieving it, he almost [sent]
the microphone hurtling into the audience.’”

His radio debut was nonetheless compelling.
Invited to the Blue Network’s Collier Hour in
1930, he opened with his ‘‘Marching Chinese’’
assertion. If all the Chinese marched four abreast
past a given point, Ripley said, they’d never fin-
ish passing. This was widely disputed, but Rip-
ley achieved such infinity with simple math: if
U.S. Army marching regulations were followed,
26,280,000 Chinese would pass each year, but
given a birth rate of 10 percent and figuring that
half the children would die in infancy, there
would still be 30 million new marchers each
year. People were intrigued: not only did Ripley
deal with nature’s freaks, he was clever with
everyday facts as well. Considine believed it im-
possible that Ripley could sit down to a steak
dinner without calculating how many steaks
were in the average steer and going on from
there.

The response to his Collier Hour show was so
strong that, on April 14, he was inserted into a
Monday night NBC slot for his first regular se-
ries. This was very simple radio, as was his two-
a-week 1931 show for Esso. He just told some
of his adventures in travel, Considine said, and
related ‘‘some of the weirder items from his vo-
luminous Believe It or Not files.”’ But his broad-
casting career underwent vast improvement in
1933, when he was added to B. A. Rolfe’s Sat-
urday night variety program. Douglas F. Storer,
producer of the Rolfe show, had caught Ripley’s
early broadcasts. Storer was able to see past the
cartoonist’s fumbling microphone demeanor to
what might be possible with such a show, and
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he became Ripley’s longtime guiding force on
radio.

Dramatization was the key. If Ripley had only
to introduce the drama, a real piece of dynamic
radio might be achieved. On Rolfe’s Saturday
Party, Ripley’s air time would be limited to brief
introductions, less than a minute, and giving the
authentication after the play. This was packaged
with Rolfe’s dance music, novelty tunes, and
commercials for the new Hudson Terraplane.
There was a male trio, a popular singing style of
the time, and Ripley was introduced in a colorful
bit of tongue-twisting that he would carry into
later shows. ‘‘Radio’s regal revealer of remark-
able realities’” he was called, setting up a
Baker’s Broadcast of mid-1937, and some of his
copy, as reported by Considine, might have
played well on Fibber McGee and Molly.

He took diction lessons to eliminate his stutter.
For his mike fright, a few drinks would help, and
sometimes, it was said, he had more than a few.
His shows, done across 19 years for a variety of
sponsors, fell into similar formats, Ripley being
the centerpiece of longer shows featuring acts
that had nothing to do with the unusual. By 1935
Ripley had become a national conduit for unu-
sual happenings, and tips received by his staff
accumulated by hundreds a day.

He was one of the first radio performers to
make regular use of remote pickups. He spoke
with rapids-runners on the Colorado River and
with people trekking under Niagara Falls. He in-
terviewed a polio victim in an iron lung and
talked by shortwave with Douglas ‘‘Wrong
Way"' Corrigan, who set out in his small plane
for California and managed to land in Dublin,
Ireland. In 1938, in one of his most dramatic
shows, he staged a firewalking event in the park-
ing lot at Radio City, describing for his audience
how Kuda Bux of India could traverse a bed of
hot coals.

He was said to be the first person to broadcast
from midocean. He claimed that his voice was
heard from more distant places than any other
speaker’s. He broadcast live from Schenectady
to Sydney, then went 10,000 miles to keep a
blind date with the woman he had interviewed
on the air. His shows combined mystery, sus-
pense, and romance. When American GIs
stormed the beaches of North Africa, one of the
passwords they used to tell friend from foe was
‘‘believe it or not.”” On the air, Ripley was a

strange mix of P.T. Barnum, Bill Stern, and
Casper Milquetoast. He was ‘‘habitually blush-
ing,”’ said Newsweek, but his acts of daring
could keep a listener on the edge of the seat. A
notable example was the show in which Ripley
and a snake handler were lowered into a pit of
rattlesnakes. When a power failure plunged the
pit into darkness, the snake man could clearly
be heard saying, ‘‘Let’s get the hell out of
here!”’

Storer believed that listeners were fascinated
by radio’s new ability to reach distant locales.
Ripley’s 1940 CBS Nehi show, See America
First with Bob Ripley, went on the road. Accom-
panied by a vocalist, an agency representative,
writers, and engineers, he roamed from the floor
of the Grand Canyon to an underwater garden
off the coast of Florida. His Mutual series of
1944 concentrated on ‘‘amazing new wonders
culled from a world at war.”” This daily 15-
minute offering had Ripley telling of amazing
events—some from antiquity—that had occurred
at the site of that day’s headlines. A British pa-
trol was trapped in the same valley where Isra-
elites were surrounded by Philistines 3,000 years
ago, and escaped through the same passage. A
young American was almost hit by a piece of
enemy shrapnel, then found his father’s name cut
into the metal—his father, a mechanic at Boeing
Aircraft, had cut his name on the engine of his
1929 automobile but had no idea how the scrap
fell into the hands of the ‘‘Japs’’ and nearly
killed the son.

Throughout his life, Ripley was viewed by the
press as an enigmatic figure. More than once he
was described as his own kind of curiosity. He
collected cars but did not drive; he had an almost
superstitious fear of the telephone. In his last
years he became ever more eccentric. He was a
hard taskmaster to his crews and was said by
biographer Considine to have a volatile, unpre-
dictable temper. He died May 27, 1949.

BEN BERNIE, THE OLD MAESTRO, mu-
sical variety.

BROADCAST HISTORY: 1930-31, WJZ and Blue
Network, beginning Jan. 17, 1930. 30m, Fridays
at 8. Mennen.

June 2, 1931-July 26, 1932, CBS. 15m, Tues-
days at 10:15, then 30m, Tuesdays at 9. Pabst
Beer.



Sept. 13, 1932-Oct. 22, 1935, NBC. 30m, Tues-
days at 9. Pabst Beer.

Oct. 29, 1935-Oct. 19, 1937, Blue Network.
30m, Tuesdays at 9. American Can Company.

Jan. 12-July 6, 1938, CBS. 30m, Wednesdays
at 9:30, then at 8:30. U.S. Rubber.

Oct. 2, 1938-July 3, 1940, CBS. 30m, Sundays
at 5:30. Musical quiz format. Half-&-Half To-
bacco.

Oct. 1, 1940-April 1, 1941, Blue Network. 30m,
Tuesdays at 8. Bromo Seltzer. Moved to Fridays
at 9 as of April 11 and continued, sustained, until
Aug. 1, 1941.

June 22, 1941-March 5, 1943 (intermittent, with
long break Dec. 1941-June 1942), CBS. 15m,
weekdays at 5:45. The Ben Bernie War Workers’
Program. Wrigley’s Gum.

CAsT: Ben Bernie and ‘‘All the Lads,’”’ as his or-
chestra was known. Vocalists Jane Pickens, Buddy
Clark, Mary Small, Pat Kennedy, Dinah Shore,
Scrappy Lambert, Little Jackie Heller. Comics
Lew Lehr, Fuzzy Knight. ANNOUNCERS: Jimmy
Wallington (Pabst era), Harlow Wilcox, Harry Von
Zell, Bob Brown.

Throughout his career, Ben Bernie was one of
radio’s most popular personalities. In 1933, when
his show peaked well into the top ten at 34 points,
Bernie had a style that was uniquely his. He
wasn’t a musician, though he did play the violin.
He wasn’t an expert leader or arranger, leaving
baton duties to first violinist Mickey Garlock. He
wasn’t a good comic, his gags listing to stale
warmed-overs. He wasn’t a keen talent scout,
though notables including Oscar Levant, trom-
bonist Lou McGarity, sax man Dick Stabile, and
singer Dinah Shore passed through his ensemble
on their way somewhere else. What Bernie was,
and he excelled at it, was a personality.

He blended words: he clipped his g’s, and still
his voice managed to suggest influences of Eu-
rope as well as Brooklyn and the Old South. Ber-
nie could refer to his audience as ‘‘youse guys
and youse gals’’ and still hold an image of so-
phistication. His trademarks were the fat cigars
he chainsmoked, the phrases ‘‘au revoir’’ and
‘‘yowsah, yowsah, yowsah,’’ and his traditional
closing, ‘‘pleasant dreeeaaaams.’’ His plea in the
depths of the Depression—‘‘Come back, pros-
perity, all is forgiven!’’—was a classic, remem-
bered for years. His lingo was unique,
‘“‘yowsah’’ being merely a cornerstone in the
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‘‘Bible of Berniana.”” He was a ‘‘radio natural,”’
hotly pursued by sponsors, according to the trade
press of the day. ‘‘His radio shows reflect seren-
ity and harmony, edged possibly by just a trace
of condescension,’’ said his entry in the 1941
Current Biography.

He was born Bernard Anzelvitz May 30, 1891,
and was considered by his mother the ‘‘infant
wonder of the violin.”’ But if Bernie had any real
musical genius, it remained well hidden behind
his gift of gab. ‘‘For most orchestra leaders, di-
alogue is the nexus between musical numbers,’’
said Current Biography: ‘‘but for Ben Bemnie,
music is merely an interlude between snatches of
talk.”” He came up through vaudeville, for a time
teamed with Phil Baker in violin-accordion rou-
tines with comic undertones. His first band had
been formed by Don Juelle: by one account,
Juelle rented it to Bernie, who billed it ‘‘Ben
Bernie’s Orchestra.”” It was ‘‘an excellent stage
band,”’ one critic wrote, and Bernie ‘‘may have
been the first [band] performer to adopt an in-
formal, clowning style.”

By the time of his first radio series in 1930,
his act was complete. Radio Stars thought he
projected a ‘‘smug air of assurance,’’ but it was
agreed that he had savior faire by the bucket. His
opening theme was It’s a Lonesome Old Town:
to close, the ‘‘lads’’ would play Au Revoir while
Bernie talked nonsense and fluff (remembered by
his fans for decades) over the music. And now,
we've gotta leave you here . . . don’t forget that
good old Pabst Blue Ribbon beer. .. Yowsah!
... Au revoir, a fond cheerio, a fond toodle-doo,
a bit of a tweet-tweet . . . God bless you . . . and
pleasant dreeeeeeaaaaams. . . .

Bernie’s ‘‘feud’’ with Walter Winchell was
more show business gimmickry. It had no more
basis in true acrimony than the famous Fred Al-
len-Jack Benny feud a few years later. Bernie
and Winchell, both coming from vaudeville,
knew how to work a crowd, and, predictably, a
large segment of the radio audience took the act
at face value. Bernie insulted Winchell on the
air; Winchell replied in kind, on his own radio
show or in his newspaper column. When a joint
appearance was arranged at the Paramount, they
played to overflow crowds. Bernie finally called
a truce after Pearl Harbor, when a woman in his
audience stood and scolded him for criticizing
such a good American as Walter Winchell.

Bernie’s best commercial association was with
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Pabst: he had a long remote run in the Pabst
pavilion at the Chicago Century of Progress Ex-
hibition in 1931; thereafter, his show was mostly
heard from New York. The broadcasts high-
lighted such major guests as Fanny Brice and
Sophie Tucker, and his own musical numbers
usually ran to light comedy. When he did
Mamma Makes Me Practice, one reporter wrote
in 1936, *‘he talked it into the mike, and Mickey
Garlock scraped a few discordant notes on his
fiddle, like a kid practicing.”’” He did not run by
the clock: he seldom timed a show, his secretary
Eleanor Smith told a reporter, preferring to judge
the time instinctively and make up with medleys
at the end. Thus his shows have a sound of
patchworked closings—if a show is tight, it
fades fast; otherwise, Bernie says goodnight, too-
dle-doo, and au revoir at his leisure. ‘‘Should
you ever send in a request-a, why, we’ll sho’ try
to do our best-a,”” he would sometimes say, clos-
ing a show.

He thrived in the *30s and in 1941 settled into
a quarter-hour daily salute to war workers that
Radio Life considered well suited to his style.
His regulars included electric guitarist Les Paul,
the King’s Jesters vocal trio, and singers Jack
Fulton, Russ Brown, and Gale Robbins. But Ber-
nie became ill in 1943, leaving the show to his
cast in mid-January. On Oct. 23, he died.

BENAY VENUTA, singer from the nightclub
circuit.

BROADCAST HISTORY: March—June 1935, CBS.
15m, Fridays al 3; also, 30m with the Freddie Rich
Orchestra, Thursdays at 7:30.

June 23, 1935-April 26, 1936, CBS. 30m, Sun-
days at 7. Freddie Rich’s Penthouse Party.

Jan.—April 1938, Mutual. 60m, Saturdays at 2.
Venuta was billed as ‘‘writer, producer, director,
announcer, and singer.”’

193840, Mutual. Various brief timeslots, often
on Sundays. Last noted in a regular 30m singing
series Oct. 9, 1938-Feb. 9, 1940.

Benay Venuta became a network performer
after a 1935 appearance on Al Jolson’s Shell
Chateau. In 1948, long after her retirement as a
singer, she hosted a Saturday Mutual quiz show,
Keep Up with the Kids. The game pitted children
against their parents (Roddy McDowall and his
father, Penny Singleton and her daughter, and
Pat O’Brien and his son were some of the celeb-

rity contestants) for a prize that was donated to
charity.

BEST PLAYS, dramatic anthology.

BROADCAST HISTORY: June 8, 1952-Sept. 27,
1953, NBC. Sundays at 9; Fridays at 9 beginning
fall 1952; Sundays at 8:30 beginning June 1953;
60m and 30m series aired. CasT: Host John
Chapman, drama critic of the New York Daily
News. Top stage performers in leading roles, with
support by New York radio people: Mason Adams,
Lawson Zerbe, Edgar Stehli, Karl Weber, Joseph
Julian, Joe DeSantis, Luis Van Rooten, Roger
DeKoven, Wendell Holmes, etc. ANNOUNCERS:
Robert Denton, Fred Collins. SUPERVISOR:
William Welch. DIRECTORS: Edward King,
Fred Weihe. WRITERS-ADAPTERS: Emest Ki-
noy, George Lefferts, Claris A. Ross.

Best Plays was based on the theatrical year-
book begun by Burns Mantle in 1919. As a sur-
vey of the Broadway stage, it was ideal for radio.
The well was deep, providing drama and comedy
that had not been overworked on other shows. It
was transcribed in New York, ‘‘where the Amer-
ican stage begins.”’

Host John Chapman was also the anthology’s
editor after Mantle died in 1947. Among the
plays were A Bell for Adano with Arthur Ken-
nedy, Night Must Fall with Alfred Drake, and
Arsenic and Old Lace with Boris Karloff.

THE BETTER HALF, quiz.

BROADCAST HISTORY: March 22, 1942-Jan. 19,
1950, Mutual. 30m A quagmire of schedule
moves; two dozen changes of time. HOosT: Tom
Slater until 1944, then Tiny Ruffner.

The Better Half was created by WOR sound-
man Jack Byrne and his interest in the work
women were doing in munitions factories, air-
craft plants, and elsewhere on the home front.
Byrne was so impressed with their performance
in jobs that had always been filled by men that
he wondered how they would do against men in
aradio quiz. This wasn’t an original idea—Frank
Crumit and Julia Sanderson had been doing the
same thing on Battle of the Sexes as early as
1938—but it was entertaining, and it resulted in
scores so close that neither side could claim a
clear victory.

Four married couples were brought onstage



and were subjected to various stunts involving
traditional concepts of ‘‘manhood’’ and ‘‘wom-
anhood’” and built around old prejudices: Do
women take longer to dress? Is a woman’s place
in the home? In one stunt, a husband was blind-
folded and kissed by his wife, a French poodle,
and a sound effects man. While he struggled to
guess which had been which, the audience
roared.

BETTY AND BOB, soap opera.

BROADCAST HISTORY: Oct. 10, 1932-May 29,
1936, Blue Network. 15m, daily at 3, later at 4.
General Mills.

June 1, 1936-May 27, 1938, CBS. 15m, week-
days at 10 AM., then at 1 (1937-38). General
Mills.

May 30, 1938-March 15, 1940, NBC. 15m,
weekdays, mostly at 2. General Mills for Wheaties
and Bisquick.

Ca. 1940, transcribed syndication.

CAsT: Elizabeth Reller and Don Ameche as Betty
and Bob Drake, young marrieds caught in a con-
flict-of-two-cultures theme. Also as Betty: Beatrice
Churchill, Alice Hill, Mercedes McCambridge, Ar-
lene Francis. Also as Bob: Les Tremayne, Vinton
Hayworth, Onslow Stevens, Spencer Bentley, Carl
Frank, J. Anthony Hughes, Van Heflin. Edith Da-
vis as May Drake, Bob’s mother. Edith Davis also
as the Negro servant Gardenia (‘‘Sho is good tuh
have you back, Mistah Bob’’). Herbert Nelson and
Eleanor Dowling as Carl and Ethel Grainger,
friends of the Drakes. Ethel Kuhn as Pamela Tal-
madge. Bill Bouchey as Harvey Drew. Frankie Pa-
celli as little Bobby Drake, son of Betty and Bob.
PRODUCERS: Frank and Anne Hummert.
THEME: Salut d’ Amour.

Betty and Bob was the first true network soap
opera of the air, using melodrama at its core. In
that first year, only Clara, Lu, and Em, Judy and
Jane, and Vic and Sade were its companions in
the world of daytime continuations for women.
All were decidedly lighter fare, and Vic and Sade
was already emerging as classic radio comedy.

Betty and Bob was the first daytime serial of
Frank and Anne Hummert, father and mother of
all soap opera (the Hummerts had premiered Just
Plain Bill a month earlier, but that hardy per-
ennial was then in the nighttime schedule). Here
the themes were set—Ilove, hate, jealousy, mis-
understanding; and their by-products, divorce,
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murder, betrayal, collusion, insanity—that would
fill serial dramas for the next 30 years.

Betty was a girl of humble origins, a simple-
but-lovely secretary who worked for Bob Drake,
dashing heir to a vast fortune. When Bob fell in
love with her, his inheritance was compromised:
he was forced into Betty’s workaday world and
the frightening prospect of making a living. They
had a son, Bobby, whose presence did little but
slow the pace of the show.

The pre-Bobby shows exploited what would
later be regarded as the standard Hummert
themes: Bob’s dashing demeanor, irresistible to
the Depression-era vamps and countesses ever
lurking in the wings; Betty’s jealousy; Bob's
jealousy; and assorted schemes against their hap-
piness by intriguing strangers of both sexes. This
was a new kind of daytime fare, and early ratings
were spectacular. But interest dropped off after
the leads married, and plummeted after the birth
of their son. Raymond William Stedman specu-
lates that listeners refused to accept bickering
and jealousy when a child was involved. By then
the novelty had worn off: the number of serials
on the air had soared from three to more than
50, but within the industry the perception lin-
gered that little Bobby had been the chief reason
for the Betty and Bob decline. Seldom again
would children be allowed to influence Hummert
storylines. When even that most embattled of
heroines, Mary Noble, gave birth to little Larry
Jr. on Backstage Wife, the child was only occa-
sionally acknowledged, and the Nobles contin-
ued their lives filled with murder, amnesia,
insanity, and jealousy.

Betty and Bob was reorganized: little Bobby
was killed off by pneumonia just as the protag-
onists were going through a painful divorce. Bob
had broken away from the evil Countess Vel-
vaine only to be swept up by the lovely socialite
Pamela Talmadge. Betty, forsaken in her hour of
need, had opened a dress shop with the help of
Harvey Drew, an elderly man secretly in love
with her. Bobby’s death brought the Drakes to-
gether again, but the audience had vanished.
Throughout the run, Bob hovered on the verge
of mental and physical breakdowns. He was fre-
quently ‘‘recuperating at the country home’’ near
the little town of Walton. At one point, late in
the run, Betty and Bob ran the Trumpet, a cru-
sading newspaper in the midsized city (250,000
population) of Monroe.
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Still another reason for the serial’s fade may
have been the departure of Don Ameche from
the lead when he left Chicago in the mid-1930s
for a film career. Ameche was one of radio’s
original heartthrobs, his voice difficult to replace.
The final Betty and Bob serial was transcribed in
1940. The leads were Arlene Francis and Carl
Frank, supported by such notables as Everett
Sloane, Ray Collins, Agnes Moorehead, and Ed-
mond O’Brien.

BETTY CROCKER, cooking advice.

BROADCAST HISTORY: 1924, local broadcasts.
1926-36, NBC. 15m, twice a week, usually be-
tween 10:30 and 11 A.M. General Mills.
1936-37, CBS. 15m, twice a week at 1:15.
193741, NBC. 15m, twice a week at 10:45
AM.
1941, CBS. 15m, twice a week at 9:45 A.M.
194247, NBC. 15m, often Fridays at 2:45;
sometimes twice a week.
1947-53, ABC. 15m, five a week at 10:30 A.M.
CasT: Betty Crocker, who was impersonated by
various actresses, telling listeners ‘‘how to buy,
what to buy, how to make the best with what is
available.”

BETWEEN THE BOOKENDS, poetry and
talk.

BROADCAST HISTORY: 1929, KMBC, Kansas
City.

July 26, 1934-Sept. 9, 1938, CBS. 15m, many
timeslots. Hinds Cream, 1936-37.

Sept. 12, 1938-June 3, 1955, Blue Network
into ABC. Many 15m weekday timeslots. Off the
air for a year, 194445, while the host, Ted Ma-
lone, went to Italy and Iceland as a war corre-
spondent. Weekday broadcasts resumed on ABC
at 11:45 AM,, later at 11:30 AM., for Westing-
house, 1945—49, with Erest Chappell, announcer.
Heard weekdays, 1949-55, mostly at 1:15, with
co-op advertising.

NOTABLE SPINOFFS: Oct. 15, 1939-May 26,
1940, Blue Network. 30m, Sundays at 1. Pilgrim-
age of Poetry.

Oct. 13, 1940-May 11, 1941, Blue Network.
30m, Sundays at 2, American Pilgrimage.

Ted Malone and Tony Wons were the two ma-
jor poetry readers of network radio. Malone, an
unlikely candidate for sex symbol status, was

chubby and balding, but when he spoke on
the air, women listened. ‘‘Malone is Shelley,
Prince Charming, Don Juan, and Galahad in
one,”” Time noted in 1939, when Between the
Bookends was at its peak. ‘‘One woman has been
wiring him daily and hopefully for six months,
seeking a rendezvous. From Missouri, a once-
misunderstood wife confessed to curling up in
her nightie in front of the radio, listening to In-
dian Love Lyrics, being then and there cured for-
ever of the ‘coldness’ of which her husband had
complained.”” In a busy month, Malone would
reccive 20,000 letters from his largely feminine
audience.

In real life he was Alden Russell, whose story
was echoed many times in radio’s unpredictable
early days. An act failed to appear one day at
KMBC, Kansas City, and Russell found himself
pushed to the microphone with nothing but a po-
etry book for moral support. As the clock ticked
down, he protested, then warned announcer
Hugh Studebaker not to use his name on such a
‘‘sissy’” broadcast. He ad-libbed his own closing
announcement: ‘‘Ladies and gentlemen, you
have been visiting between the bookends with—
Ted Malone.”

Under that name, his Between the Bookends
would run more than 25 years. As Ted Malone,
Russell was the nation’s top caterer of *‘poems
that are famous and poems that are unknown.”’

Like Arthur Godfrey, he spoke to the audience
as a single being. He never said ‘‘Ladies and
gentlemen’’: it was always, ‘‘Hello there.”
‘‘Sometimes I play games with them,”” he told
Newsweek, speaking of his female audience in
1935. “‘Sometimes I make love. If I blow softly
across the microphone, their eardrums will vi-
brate just as though I’d blown in their ears.”” He
was compared with Cupid because of his che-
rubic appearance and because his shows brought
couples together in real life. By 1941 he had ac-
cumulated a vast library of verse, and confessed
to a reporter that he had come to love it.

Each show had a theme, chosen by Malone a
week before the broadcast. He sat at a studio
table with the lights dimmed and read to organ
accompaniment. Bob Mitchell and Rosa Rio
were among the organists. His theme was Auld
Lang Syne.

His Pilgrimage of Poetry, 1939—40, was de-
signed to bring the lives of the poets closer to
American audiences. A survey of 700 colleges



and universities had produced a list of the
greatest American poets. Malone narrowed it to
32 names and took his audience to the places
where they had done their work. Listeners heard
Malone roll up the shades in Longfellow’s home,
write a line with Poe’s pen, and yell down Whit-
tier's well. Among others, the show visited the
homes of Joyce Kilmer, Stephen Crane, and Eu-
gene Field. This series was followed by Ameri-
can Pilgrimage, 194041, visiting the homes of
such literary figures as Mark Twain, Herman
Melville, Harriet Beecher Stowe, and Booker T.
Washington. In his later years, Malone also be-
came enamored of prose. His postwar shows for
Westinghouse were often straight talks on such
topics as the Constitution. He was now billed as
‘“‘that well-known author, war correspondent,
and friend of millions.”” His Between the Book-
ends anthologies went through many editions
and are still easily found in used-book stores.

THE BEULAH SHOW, situation comedy.

BROADCAST HISTORY: July 2, 1945-March 17,
1946, CBS. 30m, Mondays at 9 until Aug. 20, then
Sundays at 8. The Marlin Hurt and Beulah Show.
Tums. CAsT: Marlin Hurt, a white man, in the
role of Beulah, a Negro maid who worked for Fib-
ber McGee on Tuesday nights. Hurt also as Beu-
lah’s shiftless boyfriend, Bill Jackson, and as
himself. ANNOUNCER: Ken Niles. VOCALIST:
Carol Stewart, who also played *‘the girl down the
street from Beulah’s house.”” Music: Albert
Sack. PRODUCER: Helen Mack. WRITER: Phil
Leslie. The series ended suddenly when Hurt died,
a heart attack victim, but it would return three
times.

Feb. 24-Aug. 20, 1947, ABC. 30m, Mondays
at 9 until April, then Wednesdays at 9:30 until
June, then Wednesdays at 9. CAsT: Bob Corley,
another white man, as Beulah.

Nov. 24, 1947-April 10, 1953, CBS. 15m strip
show, weekdays at 7. Procter & Gamble for Dreft.
CasT: Hattie McDaniel as Beulah until early
1952, when she became ill; Lillian or Amanda
Randolph thereafter. Hugh Studebaker and Mary
Jane Croft as Harry and Alice Henderson, who em-
ployed Beulah as maid and cook. Henry Blair as
the Hendersons’ 10-year-old son Donnie. Ruby
Dandridge as Oriole, the housekeeper next door.
Emie ‘‘Bubbles’” Whitman as Beulah’s elusive
boyfriend Bill. ANNOUNCER: Marvin Miller.
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PRODUCER-DIRECTOR: Tom McKnight.
WRITERS: Sol Saks, Herb Finn, Bill Freedman,
Sherwood Schwartz, Arthur Julian, Hal Kanter,
Howard Leeds.

Sept. 28, 1953-May 28, 1954, CBS. 15m, five
a week at 7:15. General Foods, General Motors,
Murine. CAsT: Amanda Randolph as Beulah.
Studebaker, Croft, Dandridge, and Whitman again
as the Hendersons, Oriole, and Bill. Sammy Ogg
as Donnie Henderson. ANNOUNCER: Johnny Ja-
cobs. PRODUCER-DIRECTOR: Steve Hatos.
WRITERS: Same as 1950 staff. Supporting cast
over the years included Butterfly McQueen, Ni-
codemus Stewart, Roy Glenn, Lois Corbet, Jess
Kirkpatrick, John Brown, Louise Beavers, and Vi-
vian and Dorothy Dandridge.

Marlin Hurt was a master of what was per-
ceived by the radio audience to be black dialect.
Had Freeman Gosden and Charles Correll dis-
covered him, he’d have been a natural for Amos
'n’ Andy.

But Hurt was discovered by Don Quinn, the
man who wrote Fibber McGee and Molly. When
the war took away some of Quinn’s best per-
formers (Bill Thompson alone was doing four
characters on the McGee show), Quinn remem-
bered Hurt, whose act had impressed him on the
Maxwell House Show Boat more than four years
before.

At that time, Hurt had been ‘‘Dick’’ of Show
Boat’s singing trio Tom, Dick, and Harry. But
Hurt could also do comedy. With his voice he
could achieve the character of a woman, a good-
natured falsetto that he combined with the *‘col-
ored people’’ influences of his youth to produce
Beulah.

Hurt’s major influence was a black woman
named Mary, who cooked for the Hurt family
and scolded the children in her heavy accent. For
many years Hurt experimented with the voice,
thinking that he might use it in show business.
His chance came in radio.

For 13 years he worked with Bud and Gordon
Vandover on their Tom, Dick, and Harry stage-
and-radio act. Occasionally, as on the 1940 Show
Boat, Hurt used his dialect on the air. When Bud
Vandover died in 1943, Hurt became a solo act.
He did a radio show, playing saxophone and do-
ing dialects. In Hollywood, he got a job on The
Fred Brady Show. When Don Quinn heard the
broadcast, he remembered Hurt from Show Boat.
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Hurt’s appearance on Fibber McGee and
Molly was sensational. He would stand with his
back to the microphone; then, when McGee
yelled for Beulah, he would whirl suddenly and
shout, ‘*‘Somebody bawl fo’ Beulah?’’ The effect
on the audience was tremendous: it never failed
to bring down the house. The line became fa-
mous, carried to every corner of the country. In
a widely reported incident, a S-year-old girl
shouted out, ‘‘Somebody bawl fo’ Beulah?”’
during her small-town church service. It brought
down the house there too.

Best of all from Quinn’s viewpoint, Hurt was
then 39 years old and beyond the reach of the
draft. Quinn added another memorable line:
when McGee was most ridiculous, Beulah would
say, ‘‘Loooove dat man!’’ This too was widely
mimicked. These catchphrases were temporarily
left behind when The Marlin Hurt and Beulah
Show opened as a spinoff series in 1945: created
by Quinn, the lines were owned by the McGee
sponsor, Johnson’s Wax. But Phil Leslie,
Quinn’s cowriter, would do the scripting, assur-
ing the series quality and continuity. It began
well and was nearing the end of its first full sea-
son when Hurt suffered a heart attack and died.

As envisioned by Hurt, Beulah was in her 30s,
‘‘is man-crazy, weighs about 140 pounds, has
good teeth, wears her hair in bangs and a page-
boy bob. She adores short skirts and extremely
high heels. Beulah isn’t lazy. She says, ‘All work
and no play makes jack.’ >’ She was a novelty
character, created and sustained by the startling
concept of a white man doing a black woman’s
voice. This was still in evidence a year after
Hurt’s death, when the character was revived by
another white man, Bob Corley. It was not until
Hattie McDaniel took the part in a nightly CBS
serial format that Beulah outgrew her novelty
status and emerged as a character of some stay-
ing power.

McDaniel played the role for four full seasons.
When she became ill, Amanda Randolph was of-
fered the lead, but a clause in Randolph’s Amos
'n’ Andy contract prevented her from immedi-
ately taking it. Her sister Lillian Randolph fin-
ished the 1951-52 season. By 1953 Amanda
Randolph had signed a new contract with Amos
'n’ Andy, had struck out the prohibitive clause,
and was able to assume the role.

BEYOND TOMORROW,
drama.

science fiction

BROADCAST HISTORY: April 5-13, 1950, CBS.
30m. CAsT: Everett Sloane, Bret Morrison, Frank
Lovejoy. CONSULTANT-HOST: John Campbell
Jr., noted SF editor. Music: Henry Sylvern, with
futuristic effects. PRODUCER-DIRECTORS:
Mitchell Grayson, William N. Robson.

The significance of Beyond Tomorrow is that
it almost became radio’s first science fiction se-
ries for adults. An audition show, The Outer
Limit, was prepared Feb. 23, 1950, under the title
Beyond This World. This was later broadcast un-
der the new title, but by then NBC had opened
its significant Dimension X series, and Beyond
Tomorrow was canceled after only three epi-
sodes.

THE BICKERSONS, situation comedy.

BROADCAST HISTORY: Sept. 8, 1946-June 1,
1947, NBC. 30m, Sundays at 10. Drene Time.
Drene Shampoo. CAST: Don Ameche and Fran-
ces Langford as John and Blanche Bickerson, a
married couple who fought constantly. Danny
Thomas as Brother Amos. WRITER: Phil Rapp.

Sept. 24, 1947-June 25, 1948, CBS. 30m,
Wednesdays, then Fridays at 9. The Old Gold
Show, also known as The Don Ameche Show. Old
Gold Cigarettes. CAST: Ameche, Langford, and
comic Frank Morgan.

June 5-Aug. 28, 1951, CBS. 30m, Tuesdays at
9:30. First series titled The Bickersons. Philip Mor-
ris. CAsT: Lew Parker and Frances Langford as
the Bickersons.

The Bickersons attained a fame that far out-
stripped its importance on radio. Its long-range
effect is still being felt on television.

Initially it was a skit on Don Ameche’s Drene
Time, a half-hour comedy-variety show that had
an unheralded NBC run in 1946. As John and
Blanche Bickerson, Ameche and Frances Lang-
ford turned domestic bliss into high-grade war-
fare. As Brother Amos, young comic Danny
Thomas had a role, but the verbal fireworks were
handled by the leads.

The bickering usually began because Blanche
couldn’t sleep. Annoyed by the snoring of her
husband, she woke him constantly to tell him off.
The skits on Drene Time were subtitled The
Honeymoon Is Over; on The Old Gold Hour,
Ameche’s encore year, the subtitles were The
Bickersons or Mr. and Mrs. Bickerson. Neither



Ameche nor Langford had done this kind of
combative comedy before.

Bickersons skits surfaced for three months on
The Charlie McCarthy Show (NBC, October-
December 1948) with Marsha Hunt opposite
Ameche. But it wasn’t until June 1951 that The
Bickersons became a fully realized series. Lew
Parker played opposite Langford in a short-lived
run that generated little excitement (‘‘appall-
ing,”’ said Radio Life). But The Bickersons was
recorded by Ameche and Langford for Columbia
Records, and its confrontational style could be
seen in such TV shows as Jackie Gleason’s Hon-
eymooners and, years later, Norman Lear’s All
in the Family.

THE BIG GUY, detective drama.

BROADCAST HISTORY: May 7-Oct. 29, 1950,
NBC. 30, Sundays at 5. CAsT: Henry Calvin as
Joshua Sharp, “‘giant among giants,” a detective
with the bulk and demeanor of Santa Claus. David
Anderson and Denise Alexander as his adventur-
ous preteen children Josh Jr. and Debbie; Joan
Lazer also as Debbie. Supporting players: Joseph
Bell, Anita Anton, Burford Hampden, Bill Zuckert,
Lyle Sudrow, Linda Watkins, and Peggy Laugh-
ton. Sandy Strauss as Risky Skinner. ANNOUNC-
ERS: Fred Collins, Peter Roberts. Music:
George Wright, Jack Ward. DIRECTOR: Thomas
Mattigan. WRITER: Peter Barry.

BIG JON AND SPARKIE, children’s variety.

BROADCAST HISTORY: 1950-54, ABC. 30m, five
a week at 5; 15m beginning in 1951. Co-op ad-
vertising. First broadcast as Big Jon and Sparkie
Feb. 1, 1950.

1950-58, ABC. Saturdays at 9 A.M., 120m until
1951, then 90m. Co-op advertising. The weekend
edition titled No School Today, first heard Feb. 18,
1950.

CREATOR-PRODUCER-STAR: Jon Arthur (Jona-
than Arthur Goerss).

Both the daily Big Jon and Sparkie and the
Saturday No School Today featured a ‘‘normal’’
adult, Big Jon, and a cast of fantasy characters,
also played by Jon Arthur. Star of the shows was
Sparkie, ‘‘the little elf from the land of make-
believe, who wants more than anything else in
the world to be a real boy.”” Billing was ‘‘for
the younger generation and the young at heart’’:
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the fare consisted of stories, songs, and an un-
forgettable theme, The Teddy Bears’ Picnic.

Arthur, son of a Pennsylvania minister, took a
course in radio announcing as a young man and
broke in with a West Virginia station in 1939.
When an act failed to arrive, he went on the air
with his version of The Three Little Pigs, playing
directly to two children in the studio observation
booth. He created Sparkie and No School Today
around 1947 at a Cincinnati station and ex-
panded both concepts when the show arrived on
ABC.

For the first two years, Sparkie was an invis-
ible voice. But so many fans wondered what he
looked like that Arthur asked Leon Jason, a
comic book artist, to create a composite from
letters sent in by listeners. In only two appeals
for ‘‘what you think Sparkie looks like,”” he got
25,000 pieces of mail. Arthur achieved the voice
of Sparkie by trick recordings. By 1956 it was
estimated that he had played 200 roles on the
show, among them Ukey Betcha the comic cab
driver and Mayor Plumpfront of Cincinnati. Ar-
thur’s 3-year-old daughter Debbie played ‘‘the
little girl next door.”” He pretended to have a set
of “‘magic spyglasses,”” with which he could see
into listeners’ homes and check up on their hy-
giene. The show had a continuing ‘‘movietime
serial’’ and offered adaptations of such classics
as Treasure Island. In one memorable skit, Ar-
thur told of two rabbits, black and white, and
related a clever parable on race relations. He said
that everything on Big Jon and Sparkie was
taken from life, based on experiences of either
his children or the listeners who wrote him. His
show was heard on shortwave for years after its
network demise. It remained, for those who
heard it, one of the most important and poignant
pieces of childhood.

THE BIG SHOW, spectacular variety with
many top-name stars.

BROADCAST HISTORY: Nov. 5, 1950-April 20,
1952, NBC. 90m, Sundays at 6. Multiple sponsor-
ship. CAsT: Tallulah Bankhead, ‘‘mistress of cer-
emonies.”” Fred Allen in regular support, with
Jimmy Durante, Ethel Merman, Frankie Laine,
Jose Ferrer, Paul Lukas, Danny Thomas, Groucho
Marx, Jane Powell, Fanny Brice, Ezio Pinza, Bob
Hope, Eddie Cantor, Rudy Vallee, Danny Kaye,
Judy Garland, Judy Holliday, Ed Wynn, etc. AN-
NOUNCERS: Jimmy Wallington, Ed Herlihy.
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ORCHESTRA AND CHORUS: Meredith Will-
son. PRODUCER-DIRECTOR: Dee Engelbach.
WRITERS: Goodman Ace, Selma Diamond,
George Foster, Frank Wilson.

The Big Show was mounted on a scale un-
precedented in radio. NBC literally threw money
into its Sunday night colossus: $300 a minute by
one estimate, which, if anything, was low. Some
shows cost $100,000—*‘real television money,”’
as Newsweek termed it—a vast budget spent on
a dying medium in a timeslot that NBC had
owned for years. But CBS had stolen Jack Benny
and the cream of NBC’s old Sunday lineup, and
The Big Show was the older network’s answer.
At the end of the two-year run, a question posed
by one of the fan magazines lingered—do big
names mean good radio?

The show had a piece of everything: ‘‘dahhhl-
ing”* hostess Tallulah Bankhead; Durante at his
word-twisting best; Ethel Merman belting out
songs like old times on Broadway. Scenes from
top New York plays were dramatized, with the
original stars. The press was ecstatic: reviews
were generally glowing, though occasionally that
lingering question would crop up. The Big Show,
despite its stated intention not to sound like a
star-swamped benefit broadcast, often sounded
precisely like that. Worse, it made almost no
dent in the ratings of The Jack Benny Program
and The Charlie McCarthy Show, both recently
‘‘stolen’” by CBS.

Even with deep problems (a horrendous bud-
get and the inability to attract enough sponsors
to make it pay), The Big Show returned for its
second season. It was launched with one of the
most lavish publicity stunts ever devised. The
entire cast flew off to Europe, to play in London
and Paris. The British press was not thrilled; The
Daily Express found it ‘90 minutes of bad jokes,
tuneless songs, witless dialogue, soapy compli-
ments, and onion-under-the-nose emotion.’” Per-
haps the best line to come out of the trip was
Fred Allen’s quip that French money was *‘the
thinnest paper you’ll ever see in public.”’ By the
end of the second season, NBC had reportedly
lost $1 million on the show.

For Dee Engelbach, it was a test of endurance.
His work on the next installment began each
Sunday at 7:30, as soon as the show went off
the air. Sunday nights he conferred with writers:
the search for a premise could take several hours.

The writers sought unifying lines of action, in-
tegrating themes that would keep The Big Show
from being simply a string of pearls. On Monday
Engelbach met with support people. Everyone
threw in ideas. By then the writers had come up
with rough sketches, which were discussed with
the director, and Meredith Willson was consulted
about the musical segments. Guest stars arrived
on Wednesday and Thursday to go over their
routines. The first rehearsal was Friday. Willson
rehearsed the orchestra and chorus with the mu-
sical guests. This could take three hours. Then
came the dialogue rehearsal, the cutting, the re-
vision, additional rehearsal—another five-hour
job. On Sunday came the integrated rehearsal,
which ran all day. That night the show went on,
and the routine began again for the following
week.

Was it worth it? The Big Show had its mo-
ments, but The Jack Benny Program rolled along
on CBS, as consistently brilliant and funny as
ever. The moral, perhaps, is that brilliance and
genius cannot be bought, that a buckshot ap-
proach never works, and that most good things
come finally from a single inspired source.

BIG SISTER, soap opera.

BROADCAST HISTORY: Sept. 14, 1936-Dec. 26,
1952, CBS. 15m, weekdays at 11:30 A.M. until
1941, then at 12:15 until 1946, then at 1. Lever
Brothers for Rinso until 1946, then Procter &
Gamble. CAsT: Alice Frost as Ruth Evans, a
heroine who put aside her own happiness for the
sake of her younger, orphaned siblings; Nancy
Marshall as Ruth by 1942; Marjorie Anderson
and Mercedes McCambridge as Ruth, mid-1940s;
Grace Matthews as Ruth from 1946. Martin Gabel
as Dr. John Wayne, the hero who befriended Ruth
Evans and later married her; Paul McGrath and
Staats Cotsworth as Dr. John Wayne in later
years. Haila Stoddard, Dorothy McGuire, Peggy
Conklin, and Fran Carden over the years as Sue
Evans Miller, Ruth’s little sister. Michael O’Day
as little Neddie Evans, Ruth’s crippled brother.
Ned Wever as Jerry Miller, the newspaperman
who married little sister Sue. Ann Shepherd as
Neddie’s wife Hope; also played by Teri Keane.
Santos Ortega as Dr. Duncan Carvell, at City
Hospital where both John and Ruth Wayne
worked. Berry Kroeger, Ian Martin, Amold Moss,
and David Gothard variously as Dr. Reed Bannis-



ter, John Wayne’s best friend. Richard Kollmar
and Joe Julian as Michael West. ANNOUNCERS:
Fred Uttal, Jim Ameche, Hugh Conover. MusIC:
Richard Leibert on organ. CREATOR-WRITER:
Lillian Lauferty. DIRECTORS: Mitchell Gray-
son, Wilson Tuttle, Theodore Huston, Thomas F.
Vietor. WRITERS: Julian Funt, Carl Bixby, Bob
Newman, Bill Sweets. SOUND EFFECTS: Bill
Brown, Lavern Owens, Walt McDonough.
THEME: Valse Bluette.

Ruth Evans always centered her life on her
sister Sue and their crippled brother Neddie. In-
deed, she tried valiantly to be both mother and
father. When Sue married reporter Jerry Miller,
Ruth was able to give her full attention to the
care of little Ned. But soon she found herself
falling in love with Neddie’s new doctor, John
Wayne.

Loved in return by John, Ruth shelved her
own happiness to continue caring for Ned. But
John Wayne was not to be denied: he performed
a medical miracle and Neddie was cured, sud-
denly able to walk and lead a regular life. Neddie
met Hope Melton, married her, and at last left
Ruth free to ‘‘follow her heart.”

On Oct. 19, 1939, Ruth and John were mar-
ried. John worked at City Hospital, assisting Dr.
Duncan Carvell, and Ruth ‘‘looked forward to
the birth of their baby’’ (characters weren’t ever
pregnant on radio: they had a blessed event,
looked forward to the day, or had a little visitor).
Their son Richard was born just as John prepared
to enter the war. Then John’s best friend, Dr.
Reed Bannister, arrived in town to carry on
John’s work in his absence. Ruth went to work
in Carvell’s office, acting as secretary to both
doctors, and Bannister fell in love with her.

John returned from the war with symptoms of
shell-shock, having suffered terribly in a Japa-
nese prison camp. At last he decided he must
leave and *‘find himself,’’ insisting that Ruth di-
vorce him and marry Reed for her own happi-
ness. This she resisted. But the long weeks
passed, and ‘‘the close friendship between Ruth
and Dr. Bannister gradually developed into ro-
mance.”” When at last Reed persuaded her that
John was not coming back, ‘‘a new John
Wayne’’ arrived at the eleventh hour, ‘‘deter-
mined to fight to regain his wife’s love.”

New characters came in. Neddie met Valerie
Hale, but she fell in love with Reed, who self-
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lessly married her though he still loved Ruth.
Reed knew that Ruth had ‘‘mistaken gratitude
for love,”” so he left her free to ‘‘follow her
heart,”’ back to her husband and son.

Over the years there were scores of subplots.
There were bouts of amnesia, a malady that in
real life is almost nonexistent; there was always
John’s eye for a pretty leg, which at one point
manifested in an affair with Neddie’s wife Hope;
there were endless troubles with John’s first
wife, Norma, who early in the story had a neu-
rotic passion for revenge. At one point Norma
was nearly killed in an auto accident. If she
lived, she would ruin John’s career, naming Ruth
as the woman who had wrecked her marriage. In
a remote farmhouse, with Ruth shakily holding
a flickering lamp, John operated and saved
Norma’s life. But the operation left Norma’s
mind impaired, causing John to face disciplinary
action from the hospital review board. ‘‘Allowed
to resign,’’ John signed on as a crewman with a
freighter and shipped out at midnight. The
freighter was lost at sea with all hands reportedly
drowned. Eventually, though, Ruth learned that
John was alive and traced him to a remote island
(the one place he might go), where she learned
that he was blinded in the explosion at sea. And
John, mistaking her true devotion for pity, sent
her away in anger.

The action for Big Sister was based in the fic-
titious town of Glens Falls. The opening signa-
ture was low-key for a serial: four bells from the
town hall clock. The serial was perennially pop-
ular, spawning a spinoff, Bright Horizon, on
CBS in 1941. The character of Michael West
was lifted out of Big Sister and placed in a new
environment. To give the new serial a boost, Al-
ice Frost appeared for a short time in her Big
Sister role of Ruth Evans Wayne.

THE BIG STORY, true crime, heavily drama-
tized, from newspaper stories.

BROADCAST HISTORY: April 2, 1947-March 23,
1955, NBC. 30m, Wednesdays at 10 until 1951,
then at 9:30. Pall Mall Cigarettes until 1954, then
Lucky Strike. CAST: Bob Sloane, narrator, the
only continuing character. Also: Robert Dryden,
Bill Quinn, Bernard Grant, Betty Garde, Alice
Frost. ANNOUNCER: Emest Chappell. PRO-
DUCER: Bemard J. Prockter. DIRECTOR: Tom
Vietor, Harry Ingram. WRITERS: Gail Ingram,
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Amold Perl, Max Ehrlich. SOUND EFFECTS: Al
Scott.

The Big Story grew out of a real crime case.
Bernard J. Prockter, independent producer of ra-
dio shows, read a Newsweek account of how two
Chicago Times reporters had worked for months
on a 14-year-old murder case, writing more than
30 stories before uncovering evidence that led to
a pardon for a man wrongly convicted. He won-
dered if a series built around reporters and their
‘‘big stories’” would work on the air.

It did better than that. In its first year, The Big
Story leaped into a nip-and-tuck battle with Bing
Crosby’s Philco Radio Time, topping it in sev-
eral ratings periods before Crosby moved to a
timeslot 30 minutes earlier.

In Prockter’s eyes. crime thrillers were the
stuff of radio drama. Supposedly devised to
honor reporters overlooked by Pulitzer commit-
tees, it concentrated on old murder cases or other
violent crimes against society. A 1949 network
press release described the changing hero as ‘‘a
reporter who has solved a crime, exposed a cor-
rupt political administration, smashed a racket,
or performed some other notable public serv-
ice.”” Murder was the staple. Andy Tigelietta of
the Long Island Star uncovered new facts in the
mysterious death of silent film star Thelma
Todd: the show was rich with stories like that.
The names of all characters were fictionalized,
except the name of the reporter and the news-
paper for which he worked. At the end of each
drama, the real reporter was brought before the
microphone and given a $500 reward in the
name of the sponsor, Pall Mall Cigarettes.

Many reporters who won the Big Story award
looked back at the show with a mixture of af-
fection and amusement. Their stories were
highly dramatized, often to the extent that the
subjects had trouble recognizing themselves on
the air. But Prockter and his staff did try to
match actors with their real-life counterparts, and
the stories always involved cases long closed, to
avoid the dangers of pretrial publicity.

The Big Story signatures were highly charged,
with announcer Ernest Chappell booming out the
title, and a thrilling, fiery theme, taken from
Richard Strauss’s Ein Heldenleben, opening the
show.

BIG TOWN, crime drama with a newspaper
background.

BROADCAST HISTORY: Oct. 19, 1937-July 2,
1942, CBS. 30m, Tuesdays at 8 until Oct. 1940,
then Wednesdays at 8 until Jan. 1942, then Thurs-
days at 9:30.

Oct. 5, 1943-June 22, 1948, CBS. 30m, Tues-
days at 8 with a new cast. Ironized Yeast; Bayer
Aspirin, 1945.

Sept. 14, 1948-Dec. 25, 1951, NBC. 30m,
Tuesdays at 10. Lifebuoy Soap.

Dec. 12, 1951-June 25, 1952, CBS. 30m,
Wednesdays at 8. Lifebuoy Soap.

1937-42. CAsT: Edward G. Robinson as Steve
Wilson, managing editor of the crusading /llus-
trated Press. Claire Trevor as Lorelei Kilbourne,
society editor and sidekick in Wilson’s racket-
busting adventures; Ona Munson as Lorelei from
ca. 1940. Ed MacDonald as Tommy Hughes, ‘‘fear-
less, imaginative reporter.”” Gale Gordon as pom-
pous District Attorney Miller. Paula Winslowe as
Miss Foster, Steve Wilson’s secretary; Helen
Brown as Miss Foster by 1939, when Winslowe
was being cast in various ‘‘emotional roles, such as
heartbroken wives whose husbands are the victims
of gangsters.”” Lou Merrill in many gangster roles
(and often present as a potential stand-in for Rob-
inson). Cy Kendall as *‘various political grafters.’’
Jack Smart in comedy roles, such as Toby the drunk
on the 1938 Christmas show. Jerry Hausner, *‘jack
of all trades,”” who played everything ‘‘from a
street urchin to a racketeer.”” ANNOUNCER:
Carlton KaDell. Music: Leith Stevens. PRO-
DUCER: Clark Andrews. DIRECTOR: William
N. Robson. WRITER-DIRECTOR: Jerry McGill.
SOUND EFFECTS: John Powers, Ray Erlenborn.

AFTER 1942. CAsT: Edward Pawley as Steve
Wilson. Walter Greaza as Wilson, ca. 1952. Fran
Carlon as Lorelei. Robert Dryden as Harry the
Hack, a cab driver whose encyclopedic knowledge
of the dark back alleys and little-used streets of
Big Town often gave Steve the jump on things;
also played by Ross Martin and Mason Adams.
Donald MacDonald as Willie the Weep, a water-
front character who talked in a sob. Larry Haines
as Mozart, the blind piano-playing owner of a Big
Town bistro. Lawson Zerbe as Dusty Miller the
photographer; also played by Casey Allen. Also:
Ted de Corsia, Dwight Weist, Bill Adams. Bobby
Winckler as the newsboy who opened the show
with the shrill cry, ‘‘Extra, extra, get your Illus-
trated Press!”” Michael O’Day as the newsboy
later in the run. ANNOUNCER: Dwight Weist.
Music: John Gart on organ. PRODUCER-
DIRECTOR: Jerry McGill.



In its 15-year run on radio and another six on
early television, Big Town was perhaps the most
famous series of reporter dramas. Its early cast
was top-line Hollywood, the show a vehicle for
Edward G. Robinson and Claire Trevor. Robin-
son gave Steve Wilson his best Lirtle Caesar
style, barking his orders with the authority of a
tommy gun. He wielded the power of the press
heavily but (listeners were often told) handled it
wisely. Claire Trevor was then a young starlet
with her biggest role, in Stagecoach, two years
away.

Writer Jerry McGill had been a newspaperman
himself but took great creative license, slipping
into high melodrama. There was much soapbox-
ing on Big Town, with shows attacking juvenile
delinquency, racism, and drunk driving. Mc-
Gill’s reporters were diligent, sober champions
of justice. The show zealously pushed freedom
of the press, creating a memorable slogan that
was given the full treatment from an echo cham-
ber: Freedom of the press is a flaming sword!
Use it justly . .. hold it high . .. guard it well.

The show’s first major change came in 1940
with the departure of Claire Trevor. Her part had
gradually dwindled, she told a reporter many
years later, until she was down to two basic
lines: “‘I’'ll wait for you in the car, Steve’’ and
‘‘How’d it go, Steve?”’ Ona Munson, the new
Lorelei, won the part in a blind audition (in
which readings were recorded, given a number,
and later heard by agency people who had no
idea which actress they were hearing). ‘‘We all
felt as if we’d like to take her out on a date,”
said one agency man after hearing Munson’s rec-
ord. That’s what they were looking for. But Big
Town remained a star’s vehicle: when Robin-
son left the show two years later, that seemed to
end it.

McGill thought otherwise, and the following
year he assembled a new cast headed by Broad-
way veteran Edward Pawley for a nine-year run
from New York. Big Town continued its crusad-
ing ways, lacking only the flavor, style, and star
system of the *30s.

THE BILL GOODWIN SHOW, situation
comedy; also known as Leave It to Bill.

BROADCAST HISTORY: April 26-Dec. 13, 1947,
CBS. 30m, Saturdays at 9 until Oct., then at 8:30.
CasT: Bill Goodwin as ‘‘hotshot insurance sales-
man’’ Bill Goodwin. Peggy Knudsen as his girl-
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friend Phillipa. Jim Backus as his boss Mr.
Hendricks. Bill Johnstone as Groggins, president
of the Chamber of Commerce. Elvia Allman and
Noreen Gammill as the Dinwiddie sisters. Mary
Jane Croft as their niece Dolores. Shirley Mitchell
as Goodwin’s secretary Helen. PRODUCER-
DIRECTOR: Larry Bums.

Goodwin was one of radio’s best-known sec-
ond bananas, stooge and announcer to some of
the biggest names on the air. In the storyline, the
Dinwiddie sisters were rich screwballs who
owned most of the insurable property in town,
but, as Radio Life noted in its review, Goodwin
did “*almost everything except sell insurance.”’

THE BILLIE BURKE SHOW, situation com-
edy.

BROADCAST HISTORY: April 3, 1943-Sept. 21,
1946, CBS. 30m, Saturdays at 11:30 A.m. Titled
Fashions in Rations until fall 1944. Listerine.
CasT: Billie Burke as Billie Burke, a scatterbrain
with a heart of gold who lived “‘in the little white
house on Sunnyview Drive.”” Earle Ross as Julius,
her crusty brother. Lillian Randolph as Daisy, the
housekeeper. Marvin Miller as Colonel Fitts and
Banker Guthrie, suitors for Billie’s hand. AN-
NOUNCERS: Marvin Miller, Tom Dickson. PRO-
DUCER-DIRECTORS: Axel Gruenberg, Dave
Titus. WRITERS: Paul West, Ruth Brooks.
THEMES: Look for the Silver Lining to open the
show and A Pretty Girl Is Like a Melody at the
close of the Listerine commercial.

Best known as Glinda, the good witch in The
Wizard of Oz (and as the wife of Ziegfeld), Billie
Burke had a rosy, upbeat series promoting her-
self as ‘‘that bright morning star.”” She portrayed
a woman of uncertain age who would go out of
her way to aid a bum in distress or help neigh-
borhood kids get a playground. She constantly
mixed metaphors, as in ‘‘Let sleeping dogs
gather no moss,”’ and was well placed on Sat-
urday mornings.

THE BING CROSBY SHOW, musical variety.

BROADCAST HISTORY: 1930, sang on the air
with the Gus Arnheim Orchestra, from the Cocoa-
nut Grove in Los Angeles.

Sept. 2, 1931-Feb. 27, 1932, CBS. 15m, six a
week at 7:15. Fifteen Minutes with Bing Crosby,
sustained until Nov., then The Cremo Singer for
Cremo Cigars.
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March 8-July 20, 1932, CBS, 15m, various
days.

Jan. 4-April 15, 1933, CBS, 15m, Wednesdays
and Saturdays at 9. The Music That Satisfies. Ches-
terfield. Lennie Hayton’s Orchestra.

Oct. 16, 1933-June 11, 1935, CBS. 30m,
Mondays at 8:30 until the 1934 summer break,
then Tuesdays at 9. Woodbury Soap. VOCAL
Groups: Mills Brothers, (1933-34); Boswell
Sisters  (1934-35). ORCHESTRA: Georgie
Stoll.

Jan. 2, 1936-May 9, 1946, NBC. Thursdays at
10 until 1940, then at 9. 60m until 1942, then 30m.
Joined The Kraft Music Hall in progress with the
Dec. 1935 departure of Al Jolson. Kraft Foods.
CAsT: Bing Crosby, star personality, vocalist,
and host. Bob Burns, comedic sidekick until 1941.
Mary Martin, feminine presence and singer, 1942.
Victor Borge, pianist and comic, 1942. Also: Con-
nie Boswell, Jerry Lester, George Murphy, Peggy
Lee, the Music Maids and Hal, the Merry Macs
(Judd, Ted, and Joe McMichael and Mary Lou
Cook). ANNOUNCERS: Don Wilson, Roger
Krupp, and Ken Carpenter, who joined KMH early
in the Crosby era and remained with him through
many subsequent changes of format. Music:
Jimmy Dorsey, 1936-37; John Scott Trotter begin-
ning July 8, 1937, an association with Crosby that
lasted for decades. PRODUCER-DIRECTOR:
Cal Kuhl for the J. Walter Thompson agencys; also,
Bob Brewster, Ezra Maclntosh, Ed Gardner.
THEME: When the Blue of the Night Meets the
Gold of the Day, which became identified with
Crosby.

Oct. 16, 1946-June 1, 1949, ABC. 30m,
Wednesdays at 10. Philco Radio Time. Philco. Pre-
pared on tape in advance, effectively breaking the
networks’ strict rule against prerecorded entertain-
ment. CAST: Bing Crosby, Ken Carpenter, John
Scott Trotter, Skitch Henderson, Latin singer Lina
Romay, the Charioteers, Jud Conlon’s Rhythm-
aires (Conlon, director, with Charlie Parlato, Mack
McLean, Loulie Jean Norman, Gloria Wood).
PRODUCER-DIRECTORS: Bill Morrow and
Murdo MacKenzie. MacKenzie also produced
Crosby’s subsequent shows.

Sept. 21, 1949-June 25, 1952, CBS. 30m,
Wednesdays at 9:30. The Bing Crosby Chesterfield
Show. Chesterfield Cigarettes. CAST: Crosby,
Carpenter, Trotter, and guests.

Oct. 9, 1952-May 30, 1954, CBS. 30m, Thurs-
days at 9:30, 1952-53; Sundays at 8, 1953-54. The

General Electric Show. General Electric. CAST:
Crosby, Carpenter, Trotter, guests.

Nov. 22, 1954-Dec. 28, 1956, CBS. 15m, week-
days at 9:15, 1954-55, then at 7:30, 1955-56.
Small-group musical accompaniment.

Bing Crosby always liked radio. He didn’t
have to worry about neckties and pressed pants.
He didn’t need a priest’s collar to re-create Fa-
ther O’Malley for The Screen Guild Theater. He
could wear his Hawaiian shirt hanging loose at
the belt. This was one of the joys of the medium.
He held out against television while clinging to
his radio show until slipping ratings and a chang-
ing world forced him out.

Crosby’s career reached the heights. He was a
star performer in every field. His films were top
box office, his records sold in the millions, but
it was radio that made his fame. On the air he
developed the smooth conversational style that
people everywhere took to their hearts.

He was born Harry Lillis Crosby in Tacoma,
Wa. His birthdate, long accepted as May 2, 1904,
has recently been questioned, with one biogra-
pher asserting May 3, 1903, as correct. He aban-
doned his study of law to become a singing
drummer in late-1920s vaudeville. His autobi-
ography, Call Me Lucky, claims that the name
Bing derived from a comic strip he liked in
childhood, a thing called Bingville Bugle. NBC
publicity material claimed it came from his habit
of shouting ‘‘bing’’ instead of ‘‘bang”’ when he
played cowboys and Indians with his childhood
companions. In any event, he left Harry Lillis in
Spokane, where his family had moved when he
was a boy, and became ‘‘Bing’’ forever after.
The lighthearted sound of it, combined with boy-
ish good looks, became part of the mystique, that
image that lasted until his death.

Occasionally he referred to his real name on
the air. He talked of Spokane and of his brother
Everett, who had become his business manager.
His early days—the days of obscurity in show
business—were 1925 to 1931. But with his first
network radio hookup, his star rose as quickly
as any in the industry. Immediately he was
sought by producers in three separate fields of
show business.

He came to Los Angeles in 1925 with Al
Rinker, a singing pal from Gonzaga University.
Rinker’s sister Mildred Bailey was singing jazz
on the radio and was able to get them a job at



the Tent Cafe. Crosby played traps while Rinker
worked the piano, and both sang. They played
the Boulevard Theater, toured with revues, and
were billed in movie houses as Two Boys and a
Piano. In 1927 Paul Whiteman saw them at the
Metropolitan Theater in Los Angeles and signed
them to tour with his band.

In New York, Whiteman signed Harry Barris to
accompany them, and they sang as the Rhythm
Boys with the Whiteman band until 1930. They
joined Gus Amheim, and in Los Angeles Crosby
met Dixie Lee, a starlet who had just completed
The William Fox Movietone Follies of 1929.
Dixie (real name Wilma Winifred Wyatt) consid-
ered him a playboy, but they were married after
his energetic courtship, highlighted by the record-
ing I Surrender, Dear. His brother Everett, mean-
while, sent the record to the networks, both of
which summoned him east for auditions.

Crosby signed with CBS. His premiere was
scheduled for late August 1931 but was post-
poned for what was announced as a severe case
of laryngitis (though alleged in some quarters to
be too much to drink). By Sept. 2 he had recov-
ered, and announcer Harry Von Zell introduced
him to the nation.

He signed a film contract with Paramount,
starring in The Big Broadcast (1932) and becom-
ing in the next decade one of the best-loved stars
of all time. He was the ‘‘epitome of niceness,”’
film historian David Shipman would write years
later: no one had *‘given so much pleasure to so
many people as Bing Crosby.”’ His movie career
would include such high spots as Holiday Inn,
Going My Way, and, for Republic, The Bells of
St. Mary’s. In 1940 Paramount would team him
with Bob Hope on a long series of comedy
‘‘Road’’ films (to Morocco, Zanzibar, and Sing-
apore, among other exotic locations).

By 1935 he was a major star. He took over
The Kraft Music Hall, a two-year-old variety
hour, with the first broadcast of 1936 and held
the host’s chair for a decade. The hour-long for-
mat suited his casual style: it featured jokes, re-
laxed conversation, and music. Bob Burns, ‘‘the
Arkansas Traveler,”” joined the cast and estab-
lished a reputation for telling tall tales of life
back home. Burns’s ‘‘bazooka’’ became a cele-
brated musical instrument, consisting of two
pieces of two-inch pipe. *‘One slid into the other
the way a trombone works,’’ recalled writer Car-
roll Carroll in his memoir (None of Your Busi-
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ness). ‘‘At one end was a large funnel. At the
other end was Burns. It was a very limited bass
instrument, one cut above a jug, and Bob played
it as bass as it could be played.”

Burns was an effective counter to the serious
musicians who appeared on The Kraft Music
Hall. In one memorable number, he and José
Iturbi gave a bazooka-piano rendition of a Tchai-
kovsky piano concerto. Crosby adored it: he
loved good comedy and great jazz, and if the two
happened to meet at his corner on Thursday
night, so much the better. Duke Ellington, Joe
Venuti, Frank Trumbauer, and Jack Teagarden
were featured on the Music Hall. Jimmy Dorsey
was replaced as music director only when a re-
luctant Crosby could be convinced that his style
of swing wasn’t compatible with the classical
artists who were appearing in greater numbers
on his show. John Scott Trotter, the new maes-
tro, would stay with Crosby to the end.

The show developed new stars and spotlighted
established professionals. Spike Jones and Jerry
Colonna came out of Trotter’s band, Jones a
drummer, Colonna a trombonist. Mary Martin
was lured from Broadway for a year’s stay in
1942. Also that year came Victor Borge, a con-
cert pianist who had fled his native Denmark
when the Nazis invaded, to begin a new life in
Hollywood. Borge was booked as a comedian: a
‘‘devilish Dane’’ who might or might not be able
to play piano (all doubt vanished when he
stopped mugging and played a full piece). As for
Bob Burns, he held the second chair for more
than five years and contributed the name of his
bazooka to the Army’s anti-tank rocket gun. The
military used the name so extensively that people
forgot where it had originated: Burns had ‘‘made
and named’’ it in 1905, according to lexicogra-
pher Stuart Berg Flexner.

The Music Hall had a low-key, distinctive
sound. Crosby wanted no applause: this, he felt,
slowed the pace, and today, listening to it on tape,
one is struck by the silence, the white space, that
appreciative, pregnant lull after a brilliant perfor-
mance. But the most striking ingredient of The
Kraft Music Hall was Crosby himself. He was
pure ease: his casual dress was discussed on the
air, and his banter seemed to flow from some end-
less inner well. ‘‘Everybody thought Bing ad-
libbed the whole script,’” wrote Carroll Carroll in
his autobiography. In fact, Carroll wrote the show
alone until 1938, thereafter acting as a *‘script
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carpenter,”’ building on dialogue supplied by
writers Elon Packard, Leo ‘‘Ukie’’ Sherin, Vic
McLeod, and Stanley Davidson. There were no
on-air script credits, enhancing the notion that all
that glib smoothness was Crosby’s alone.

Carroll aimed KMH “‘for the younger country
club set,”” he told a reporter: he and Crosby
shared a liking for big words, and the young au-
dience appreciated that. Carroll respected the ra-
dio audience: its average intelligence was 21
years, compared with the 11-year-old minds that
packed movie houses, he said. ‘‘There is no pic-
ture writer living who can do what the average
radio writer does in the course of a week.”” Car-
roll worked for J. Walter Thompson, writing the
show as part of an agency production team that
also included director Cal Kuhl. *‘T usually spent
Friday, Saturday, and Sunday interviewing
guests,”’ he wrote in his memoir. The writing
began Monday morning: ‘‘Tuesday evening
Bing and Bob each received his script. The
guests all got sides in which they were to appear.
Then I'd get okays from the guests or try to take
what suggestions they had that made sense. Early
Thursday morning Bing’s script, with any
changes he had, was picked up. All notes and
proposed changes were made, coordinated and/
or ignored, and a revised script was sent to
mimeo to be ready for rehearsal.”’

What went on the air, Carroll said, had a ‘‘gra-
cious informality’’ that the guests appreciated.
“‘Instead of using guests to make the star look
good, we worked just the other way.”’ Top head-
liners were in constant attendance: Lionel Bar-
rymore, Humphrey Bogart, and a gamut of other
film stars. Robert Benchley became a familiar
voice on the Crosby show; Frank McHugh and
Pat O’Brien came around often. Bob Hope was
a major attraction; ratings were always high
when he and Crosby were billed together. They
had become a team of sorts with their ‘‘Road’’
pictures, appearing together a few times a year
to keep interest high. With Hope, Crosby’s low-
key humor was almost straight: Crosby’s assets
were his charm and his sometimes remarkable
use of the language.

The show had a good-natured this-is-fun
sound to it. When a labor dispute caused ASCAP
to withdraw its music from radio (knocking out
Crosby’s When the Blue of the Night), the
show’s theme, without vocal, became Hail
KMH, a symphonic arrangement that ended in

the ringing of the NBC chimes. The chimes were
rung manually by announcer Ken Carpenter until
an automatic set arrived, sparking a great rivalry
among Crosby, Burns, and Carpenter for the
honor of pushing the button that rang NBC into
its station breaks.

In the decade that Crosby remained with
Kraft, he became the best-loved star on the
American scene. He was self-deprecating, insist-
ing that his career stood on a foundation of luck.
America did not suffer stuffed shirts gladly, and
Crosby exuded not an ounce of pomp or conceit.
He was candid and easygoing, and loyal to those
who worked for him. Ken Carpenter had met
Crosby in 1932 when he was announcing at the
Cocoanut Grove: his tenure as Crosby’s an-
nouncer was unbroken after the early Kraft
years. John Scott Trotter was a Crosby institu-
tion. Trotter took some ribbing about his weight,
but this was all in good fun: Crosby’s own phys-
ical shortcomings, notably his toupee, were oc-
casional subjects for banter as well. Murdo
MacKenzie began with Crosby as an engineer
and became director of his later shows.

Behind the scenes, however, Crosby could be
difficult and moody. Things were done his way
or he walked out. He would leave a broadcast in
the lurch and go play golf if something annoyed
him. Carroll Carroll tells a tale that epitomizes
this. It happened just after Pearl Harbor, when
radio stations on the West Coast were declared
high security areas. Passes were required to gain
access to the studios. One day Crosby forgot his
pass. The guard, who had watched Crosby come
and go for five years, refused to let him in with-
out it. Crosby walked off. Carroll chased him
down in the parking lot and caught him depart-
ing for the golf course. Carroll coaxed him back
to the studio, but again the guard refused to let
him pass. Again Crosby walked out. Frantic,
Carroll called Niles Trammel, network boss on
the West Coast. Crosby was serious, he said: if
someone didn’t find a way, right now, to get
Crosby past that guard, NBC was going to have
‘‘one of the most eloquent hours of silence’’ ever
heard on a network. Trammel finally got Crosby
past the reluctant guard.

This was not an isolated incident. Crosby in
private was easygoing but distant. He was easy
to write for, seldom fussing or making major
changes in the script. But if he got his back up,
there was little room in his makeup for compro-



mise. ‘‘He has no friends,”’ his brother Bob told
jazz historian Leonard Feather years later. He
was seen by some as cold, even ruthless in busi-
ness matters. He could pass through town with-
out bothering to call a brother he hadn’t seen in
two years. He had ‘‘built a sort of cellophane
bag around himself,”” Bob Crosby told Feather.
‘‘He lives in this bag and opens it now and then
for a little while. You can only get inside for a
minute, then he shuts you out.”

Crosby got annoyed with NBC, and with his
sponsor, in 1945 and ended his long association
with both. He had heard of a new method of
sound recording. The Germans had developed a
recorder using plastic-backed tape in 1935 and
had improved the machines and the tape to a
standard that could almost be called professional.
Suddenly Crosby saw an enormous advantage in
prerecording his radio shows. The scheduling
could now be done at the star’s convenience, He
could do four shows a week, if he chose, then
take a month off. But the networks and sponsors
were adamantly opposed. The public wouldn’t
stand for ‘‘canned’’ radio, the networks argued.
There was something magic for listeners in the
fact that what they were hearing was being per-
formed, and heard everywhere, at that precise in-
stant. Some of the best moments in comedy
came when a line was blown and the star had to
rely on wit to rescue a bad situation. Fred Allen,
Jack Benny, Phil Harris, and, yes, Crosby were
masters at this, and the networks weren’t about
to give it up easily.

Crosby insisted on trying it. Across the
trenches, NBC and Kraft stuck to their guns, and
Crosby walked out. For the beginning of the
1945-46 season, The Kraft Music Hall was car-
ried by comic Frank Morgan and pianist Eddy
Duchin, with assist from the Charioteers vocal
group. Crosby’s walkout was seven months long.
He declared his contract with Kraft null and
void, while Kraft claimed that the 1937 contract
allowed the cheesemaker to sponsor Crosby, at
its option, until 1950. Crosby refused to budge,
and Kraft went to court. The company sued for
declaratory judgment, naming Crosby and J.
Walter Thompson as plaintiffs and asking for a
ruling on the status of its contract. A settlement
brought Crosby back to the air for the last 13
weeks of the season. Morgan and Duchin con-
tinued on the show after his return.

The settlement left him free to explore the pos-
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sibilities of recording, if he could find a network
willing to take the risk. The trades were nervous.
Tape would mean ‘‘the end of network radio as
we now know it,”” Radio Life said: the use of it by
a star of Crosby’s stature would only accelerate
radio’s march to oblivion. Crosby had no trouble
finding a network: the struggling American
Broadcasting Company (NBC'’s castoff Blue Net-
work) was delighted to have him, on just about
any terms the old crooner would dictate. Crosby
was affable as always: all he wanted to do was
record his shows and play golf whenever the urge
arose. This agreement and a weekly budget of up
to $35,000 ($8,000 to Crosby) put him on the dot-
ted line for ABC. Philco Radios would pick up
the tab, although nervously. A clause was inserted
stipulating that if the canned format was clearly
not working, Crosby would return to a live series:
if he fell below a 12 share in the ratings for four
consecutive weeks, his love affair with tape
would be over.

Philco Radio Time opened strongly. Bob Hope
was the guest for the Oct. 16, 1946, premiere,
and he and Crosby were in top form. The jokes
were funny and crisp, the delivery flawless, and
listening to a tape of the broadcast even 50 years
later is a pleasure. Lured by the preshow public-
ity and the novelty of hearing a recorded broad-
cast on a national network, 24 million people
tuned in—enough to make Crosby the fourth-
rated radio show of the week. The tune-out was
just as dramatic. By Nov. 6, Newsweek reported
that Crosby had lost half of his opening-day au-
dience. His rating hovered in the low 12s, a few
fractions away from the end of his experiment.
The Hooper survey conducted a poll, finding that
few listeners were put off by the fact that the
show was recorded. Some blamed the quality of
the recording, but most blamed the shows them-
selves. Crosby had done his first four in one
week, and the guest scheduling had been hap-
hazard. After Hope, the guests had been Spike
Jones, Les Paul, Ralph Mendez, and Ezio Pinza:
The agency believed the show needed more stars
on the order of Jimmy Durante and Judy Gar-
land. This proved true, and Philco Radio Time
climbed back into the mid-teens in the ratings.
But the real tale of the tape, in Philco’s eyes,
was the result Crosby got them in the market.
The radios he touted on the air sold out nation-
ally after each show.

So Philco Radio Time was entrenched, run-
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ning three years, and tape was here to stay.
Now backed by such crowd-pleasers as Al Jol-
son, Maurice Chevalier, and Gary Cooper,
Crosby’s Philco show charted a reliable 15 to
17 on the Hooper reports. Crosby was his old
self: his on-air banter with the ‘‘boys’’ in Trot-
ter’s band—notably with guitarist Perry Botkin—
was played up in fan magazines and press no-
tices. Everything was just as it had always been,
and even the dreaded words ‘‘produced and
transcribed in Hollywood’’ in time lost their
fearsome aspects.

Crosby’s subsequent series were veritable cop-
ies of Philco: the quality of tape continued to
improve, and the broadcasts for Chesterfield and
General Electric followed the well-established
routine. The opening signature was followed by
an opening song, some banter with Ken Carpen-
ter, a commercial, a guest star, more songs, and
that was the package. A highlight of these years
was the frequent appearance of jazz violinist Joe
Venuti, whose entry into the show was always
preceded by the gravel-voiced question ‘‘Is this
the place?”’ It was, indeed.

Crosby would remain a potent force long after
his radio days. In his 60s he slipped into semi-
retirement. He died Oct. 14, 1977—appropri-
ately, it was said, on a golf course in Spain.
Upon his death, his character was scrutinized far
more intimately than it ever was during his life.
Donald Shepherd and Robert F. Slatzer wrote a
tough biography, The Hollow Man, which de-
picted Crosby as a cold, calculating dictator who
abandoned his first family to start a new one,
who turned his back on his wife Dixie Lee as
she lay dying of cancer in 1952, who left a cruel
will for his second wife, Kathryn, manipulating
his money from the grave. The book was con-
demned by Crosby’s most ardent fans as a
hatchet job, but the charges lingered.

Perhaps the most revealing piece on Crosby
was his interview with Barbara Walters, given
a second airing on television after his death. At
one point Walters asks what Crosby would do
if his daughter began openly living with a man
against Crosby’s wishes. ‘“Why, I'd never
speak to her again,”’ Crosby says, and the way
he says it makes a viewer believe there wasn’t
much compromise in his nature. He did things
his way, and that’s how people around him did
them too.

BIOGRAPHY IN SOUND, documentary.

BROADCAST HISTORY: 1954-58, NBC. Initially
heard monthly; weekly beginning Feb. 20, 1955.
60m, various days including Sundays and Thurs-
days, mostly Tuesdays.

Biography in Sound began when NBC news-
man Joseph O. Meyers was assigned to produce
a documentary on Winston Churchill, to air on
Churchill’s 80th birthday, Nov. 30, 1954. Mey-
ers thought a vivid biography in sound might be
created by blending actualities of the subject’s
voice with recollections of his friends, associ-
ates, and antagonists. A vast resource was avail-
able at NBC. In 1949 Meyers had begun building
a tape library with a brief segment by Joe Louis,
announcing that he was through with boxing. In
five years, more than 150,000 historic statements
had been transferred to tape and added to the
library. These were indexed and easily retrieva-
ble, and Meyers’s finished product was cheered
around the industry. ‘‘He had done the impos-
sible,”” said Radio Life: ‘‘turned people’s atten-
tion once more to radio.”’

In addition to the file clips, Meyers had Bennett
Cerf tell Churchill anecdotes serious and amus-
ing. Laurence Olivier and Lynn Fontanne read
from British poetry, and sound effects and music
were added for drama. The clamor for another
show was immediate and loud. A month later,
Meyers answered with a piece on Ernest Heming-
way, again to great acclaim. A biography of Ger-
trude Lawrence followed in another month, and in
February it was decided to run the series weekly.

Most of the series is preserved and available
on tape. The biography of Hemingway remains
superb radio, as do the shows on American writ-
ers F. Scott Fitzgerald and Sinclair Lewis
(though Thomas Wolfe’s reliance on and stormy
friendship with his editor, Maxwell Perkins, is
given perplexing brevity considering its real im-
portance in Wolfe’s career). The series has lost
almost nothing with the passing of time: the
good ones remain fascinating, the others may
have been a little dull when aired. Some of the
fine ones were Meet Carl Sandburg (Feb. 20,
1955), Leo the Lip (Durocher: April 17, 1955),
The Serious George Gershwin (Aug. 30, 1955),
FPA—Franklin P. Adams (Sept. 17, 1955), Mr.
Baseball—Connie Mack (April 10, 1956), and
They Knew Rockne (Sept. 11, 1956).



THE BISHOP AND THE GARGOYLE,
crime drama.

BROADCAST HISTORY: Sept. 30, 1936-Feb. 22,
1937, Blue Network. 30m, Wednesdays at 9:30,
then Mondays at 9 beginning in Jan,

July 7-Aug. 25, 1940, NBC. 30m, Sundays at
8. Summer series for Edgar Bergen’s Chase and
Sanborn Hour.

Sept. 6, 1940-Jan. 3, 1942, Blue Network. 30m
Fridays at 8 until Oct. 1940, then Tuesdays at
9:30 until Jan. 1941, then Saturdays at 8:30.

CAsT: Richard Gordon as the Bishop. Milton Her-
man and Ken Lynch as the Gargoyle. DIREC-
TOR: Joseph Bell. WRITER: Frank Wilson.

This unusual crime series told of a bishop
whose interest in crime led him to accept an ap-
pointment to the Sing Sing parole board. There,
he met a convict known only as the Gargoyle.
They became friends and, after the Gargoyle's
release, formed a crime-fighting duo, with the
Bishop supplying the spiritual guidance and the
Gargoyle the muscle.

THE BLACK CASTLE, mystery-terror.

BROADCAST HISTORY: 1942-44, Mutual. Vari-
ous 15m slots, sometimes early evening (8) or mi-
daftermoon (3); heard in five-a-week and
two-a-week runs. CAsT: Don Douglas in all roles,
including announcer.

The opening signature of this little melodrama
gave ample notice of content: a church bell toll-
ing in the distance, followed by a creepy voice
asking listeners to ‘‘Come, follow me, please, for
again we visit the wizard who dwells yonder in
the great hall.”” The listener was then led, with
full organ and sound-effect accompaniment
along the ‘‘stone-wall corridor’’ to where the
wizard waited (with his raven Diabolo) to tell
the night’s story. The closing signature reversed
the trip, back through the corridor ‘‘to our place
of rendezvous, on the hillside overlooking the
peaceful valley.”” Church bells fade, and out.

THE BLACK HOOD, crime melodrama.

BROADCAST HISTORY: July 5, 1943-Jan. 14,
1944, Mutual. 15m, weekdays at 5:15. CAST:
Scott Douglas as Kip Burland, rookie cop who—
unknown to all but newswoman Barbara Sutton—
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was really ‘‘the Black Hood,”’ masked fighter of
crime. Marjorie Cramer as Barbara.

The mask worn by Kip Burland in this serial
was magical, giving him supernatural power.
The opening signature was an ominous challenge
to lawbreakers, with gongs and wind effects and
a filtered voice.

Criminals, beware...The Black Hood is
everywhere . . .

I—the Black Hood—do solemnly swear—that
neither threats—nor bribes—nor bullets—nor
death itself—shall keep me from fulfilling my
vow—to erase crime—from the face of the earth!

THE BLACK MUSEUM, crime drama.

BROADCAST HISTORY: 1951, produced by the
BBC in London. Transcription run in America Jan.
1-Dec. 30, 1952, Mutual. 30m, Tuesdays at 8.
HOST-NARRATOR: Orson Welles. PRO-
DUCER: Harry Alan Towers of the BBC.

The Black Museum was Scotland Yard’s
““mausoleum of murder,”’ a ‘‘repository of
crime’’ filled with ordinary objects that had each
in some way contributed to a murder or to the
undoing of the villain. It might be a straight razor
or an old trunk: maybe a hammer, a cigarette
lighter, or a sash cord. As narrator, Welles
walked through the empty museum, paused,
stopped, picked up an object, and told its story.

BLACK NIGHT, horror.

BROADCAST HISTORY: 1937-38, WBAP, Fort
Worth. 30m, Fridays late night beginning Nov. 5,
1937; Mondays at 11, Central time, 1938. CAST:
Nelson Olmsted in many roles. Music: Gene
Baugh. PRODUCER: Ken Douglass. WRITER:
Virginia Wiltten. SOUND EFFECTS: A.M.
Woodford.

Though it was not heard on a network, Black
Night, one of radio’s earliest and most effective
horror shows, was known far and wide. Strate-
gically placed in Fort Worth and broadcast near
midnight, it drew mail from at least ten states
coast to coast. It was cited by such publications
as Radio News for its grisly sound effects and
creepy music. It opened with The Tell-Tale
Heart, by Poe, but in the main used original ma-
terial by scriptwriter Wiltten.
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BLACK NIGHT, musical variety.

BROADCAST HISTORY: Aug. 21-Sept. 25, 1951,
ABC. 30m Tuesdays at 8:30. CAsT: Don Dowd,
with a club-hopping tour of Chicago’s night life;
vocalists Loretta Poynton and Carolyn Gilbert.
Music: Rex Maupin.

BLACKSTONE PLANTATION, musical va-
riety.

BROADCAST HISTORY: 1929-30, CBS. 30m,
Tuesdays at 8. Blackstone Cigars.
1930-34, NBC, 30m, Tuesdays at 8; also, 1931~
32, Blue Network, Thursdays at 9. Blackstone. Fi-
nal broadcast Jan. 2, 1934.
CasT: Frank Crumit and Julia Sanderson with light
patter, cheerful music, and vocal duets.

Crumit and Sanderson formed one of radio’s
earliest major husband-wife teams. Crumit
played ukelele and was well known in the *20s
through his phonograph records. They were
heard in other shows over the decade, including:

—The Bond Bread broadcasts, 1934-36, CBS,
30m, Sundays at 5:30.

—The Norge Musical Kitchen and It’s Flor-
ida’'s Treat, 15m transcriptions, ca. 1936. Norge,
Florida Orange Juice.

—The Battle of the Sexes, 1938-42, NBC,
quiz. 30m, Tuesdays at 9.

—The Crumit and Sanderson Quiz, 1942,
CBS.

—Singing Sweethearts,
Coast. Weekdays at noon.

Crumit died Sept. 7, 1943, having attained a
repertoire of 7,000-10,000 songs. After his
death, Sanderson had a Mutual ladies’ series,
Let’s Be Charming, 1943-44, 30m, Thursdays at
1:30.

1943, CBS West

BLACKSTONE, THE MAGIC DETEC-
TIVE, mystery-trick show.

BROADCAST HISTORY: 194849, transcribed syn-
dication; heard on WOR-Mutual Oct. 3, 1948-April
3, 1949, 15m, Sundays at 2:45. CAST: Ed Jerome
as Harry Blackstone, ‘‘the world’s greatest living
magician.’’ Ted Osborne and Fran Carlon as Black-
stone’s friends John and Rhoda. ANNOUNCER:
Alan Kent. Music: Bill Meeder on organ.

A typical episode opened with Blackstone tell-
ing John and Rhoda about one of his celebrated

mystery cases. The case was dramatized in flash-
back, and there was always a magical ending,
explained by Blackstone after a commercial
pause during which the audience was challenged
to figure it out. At the end of each show, Black-
stone described a trick (a balancing egg, a walk-
ing hatpin, a disappearing coin, etc.), which kids
could practice to ‘‘mystify’’ their friends.

BLIND DATE, audience dating game; human
interest.

BROADCAST HISTORY: July 8-Aug. 26, 1943,
NBC. 30m, Thursdays at 8. Substitute for Frank
Morgan-Fanny Brice show. Maxwell House.

Oct. 25, 1943-Aug. 6, 1945, Blue/ABC. 30m,
Mondays at 8:30. From New York. Lehn & Fink,

Aug. 17, 1945-Jan. 18, 1946, ABC. 30m, Fri-
days at 8. From Hollywood. Hinds Cream.

HOSTESS: Arlene Francis. ANNOUNCERS: Tiny
Ruffner, Jimmy Wallington. CREATOR-
PRODUCER-DIRECTOR: Tom Wallace.

The premiere broadcast of Blind Date set the
style of this lively show. In the middle of the
stage in Radio City’s Studio 6A was a partition.
To the right were the studio orchestra, hostess
Arlene Francis, and six servicemen carefully se-
lected as contestants: to the left, three beautiful
women drawn from the ranks of the screen, ra-
dio, and modeling professions. The object was
to arrange blind dates pairing three of the serv-
icemen and the three women on opposite sides
of the partition. The losers would be consoled by
a friendly kiss from the hostess, $15 cash, and
tickets to a Broadway show. The winners got a
night on the town with their dates, dinner at the
Stork Club, $5 pocket money, and a chaperoned
ride home. Each woman was paid $50 for
*‘working the show.”

The servicemen had to sell themselves to their
prospective dates on a telephone line that con-
nected the two halves of the stage. Each contes-
tant had a little more than two minutes to explain
his best points: each woman then chose the date
she found most interesting, and the three winners
were escorted through swinging doors in the par-
tition to meet their blind dates.

For the show’s immediate success, no small
credit was given to Arlene Francis, the *‘pretty
femcee’’ described by Newsweek as ‘‘an ad-lib



artist and possessor of a voice which at times
can only be described as sexy.’”” The hostess her-
self was so charming, the critic said, that the con-
testants would frequently ask, ‘‘What are you
doing tonight, Miss Francis?”’ Usually she was
busy, helping chaperone the winners.

Francis had an ability, it was said, to put the
most nervous young man at ease. She talked of
his home life, his hobbies, his war record. Her
infectious laugh, good looks, and sexy air pres-
ence were always noted by reporters, male and
female, who covered the show. Her double en-
tendres at times were near-scandalous. To advise
winners to ‘‘go over to that side of the stage and
get familiar’’ was one thing: but when she tried
to draw out a shy young warrior by noting that
he had his ‘‘Purple Heart on,”’ the show became
a censor’s nightmare. She didn’t understand, she
recalled in her autobiography, why the audience
reacted with a wave of laughter: she was so in-
nocent in those days that she still didn’t get it
when the producers told her, after the broadcast,
what that had sounded like on the air.

The *‘boys’’ were scouted personally by di-
rector Wallace and an aide. They were taken
from service clubs and, when the show moved
to Hollywood, were recruited at the Stage Door
Canteen, where Wallace bused tables one night
a week. The show was unabashedly patriotic:
Wallace wanted boys who had solid American
backgrounds, spoke well, and preferably had
seen some action overseas. And it wasn’t always
the smooth ones who won. One soldier, asked if
he could dance, replied in a hopeful voice, ‘‘No,
but I can crack my knuckles.”” Quickness like
that, under fire, won him the date.

The dates often lasted till early morning.
Chaperones guided the winners home, leaving
them only when they went their separate ways
and the sponsor’s responsibility ended. But Cu-
pid was not denied: at least half a dozen mar-
riages and many ‘‘lively correspondences’’ came
out of the show. And the idea worked on tele-
vision as well. Blind Date ran on early ABC-TV,
again with Francis as hostess, from 1949 through
1952.

BLONDIE, situation comedy, based on the
comic strip by Chic Young.

BROADCAST HISTORY: July 3, 1939-June 26,
1944, CBS. 30m, Mondays at 7:30. Camel Ciga-
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rettes. Initially a summer replacement for The
Eddie Cantor Show: when Cantor did not return,
the sponsor continued Blondie in the same time-
slot.

July 21-Sept. 1, 1944, Blue Network. 30m, Fri-
days at 7. Super Suds.

Aug. 13, 1944-Sept. 26, 1948, CBS. 30m, Sun-
days at 8 until mid-1945, then at 7:30. Super Suds.
Ran concurrently with Blue Network series for
first three weeks.

Oct. 6, 1948-June 29, 1949, NBC. 30m,
Wednesdays at 8. Super Suds.

Oct. 6, 1949-July 6, 1950, ABC. 30m, Thurs-
days at 8, then at 8:30 as of May.

CAsT: Penny Singleton as Blondie until 1949. Ann
Rutherford as Blondie ca. 1949. Also, Alice White
and Patricia Van Cleve as Blondie. Arthur Lake as
Blondie’s husband, Dagwood Bumstead. Leone
Ledoux (a specialist in infant roles) in the pretod-
dler parts of the Bumstead children, Alexander
(Baby Dumpling) and Cookie. Tommy Cook as
Alexander as of May 1943. Larry Sims (who
played the role in films) as Alexander as of mid-
summer 1946. Bobby Ellis as Alexander in 1947.
Jeffrey Silver as Alexander by 1949. Marlene
Aames as Cookie by 1946. Norma Jean Nilsson as
Cookie in 1947. Joan Rae subsequently as Cookie.
Hanley Stafford as J. C. Dithers, Dagwood’s boss.
Elvia Allman as Mrs. Dithers (Cora). Frank Nelson
as Herb Woodley, the Bumsteads’ neighbor, a part
also played briefly by Harold Peary. Arthur Q.
Bryan and Harry Lang as Mr. Fuddle, another
neighbor. Dix Davis as Alvin Fuddle. Mary Jane
Croft as Blondie’s friend Harriet. Veola Vonn and
Lurene Tuttle as Dimples Wilson. Regulars (1939):
Rosemary DeCamp, Ed MacDonald, Hans Conried.
ANNOUNCERS: Bill Goodwin, Howard Petric,
Harlow Wilcox. Music: Harry Lubin, Billy Artz.
PRODUCER-WRITER: Ashmead Scott. DIREC-
TORS: Eddie Pola, Don Bernard, Glenhall Taylor.
WRITERS: Johnny Greene (1940), William
Moore. SOUND EFFECTSs: Ray Erlenborn (CBS),
Parker Cornel (NBC).

According to Radio Mirror, Blondie was a sit-
uation comedy about a ‘‘typical couple.’” Super-
ficially, perhaps, the Bumsteads of ‘‘the small
house in Shady Lane Avenue’’ fit that descrip-
tion. They bowled, they played bridge with their
neighbors, and, it was noted, ‘‘they can’t wait
for other parents to stop bragging about their ba-
bies because they want to talk about Dumpling.”’
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There the similarity with reality ended. For the
next 30 minutes, the Bumsteads were as typical
as the Aldrich family. The opening signature,
one of radio’s best-remembered, gave a hint of
the dizziness to follow.

Ah-ah-ah-ah! Don’t touch that dial! Listen
t0—

“‘BLONNNNNNNNNNNNNNNDIE!"’

Ah, yes. Dagwood Bumstead is home.

The situations in Blondie were built around the
foibles of Dagwood. The ‘‘bubble of his self-
importance is burst at every turn,”’ wrote Radio
Life in 1943. ‘‘He walks along singing and peo-
ple think he’s crying. He introduces friends, say-
ing happily, ‘I know you’ll like each other,” only
to have them stare stonily at him. He rushes in
where angels fear to tread. . . . In fact, he seems
a flagrant and shallow personality. His charm is
that he’s so splendidly weak: he makes us feel
less lonely, realizing that human frailty is a uni-
versal thing.”’

Dagwood was always on the defensive. He
wasted time, frittered around, and was forever in
hot water—if not with his boss J. C. Dithers,
then with Blondie, who was apt to catch him
sneaking in late after a night with the boys. Dag-
wood was an architect of sorts with the Dithers
Construction Company. He had a computer-like
brain and could add the most complicated figures
instantly. His boss was a tyrant, ever threatening
to run Dagwood’s pinkie through the pencil
sharpener or loudly demanding his presence, at
attention, in the boss’s office. Dagwood arrived
at the desk to comical music, a trumpet fanfare.

At home his family grew. Because the radio
show was so closely tied to the films (the same
actors playing the leads) and beyond that to the
comic strip, everything flowed from cartoonist
Chic Young. Young believed that his strip
should follow the ‘‘laws of natural life.”” The
children grew up, and in the funnies Blondie de-
veloped ‘‘a matronly middle, wider hips, and
other signs of maturing womanhood.”” In time
there was a second blessed event: Baby Dump-
ling grew into boyhood and on the show of April
7, 1941, was joined by a sister. They became
Alexander and Cookie. The family owned a dog,
Daisy, which became as entrenched in the house
on Shady Lane Avenue as Asta was in the New
York apartment of Nick and Nora Charles.

All the Young touches were here: the Bum-
stead sandwiches, piled elbow-high with every

possible lunch food, were frequent Dagwood
snacks at midnight. It was a triple-play suc-
cess, comics-to-movies-to-radio. Personal ap-
pearances were required of the stars, and Penny
Singleton—originally a redhead—took root in
Hollywood’s beauty parlors, keeping her hair
blond. Her first starring film role was in Blondie,
from Columbia in 1938. Intended as B movies,
the series often outdrew the main offerings on
double-feature bills. Other films followed: Blon-
die Meets the Boss, 1939; Blondie Goes Latin,
1941. It was fluff, and the radio show was ex-
actly the same.

Arthur Lake played Dagwood through three
changes of female lead (his wife Patricia Van
Cleve serving as Blondie in one of the later
seasons). Singleton described Lake as ‘‘Dag-
wood to his toes.”” Once, she told Radio Life,
he decided to shave, of all things, ten minutes
before air time. When Lake tested for the first
film, the director reportedly yelled, *‘If it’s
alive, that’s Dagwood!”’ Like Dagwood, Lake
wore a jazzbo tie, fastened with a clip, as he
stood at the microphone and read his lines.
Born Arthur Silverlake to a circus family in
1905, he died in 1987.

BLUE MONDAY JAMBOREE, known in the
West as ‘‘the daddy of all variety shows.”’

BROADCAST HISTORY: 1927, KFRC, San Fran-
cisco. 120m, Monday nights. Heard locally for
many years; taken ca. 1929-30 into the Don Lee
Network, which carried CBS programming to the
West Coast before it merged with Mutual. CAsT:
Bill Wright and Hazel Warner. Juliette Dunne,
“‘solo balladist.”” Meredith Willson. CREATOR-
EMCEE: Harrison Holliway, station manager of
KFRC. THEME: The Jamboree March, by Mer-
edith Willson.

1935, CBS. 60m, Mondays at midnight. A
coast-to-coast summer run. CAST: Juliette Dunne.
Baritone Ronald Graham. Blues singers Midge
Williams, Nora Schiller, and Jean Ellington.
Mezzo-soprano Helen Hughes. Comics Murray
Bolen and Harris Brown. Vernita Henry as Mrs.
Cornelia Yiffniff, a ‘‘burlesque of a Boston Back
Bay dowager.”’ Bea Benaderet, comic dialectician
and later a major character actress of network
radio. Edna O’Keefe as a ‘‘hill-nelly’’ character
named Sairy Sloat. EMCEE: Harrison Holliway.
Music: Claude Sweeten and his 16-piece or-



chestra. WRITER-PRODUCER: Arnold Maguire,
who also performed ‘“‘as the darky character, Ad-
hesive Pontoon."’

BLUE RIBBON TOWN, comedy-variety.

BROADCAST HISTORY: March 27, 1943-Aug. 5,
1944, CBS. 30m, Saturdays at 10:15 until Oct.
then at 8. Pabst Beer. CAST: Groucho Marx, host
and comic-in-residence. Virginia O’Brien, come-
dienne. Leo Gorcey (of the Dead End Kids) by
spring 1944. Fay McKenzie. ANNOUNCER: Dick
Joy. VocaLisTs: Donald Dickson, Bill Days,
and Kenny Baker, who took over as host when
Marx left in mid-June 1944. Music: Robert
Armbruster. DIRECTOR-PRODUCER-WRITER:
Dick Mack.

Groucho Marx still hadn’t found his radio legs
when Blue Ribbon Town opened. He was rooted
in the slapstick of his movie days, a visual kind
of comedy that seldlom worked in radio. His
scripts were filled with zany one- and two-line
gags reminiscent of a Marx Brothers film. At a
health resort, he would say, ‘‘I'm here for my
stomach—have you seen it anywhere?’’ The
style was at least ten years old. One week he’d
play a loony scientist, the next a doctor, ‘‘but
every week he’s nuts,”’ one critic said, welcom-
ing the show.

All the action allegedly took place in Blue Rib-
bon Town, a mythical, medium-sized American
city whose name tied nicely to the sponsor’s beer.
Virginia O’Brien had costarred in the latest Marx
Brothers screen epic, The Big Store (1941): she
was best known for her deadpan demeanor and
for singing torch songs in a flat monotone. There
was an impressive parade of guests (Jack Benny,
Barbara Stanwyck, Charles Laughton, etc.), but
the show never generated much enthusiasm.

BOB AND RAY, comedy and satire.

BROADCAST HISTORY: 1946-51, WHDH, Bos-
ton. Matinee with Bob and Ray. Various days and
times.

July 2, 1951-Oct. 9, 1953, NBC. Many 15m
timeslots: daily at 5:45, 1951-52; at 11:30 a.M. for
Colgate, 1952-53; at 6:30, also 1952-53. 30m,
daily at noon, mid-1953. DIRECTOR: Ken
MacGregor.

July 7-Sept. 26, 1951, NBC. 60m in prime time
but bounced around the schedule in its brief run.
Orchestra, guest stars.
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Oct. 3, 1955-Sept. 20, 1957, Mutual. 45m
weekday disc jockey series.

June 29, 1959-June 24, 1960, CBS. 15m, week-
days.

1983, 1984, 1987, National Public Radio series,
produced in stereo, series of 4, 12, and 13 shows
heard on various dates in different parts of the
country.

CasT: Bob Elliott and Ray Goulding.

The Bob and Ray Show was a happy accident,
created by Robert Brackett Elliott and Raymond
Walter Goulding, a team of avant-garde comics
who each—when on the air—seemed to know
the other’s mind. They came along late and
played the networks sporadically. But at their
best, in their 1959-60 daily series for CBS, they
were as funny and fresh, as clever and witty, as
anyone who ever used the medium.

Using no script. they performed with a single
sense of timing, pace, and direction. A single
word or phrase might send them veering into
new directions, with only instinct and a keen un-
derstanding of each other to guide the way.

Fluffs didn’t concern them: their show was so
offbeat that it sometimes seemed like a contin-
uous chain of fluffs. They did outrageous satire,
parodies on everything American, from eating
habits to radio shows, including their own.

They worked together for 40 years. Elliott,
born in Boston March 26, 1923, had landed a
job at WHDH during the war, returning there
after his release from the military. He was doing
a morning disc jockey show when the station
hired Goulding, another New Englander, born
March 20, 1922, a few miles away in Lowell.
Ray read the news on the hour, then occasionally
engaged in impromptu on-air discussions with
Bob. This rambling buffoonery expanded when
WHDH got the rights to Braves-Red Sox base-
ball, and Bob and Ray were asked to do 25
minutes before each game. They began to sati-
rize radio serials with spoofing continuations.
Their first such serial was Linda Lovely; in such
later, more polished epics as Mary Backstayge,
Noble Wife, they used many of the techniques
actually in practice on the serials of Frank and
Anne Hummert. The exaggeration was minimal,
the comedy achieved in the delivery. As on the
real Backstage Wife, the identifying adjective be-
came a first name; for instance, Wealthy Jacobus
Pike was the backer of the play in which Harry
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Backstayge was starring. Supplementing the se-
rial was a company of characters, all played by
Bob and Ray, who chatted inanely about every-
thing. Among the earliest were Mary McGoon,
who had a recipe and menu show; Tex Blaisdell,
who did rope tricks, impossible on radio but all
the funnier because of that; Uncle Eugene, a
stuffed shirt said to be ‘‘soft as a grape’’; and
Wally Ballou, reporter extraordinaire. Radio was
their natural medium. ‘*All you have to do is say
you're in Yankee Stadium,”” Ray told New-
sweek: *‘on TV, you’d have to have it painted
on a wall.”

With his deep baritone voice, Ray did all the
low, gruff parts and the falsetto females. He had
one female voice—his Mary McGoon was
everywoman on The Bob and Ray Show. Bob
handled the adenoids: Wally, Tex, the European
accents, the straight parts, the old men. Ray did
the tough guys and the roars. Most of the flat
dullards, of which there were many, were done
by Bob.

NBC welcomed them in 1951. An agent had
given a Bob and Ray audition record to Bud
Barry, a network executive, and now they were
heard nationwide while chatting and playing rec-
ords for the local audience on WNBC in the
mornings. Within a year they had won a Peabody
and were considered by their peers the up-and-
coming comics to listen to. Among their biggest
fans were Jackie Gleason, Sid Caesar, and Grou-
cho Marx. J. Edgar Hoover was less thrilled, es-
pecially with such ‘‘premium giveaways’’ as the
*‘Little Jim Dandy Burglar Kit.”’

They would make the full circle of network
radio, broadcasting on NBC, ABC, Mutual,
CBS, NBC’s Monitor, and finally NPR. Their
comedy was adaptable to all timeslots, being
heard as live five-minute skits (Monitor, NBC,
circa 1955-59) as well as four-hour marathons
between the records and weather reports of local
radio. They did extensive commercial work from
1960-62, returning that year with an all-
afternoon show on WHN. A Broadway show,
Bob and Ray: The Two and Only, opened in
1970. In 1973 they were heard on WOR.

In private life they were ordinary, said their
friends, and some people thought them dull. On
the air, they were something else. Their mid-
1950s director-producer-soundman, Vic Cowan,
sometimes tried to throw them by putting in a
sudden sound effect. It never worked: one or the

other (or both at once) would veer immediately
into this new traffic, incorporating the sound into
their dialogue. Their greatest influences were
each other, though Bob told the New Yorker that
he had been influenced as a child listening to
Raymond Knight's Cuckoo Hour. Knight wrote
for Bob and Ray in the early ’50s, when their
network shows were scripted, and when Knight
died Bob married his widow. Ray died March
24, 1990, of kidney failure.

To recap their many high spots is a delight.
Mary McGoon spawned dozens of spinoffs, from
Irma Shacktalloosengaard to Natalie Attired, and
the fact that all these ladies had exactly the same
voice was in itself a funny touch. Mary made
“mock turkey’’ each Thanksgiving, a feast com-
posed of mashed potatoes molded to look like a
turkey and hot dogs for ‘‘drumsticks.’” She chat-
ted casually and occasionally sang, always ter-
ribly. Her 1949 recording of Mule Train and I'd
Like to Be a Cow in Switzerland quickly sold
out its 3,000-copy pressing and was soon a col-
lector’s item. As Natalie Attired, Ray played a
‘‘song-sayer,”’ speaking song lyrics to the
accompaniment of drums. Bob played Wally
Ballou with an air of stony incomprehension: the
bumbling reporter who has no idea how awful
he is. He interrupted guests, talked over their
voices, and often asked questions that had just
been answered. He introduced himself as ‘‘ra-
dio’s highly regarded Wally Ballou, winner of
over seven international diction awards,’’ occa-
sionally as ‘‘personable, well-preserved Wally
Ballou.”” He always had his microphone off for
the first few minutes of his ‘‘remote’’ and was
always cut off at the end, in the middle of a
word. Wally’s wife was Hulla Ballou. They had
a son, Little Boy Ballou.

Bob was also Steve Bosco, the often-
inebriated sports reporter who fretted constantly
about being cut off the air and usually ended his
reports with pleas for money. Ray was the other
sportscaster, Biff Burns, whose trademark was
the towering ego matched only by ignorance. At
the height of the Arthur Godfrey craze, they cre-
ated Arthur Sturdley, redheaded host of a talent
scouts show, who was described as ‘‘just a
jerk.”” Webley Webster conducted the forum,
and Dean Archer Armstead, farm editor, broad-
cast from the ‘‘Lackawanna Field Station’’ in ru-
ral New York. Chester Hasbrouck Frisbie was
listed as the scriptwriter of Mary Backstayge,



Noble Wife, and, as the New Yorker told it, “‘dis-
cusses coming episodes as if he were talking
about Proust or Joyce.”” Another name that
turned up in the serial writing credits was O. Leo
Leahy. Barry Campbell was an over-the-hill
bandleader who conducted an all-girl orchestra.
Charles the Poet read unbearable verse to the
faint, sentimental music of a violin and the chirp-
ing of birds. But he never made it to the end of
a poem without breaking into fits of uncontrol-
lable laughter.

One Feller’s Family was a spoof of the eternal
Carlton E. Morse serial One Man’s Family. Bob
played Father Butcher, who in the best Father
Barbour manner puttered around the garden
mumbling to himself. Ray, as Mother Butcher,
would shout, ‘‘Oh, shut up and stop mumbling,
you senile old man!’’ while Father Butcher kept
muttering, ‘‘Fanny, Fanny, Fanny.”” The writer
was T. Wilson Messy, and the serial was a
‘“Messy Production.”’

There was also Mr. Treat, Chaser of Lost Peo-
ple, a poke at the prime-time Hummert detective
series Mr. Keen, Tracer of Lost Persons, which
was also heard as Mr. Trace, Keener Than Most
Persons. There were Jack Headstrong, the All-
American American; Wayside Doctor, Hawaiian
Ear, Eye, Nose and Throat Man; and Kindly
Mother McGee, the Best Cook in the Neighbor-
hood. Then came The Gathering Dusk, ‘‘the
heartwarming story of a girl who’s found unhap-
piness by leaving no stone unturned in her efforts
to locate it,”’ sponsored by the ‘‘Whippet Motor
Car Company, observing the 45th anniversary of
its disappearance.’” Among the numerous bogus
premium giveaways were the burglary kit, the
‘‘Bob and Ray Home Surgery Kit,”’ and mem-
bership in ‘‘Heightwatchers International,”
which came with ‘‘six ample servings of low
vitamins and nutrients in artificial colorings.”’

Their finest series was probably the 1959-60
quarter-hours for CBS. All the old cast was pres-
ent, Mary, Tex, Wally, and Steve Bosco, still
‘‘rounding third and being thrown out at home.”’
Old serials and new held the air. Now there was
Lawrence Fechtenberger, Interstellar Officer
Candidate, sponsored by ‘‘chocolate cookies
with white stuff in between them,”” and teaming
the hero with an ever-sneering sidekick, Mug
Mellish. There was a tree imitator who had more
than two dozen trees in his repertoire and gave
a sobbing rendition of a weeping willow. On-
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stage was the ‘‘great Bob and Ray bird,”’ a mon-
ster that doubled in size by the week, was
frequently described as ‘‘a dangerous bird,’’ and
one day ate the ‘‘Bob and Ray popcorn ball.”
The show was coordinated by *‘Wilbur Conley,
young squirt who works for us,”” and had the
usual array of crazy games and stunts. They
made fun of TV laugh tracks, had an audience
“‘warmdown,’’ and offered the game show La-
dies, Grab Your Seats. Finally there was Smelly
Dave, the dead whale obtained by Bob and Ray
and sent for a weeks-long national tour on an
open flatcar. Reporter Arthur Shrank sent back
the details, which could be summed up in one
gutteral word—uuuuggghhhh!

The signatures hinted at the content, from the
opening words (‘*‘And now, from approximately
coast to coast, Bob Elliott and Ray Goulding
present the CBS Radio Network’’) to their tra-
ditional closing:

*“This is Ray Goulding reminding you to write
if you get work ...”

‘*“...and Bob Elliott reminding you to hang
by your thumbs.’’

BOB AND VICTORIA, soap opera.

BROADCAST HISTORY: Jan. 27-June 27, 1947,
CBS. 15m weekdays. Dutch Mill Cheese, Sunny-
bank Margarine, Wakefield Coffee. CasT: Un-
known. PRODUCER: George Fogle. WRITERS:
Lee and Virginia Crosby.

This was billed as ‘‘radio’s beautiful story of
a man who learns that to lose one’s heart is to
find it.”’ The hero, Bob Reagan, tried to raise an
11-year-old girl, Victoria Clayton, after her fa-
ther, Bob’s best friend, was killed.

THE BOB BECKER PROGRAM, dog talk.

BROADCAST HISTORY: March 6-May 29, 1932,
CBS, regional hookup. 15m, Sunday afternoons.
Outdoor Talks. Atlas Brewing.

Oct. 21, 1934-July 8, 1944, NBC. 15m, Sun-
days at 5:45 until 1943, then Saturdays at 10:45
AM. Dog Talks. Red Heart.

In his first brief series, Bob Becker utilized his
background as outdoor editor of the Chicago
Tribune. His Dog Talks on NBC was a long-
running study of dog breeds and training.
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THE BOB BURNS SHOW, regional humor.

BROADCAST HISTORY: Sept. 16, 194]1-June 9,
1942, CBS. 30m, Tuesdays at 8:30. The Arkansas
Traveler. Campbell Soups.

Oct. 7-Dec. 30, 1942, CBS. 30m, Wednesdays
at 9. Lever Brothers.

Jan. 7, 1943-June 27, 1946, NBC. 30m, Thurs-
days at 7:30. Lever Brothers.

Sept. 29, 1946-May 25, 1947, NBC. 30m, Sun-
days at 6:30. American Home Products.

1949, brief daytime series.

CAsT: Bob Burns, ‘‘the Arkansas Traveler.”” Ginny
Simms, vocalist on the early shows. Edna May Ol-
iver, often playing the eccentric nurse-figure she
had popularized in the movies. Mantan Moreland
and Ben Carter, black comedians, ca. 1945. Ann
Thomas as Sharon O’Shaughnessy, mid-1940s.
James Gleason. Una Merkel. Vocalist Shirley
Ross, 1944-47. Music: Initially Billy Artz;
Spike Jones and his novelty band, 1942-44; later
Gordon Jenkins, Ray Sinatra. PRODUCER-
DIRECTORS: Thomas Freebaim-Smith, Joe
Thompson, Andrew C. Love.

The Bob Burns Show followed five highly suc-
cessful years by Burns as hillbilly-in-residence
on Bing Crosby’s Kraft Music Hall. Burns
would be billed as ‘‘the Arkansas Traveler,”’ a
character patterned after Col. Sanford C. Faulk-
ner, who according to legend roamed the ante-
bellum South, fiddling and singing wherever
people gathered.

Burns was born in 1890, and his small-town
Arkansas background was evident only in his
voice. He was college-educated, trained as a civil
engineer. ‘‘There is nothing slapstick about
him,”’ Radio Life would write in 1941, when his
Arkansas Traveler had just opened on CBS. ‘*He
dresses conservatively for his broadcasts. There
is no strained effort to make funny ‘hillbilly’
clothes, bare feet, or props do the work of char-
acterizations.’’

On his farm in the San Fernando Valley,
Burns produced beets, pumpkins, alfalfa, corn,
and beans. He worked the farm every day, ex-
cepting the day of his broadcasts. He collected
exotic songbirds, some of which he had trained
to sing the national anthem, as well as his theme,
The Arkansas Traveler. His aviary was fre-
quently cited among the best in the West, and
his interests included folklore, photography,
shortwave radio, and weaving. He was a carpen-

ter, a fisherman, a maker of toys, a sailor. He
raised prize hogs and did a bit of gunsmithing.
By 1944 he had taken up astronomy. His farm
had grown to 400 acres, and Burns still liked to
work: he and two hired men were farming it by
themselves.

He had come far from his hometown, Van Bu-
ren, Ark. His name back home was Robin. His
earliest try at entertaining was playing a man-
dolin in the Van Buren Queen City Silver Tone
Cornet Band. He was about 15 when he invented
a new instrument called the bazooka that would
one day make his fortune. It was devised of two
pieces of gas pipe, slipped together and looking
like a cross between a horn and a gun, with a
whiskey funnel at the end ‘‘where the music
came out.”” It was an instrument that few could
play. Even accomplished trombonists gave up in
despair when they tackled the bazooka: those
who could play it, Burns said, sometimes lost the
ability to play the trombone. After performing in
Europe in World War I, he returned home and
got into vaudeville. He toured in blackface as
half of the comedy team Burns and West and did
amusing bazooka numbers. But bookings were
scarce in the Depression. Burns was advised to
try radio.

He auditioned at KNX. He had an idea for a
radio show, to be called Gawkin’ Around,
wherein he would play a guitar and talk about
most anything. ‘‘They heard him do exactly what
he does now at $1,000 a week and said, ‘We'll
let you know if anything turns up,” ** said Radio
Mirror in 1936. Thanks but no thanks. He played
Col. Blaine on a Show Boat derivative: there was
no salary, and the show died, lacking a sponsor.
He worked a show called Fun Factory, another
freebie, and was billed (in blackface) as a char-
acter called Soda Pop in the Gilmore Circus (at
$20 a week). At KHJ he did a show called Hi-
Jinks: the pay was $3. Just a year before he be-
came a household name, he was near-broke and
out of work. He fed himself with Rotary Club
jobs, Radio Mirror said, ‘‘but a week when he
made $75 was a rarity.”’

He was now in his 40s, with no big break on
the horizon. Still, he had faith in his material.
The answer, he said, came to him ‘‘in a flash.”
The only reason he hadn’t clicked was because
he wasn’t a big name. It was too easy for people
to say no. If he could get on a big national radio
show, it could all change overnight. He chose



the biggest: Rudy Vallee’s Fleischmann Hour.
He packed his car and struck out for New York.

He called J. Walter Thompson, arranged an
audition, and did a monologue for ‘‘cold-eyed
gentlemen sitting critically behind glass.’”” They
listened for about 20 minutes and put him on the
Vallee show.

His first national appearance was on The
Fleischmann Hour in mid-1935. The Thompson
people wanted Burns to talk politics in that rustic
backwoods manner. They saw him as a possible
political pundit in the Will Rogers mold. His
likeness to Rogers would not be lost on others:
Newsweek, in a brief profile later that year, said
that *‘in appearance Burns resembles Gene Tun-
ney,”’ but ‘‘he sounds like Will Rogers.”” On that
first Vallee show, Burns did what they told him,
his political monologue winning him a return in-
vitation. But on Aug. 15, Rogers and pilot Wiley
Post were killed in an Alaskan plane crash. In-
stantly Rogers was enshrined in show business
myth, his name all but canonized. Burns had to
fall back on his old act to avoid being washed
away as a second-rate imitator.

But the old act worked. That summer and fall
he made eight network appearances, with Vallee
and with Paul Whiteman, and became the hottest
new radio act since Joe Penner. By telegram he
was offered a 26-week engagement on The Kraft
Music Hall, to begin when Bing Crosby took
over in January 1936. Burns hopped a train for
Hollywood, stopping long enough to get a hero’s
welcome in his hometown. In Van Buren, he was
met by the entire populace, with marching bands,
a police escort, and banners (WELCOME HOME,
BUBBER, one read) strung everywhere.

His act seldom changed after that. It was coun-
try yarnspinning, carried to the extreme. ‘‘Pigs
or razorback hogs down in Van Buren, Ark., are
certainly something,’”” he would say. ‘““Once a
pig ate 16 sticks of dynamite. Then he crawled
under the barn. A mule came up and kicked the
pig and blew up the barn and killed the mule and
blew the windows out of the house, and for a
couple of days we certainly had a mighty sick
pig around.’”’ This was the stuff. Burns dispensed
it weekly, his contract with Kraft extended until
1941, a five-year run. It only ended then, by one
account, because his salary had grown to $5,000
a week, and the Kraft people thought he’d be-
come too expensive.

So Burns was on his own. His Arkansas Trav-
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eler put a new twist on situation comedy. Burns
played a backwoods sage who roamed the land
doing good deeds. This comedy-drama was
sandwiched in with two Burns monologues, mu-
sic, and vocals by Ginny Simms. By 1943 he
had dropped the Arkansas Traveler title, and the
motif was gradually refined, with Ann Thomas
playing a regular character named Sharon
O’Shaughnessy and more contemporary skits
featuring character actors James Gleason and
Una Merkel. Burns remained the same. He
would tell listeners that Merkel had ‘‘one of
them smiles you could pour on a waffle’’ and
would offer this wry assessment of radio:
‘‘Down home we mash up our corn and get corn
likker; out here they mash up their corn and get
a radio program.’’ Occasionally he talked of re-
tiring. ‘‘A feller gets kinda tired workin’ 30
minutes every week.”’

Burns hit his best stride in his 1943—46 series
for Lever Brothers and Lifebuoy Soap: his rating
peaked in the high teens, and he remained pop-
ular through the war years. His bazooka solos
could impress, arranged with orchestra accom-
paniment. When the Army named its armor-
piercing gun after Burns’s instrument, he gained
a small piece of immortality. He did retire after
1949. Though his comedy is dated, he was an
important figure in his day, truly reflecting the
taste of a growing America. He died Feb. 2,
1956.

THE BOB CROSBY SHOW, musical variety.

BROADCAST HISTORY:

July 18, 1943-June 25, 1944, NBC. 30m, Sundays
at 10:30. Old Gold.

Jan. 1-July 17, 1946, CBS. 30m, Tuesdays at
10 until March, then Wednesdays at 9:30. Ford
Motor Company.

Oct. 13, 1949-July 16, 1950, NBC. 30m, Sun-
days at 10:30. The Pet Milk Show.

CasT: Bob Crosby, crooner and front man for or-
chestras with various personnel. ANNOUNCERS
AND CONVERSATION-MAKERS: John Lund,
Les Tremayne.

The Bob Crosby Show, as such, was a product
of the 1940s, but it had its roots in the big band
era of the previous decade. Crosby had a strange
career. He performed in the shadow of an older
brother who was the major star of his day. He
had no discernible musical genius, yet Crosby
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fronted what is still remembered as one of the
most exciting bands of all time.

It arrived in the summer of 1935. The Ben
Pollack band had broken up, but the men wanted
to stay together. They needed a front man, and
Crosby, formerly a singer with the Anson Weeks
band, filled the role. He sang and was listed as
leader, and the orchestra went on NBC Oct. 25,
1935, for a Friday quarter-hour at 8:15. This run
ended Jan. 17, 1936, but the band remained to-
gether. Among others, it boasted Matty Matlock
(clarinet), Yank Lawson (trumpet), Bob Zurke
and Joe Sullivan (pianists), Nappy Lamare (gui-
tar), Ray Bauduc (drums), Bob Haggart (bass),
and saxes Gil Rodin, Eddie Miller and Deane
Kincaide. As Bob Crosby and his Bobcats, the
band recorded some classic Dixieland numbers
and in 1938 hit the popular charts with the Bau-
duc-Haggart recording Big Noise from Winnetka.

In 1939 the band was heard on Mutual in a
30-minute Wednesday slot. On June 27 that year
it was signed for the much-traveled Camel Car-
avan program on NBC; this ran Tuesdays at
9:30 and, beginning in January 1940, Saturdays
at 10. Crosby’s association with Camel ended
Jan. 2, 1941, then heard Thursdays at 7:30.

His Old Gold series was again heavy with
swing. After the war, he organized a new or-
chestra and announced that he would shy away
from the Dixieland music that had made him fa-
mous. His Bob Crosby Show was straight vari-
ety, highlighting popular songs by Crosby and
such guests as Dinah Shore, Kay Starr, and
Peggy Lee. But he was scheduled opposite Bob
Hope and was buried in the ratings. A shift to
Wednesday didn’t help, and his subsequent se-
ries was short-lived. Crosby turned up as the
maestro figure on The Jack Benny Program
when Phil Harris departed in 1952. As for the
men in Crosby’s great *30s band, many played
together for years. Lawson and Haggart were
still performing in the ’70s as part of ‘‘the
World’s Greatest Jazzband.”’

BOB ELSON ON BOARD THE CENTURY,
interviews and talk.

BROADCAST HISTORY: March 4, 1946-June 11,
1951, Mutual. 15m, weekdays.

The Century was a high-speed luxury train,
used by the rich and famous traveling between
Chicago and New York. Sportscaster Bob Elson

set up a microphone in Chicago’s LaSalle Street
Station and tried to intercept well-knowns for
spontaneous interviews. Among the celebrities
who appeared were Rita Hayworth and Eleanor
Roosevelt, but architect Frank Lloyd Wright
brushed briskly past. When Elson said he loved
Wright's work, Wright replied, ‘‘In that case,
young man, I’ve done enough for you already.’
The show was alive with terminal noise, with
trains hissing and chugging and tooting. Train
buffs complained that the Century was diesel-
powered, but the producers thought the old
sounds were more romantic, so the sound effects
records remained, at least into the late '40s.

THE BOB HAWK SHOW, quiz.

BROADCAST HISTORY: Oct. 31, 1942-June 23,
1944, CBS. 30m, Saturdays at 7:30; Fridays at 10,
summer 1943. Thanks to the Yanks. Camel Ciga-
rettes.

July 3, 1944-Sept. 29, 1947, CBS. 30m, Mon-
days at 7:30 until April 1947, then at 10:30. Camel
Cigarettes.

Oct. 2, 1947-Sept. 30, 1948, NBC. 30m, Thurs-
days at 10. Camel Cigarettes.

Oct. 4, 1948-July 27, 1953, CBS. 30m, Mon-
days at 10:30 until 1951, then at 10. Camel Cig-
arettes.

QUIZMASTER-HOST: Bob Hawk. ANNOUNC-
ERS: Charlie Stark, Art Gentry, Bob LeMond, etc.
MusIc: Peter Van Steeden, Hank Sylvern, Irving
Miller. DIRECTOR: Kenneth W. MacGregor.

Bob Hawk was one of radio’s busiest quizmas-
ters. His earliest efforts in the field, with titles like
Foolish Questions and Fun Quiz (1936) remain
obscure, but they helped set the pattern of later
man-on-the-street  interview shows. Hawk
worked on Quixie Doodles (Mutual circa 1938),
Name Three (Mutual for Philip Morris, 1939—40),
and Take it or Leave It (CBS for Eversharp, 1940
41). On Jan. 9, 1942, he opened How’m I Doin’?,
a CBS (later NBC) quiz for Camel Cigarettes. It
paired him with another Camel favorite, singer
Vaughn Monroe, and though it was dropped Oct.
1 that year, it was the beginning of a ten-year as-
sociation for Hawk with Camel, a mix that would
lead to one of the most effective sponsor-related
quiz gimmicks on radio.

Hawk’s new show for Camel was Thanks to
the Yanks, a direct forerunner of The Bob Hawk
Show. Hawk stood in a pulpit at the end of a



runway jutting out from the stage and asked
questions of audience contestants. Four announc-
ers worked the audience with portable micro-
phones: the contestants, answering from their
seats, chose 1,000- or 2,000- or 3,000-cigarette
questions. If they answered correctly, the free
Camels were sent to servicemen of their choice;
if they missed, the smokes were thrown into a
duffel bag and sent to the most remote camps in
the United States. Hawk’s skill at choosing pro-
vocative questions kept it lively. The questions
often begged clear-cut answers, and Hawk’s de-
cisions were sometimes hotly argued. But such
questions as ‘‘Does a bull really get angry at red,
or just the waving of a flag?’’ were used only
after scientific evidence pointed (in Hawk’s
opinion) one way or the other.

In 1945 the serviceman angle was dropped,
and Thanks to the Yanks became The Bob Hawk
Show. Now Hawk initiated his memorable Le-
mac quiz. Winners were crowned Lemacs to the
enthusiastic singing, ‘‘You’re a Lemac now!”’
Lemac, of course, spelled backward, was the
name of the sponsor’s product. The show moved
to Hollywood in 1949. Announcers Bob Le-
Mond and Charles Lyon worked the crowd; the
show was transcribed at 45 to 60 minutes and
edited to a half-hour. Cash was added to the pot:
contestants could now win up to $3,000 by an-
swering five questions, each beginning with a
designated letter from the word Lemac. Correct
answers brought the contestant onstage, where
he or she stepped into the Lemac Box and tried
for the big cash prizes. Sample question: ‘‘If Ro-
mance begins with a capital R and ends in a-n-
c-¢, name five words, each beginning with a
letter in the word Lemac, that ends in a-n-c-e.”
The contestant had 90 seconds to name them all.

THE BOB HOPE SHOW, comedy.

BROADCAST HISTORY: Jan. 4-April 5, 1935,
Blue Network. 30m, Fridays at 8:30. The Intimate
Revue. Emerson Drug Company, Bromo Seltzer.
CAsT: Bob Hope, singers James Melton and Jane
Froman, Patricia ‘‘Honey Chile’’ Wilder. Mu-
sic: Al Goodman.

Sept. 14, 1935-Sept. 3, 1936, CBS. 30m, Sat-
urdays at 7; Thursdays at 7 beginning in June. The
Atlantic Family. Atlantic Oil. CAsT: Hope, Patri-
cia Wilder, tenor Frank Parker. Music: Red
Nichols and his Five Pennies.
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May 9-Sept. 26, 1937, Blue Network. 30m,
Sundays at 9. The Rippling Rhythm Revue. Wood-
bury Soap. Cast: Hope, tenor Frank Parker.
Music: Shep Fields.

Dec. 8, 1937-March 23, 1938, NBC. 60m,
Wednesdays at 10. Your Hollywood Parade.
Lucky Strike. Hope joined in progress on Decem-
ber 29.

Sept. 27, 1938-June 8, 1948, NBC. 30m, Tues-
days at 10. The Pepsodent Show Starring Bob
Hope, his major radio work. The cast in 1938-39:
Bob Hope, madcap Jerry Colonna, announcer Bill
Goodwin, and bandleader Skinnay Ennis. Blanche
Stewart and Elvia Allman as high-society crazies
Brenda and Cobina. Judy Garland, resident songs-
tress, 1939; Frances Langford for many years
thereafter. Barbara Jo Allen as Vera Vague by
1943. Stan Kenton as maestro, 1943, when Skin-
nay Ennis went into the Army; Desi Amaz Or-
chestra, 1946; l.es Brown beginning in 1947.
Singers of the late 1940s: Gloria Jean, Doris Day.
Trudy Erwin as the Pepsodent Girl, whose weekly
lament, ‘‘Dear Miriam, poor Miriam, neglected us-
ing Irium,”” warned women what might happen to
teeth without Pepsodent and its super ingredient,
Irium. ANNOUNCERS: Bill Goodwin, Wendell
Niles, Art Baker, Larry Keating, PRODUCER-
DIRECTORS: Bill Lawrence, Norman Morrell,
Bob Stephenson, Al Capstaff, etc. WRITERS:
Mel Shavelson, Milt Josefsberg, Norman Sullivan,
Norman Panama, Jack Rose, Sherwood and Al
Schwartz, Melvin Frank, Dave Murray, Larry
Marks, Larry Gelbart, Mort Lachman, Marv Fisch-
er, Paul Laven, Jack Douglas, Hal Block, Ted Mc-
Kay, Samuel Kurtzman, Fred Fox, etc. THEME:
Thanks for the Memory.

Sept. 14, 1948-June 13, 1950, NBC. 30m, Tues-
days at 9. Swan Soap. CAST: Most of the old cast
gone as of this series. Doris Day a regular. Guest
stars. ANNOUNCER: Hy Averback.

Oct. 3, 1950-April 21, 1955, NBC. Various
30m timeslots: Tuesdays at 9 for Chesterfield,
1950-52; Wednesdays at 10 for Jell-O, early 1953;
Fridays at 8:30 for American Dairy, 1953-54;
Thursdays at 8:30 for American Dairy, 1954-55.
Also 15m, weekdays, Nov. 10, 1952-July 9, 1954,
at 9:30 AM. (later at 11:45 A.M. and 10:30 A.M.)
for General Foods.

Bob Hope became a radio top-liner after a
long career on the vaudeville stage. Like Bing
Crosby, his sometime sidekick of movie adven-
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tures, once he was under way Hope rose swiftly.
Like Crosby, he came to radio early and stayed
late. He shared with Crosby an ability with
words, a glibness, a keen intelligence. They did
not share their styles. Crosby on the air was slow
and mellow: Hope was a machine gun. If one
joke didn’t get an audience, two more were on
the way. It was once estimated that in four
minutes of monologue he fired off 24 jokes.

He was born Leslie Townes Hope in England,
May 29, 1903. He was taught to sing by his
mother, a concert performer on the Welsh stage.
His father, a stonemason, brought the family of
eight to the United States in 1907, and soon
young Hope adopted Bob as his name, to avoid
ribbings by other kids.

His early career was filled with odd jobs: at
one point he entered the ring as ‘‘Packy East,”’
advancing to the Golden Gloves finals. He
teamed up with a young hoofer, George Byrne,
and tried vaudeville, the two playing small towns
in the Midwest as Two Diamonds in the Rough.
In New York, they sang and danced in blackface
and got a part on Broadway; in 1928 they de-
cided to try Chicago. Hope, disenchanted with
the blackface routine, made his first try at
monologue at a stopover in Newcastle, Ind. He
got good laughs, broke up the partnership, and
went on alone.

In Chicago, the scene was bleak. Vaudeville
excursions in the Midwest were followed by an-
other fling at Broadway. He appeared in Bally-
hoo of 1932, his first major stage role. This was
followed by Jerome Kern’s Roberta (1933, with
Hope as a piano-playing fast-talker named Huck-
leberry Haines) and a pair of standout roles in
1936: Ziegfeld’s Follies, with Fanny Brice; and
Cole Porter’s Red, Hot, and Blue, with Ethel
Merman and Jimmy Durante. It was during this
time that he began the first phase of his radio
career.

An engagement at New York’s Capitol The-
ater led to his initiation on the air. In 1932 he
did a few Sunday morning shows with Maj. Ed-
ward Bowes on The Capitol Family Hour. This
was a serious program of concert music, and
Hope provided the comic relief. But when he
submitted his scripts in advance, he discovered
on broadcast day that Bowes had taken the best
lines for himself. The same year he worked The
RKO Theater of the Air, an NBC Friday night
half-hour that featured vaudeville-type variety.

Later he appeared on Rudy Vallee’s Fleisch-
mann Hour, in those days radio’s top showcase
for new talent. But the magic didn’t work for
Hope: the lightning that would charge the careers
of Edgar Bergen, Red Skelton, and Bob Burns
on the Vallee show completely missed Hope, and
it wasn’t until January 1935 that he got his first
regular radio job.

The Intimate Revue is notable as establishing
Hope’s practice of always having a stooge on
hand who was crazier than himself. His first ra-
dio foil was Patricia Wilder, who became known
as ‘““Honey Chile.”” Hope had met her in an
agent’s office (she ‘‘had a thick spoonbread
southern accent,”’ he would write in his autobi-
ography), and when she opened her mouth and
said, ‘‘Ha you, Mistah Hope?’’ he thought she
was a natural for radio. This first series was
short-lived: ratings were mediocre, and ‘‘our
sponsors took so much of their own product
[Bromo Seltzer] they finally shucked the whole
deal.”” Honey Chile went with him to his next
radio job, The Atlantic Family, (later titled Fam-
ily on Tour), which Hope joined in progress Dec.
14, 1935. Hope’s 1937 radio show, The Rippling
Rhythm Revue, took its title from a musical gim-
mick by maestro Shep Fields, a blowing of bub-
bles while the orchestra played. During this run
Paramount beckoned: The Big Broadcast of 1938
was to begin filming, and Hope was offered a
part. He moved to Hollywood, continuing his
monologues on Rippling Rhythm by transconti-
nental wire. This series soon ran its course, but
two months later Hope was installed on the Dick
Powell variety show, Your Hollywood Parade
(NBC for Lucky Strike). Again he joined in pro-
gress, Dec. 29, 1937. This would be the launch-
ing pad into the major phase of his radio career:
concurrently with the release of The Big Broad-
cast (in which he sang a heralded duet, Thanks
Jor the Memory, with Shirley Ross), it propelled
him into his own half-hour comedy series in the
fall of 1938.

The Pepsodent Show quickly became a Tues-
day giant. It was one of radio’s all-time hits, its
Hooper rating peaking at 40 points in 1942 and
seldom falling out of the 30s thereafter. Imme-
diately preceded by the equally popular Fibber
McGee and Molly, it gave NBC a lock on Tues-
day nights that was formidable. Hope’s top side-
kick was Jerry Colonna, perhaps the wildest
comic presence of 1940s radio. Colonna had



been a serious trombonist, playing with Good-
man, Shaw, and the Dorseys: now he infused
Hope’s program with verbal and vocal mayhem.
He sported a four-inch walrus moustache and
had an attack-voice comedy style that simply
blew away any attempt at logic. His specialty, as
noted in Newsweek, was ‘‘tearing up straight
songs in a voice that begins in a mousy whisper
and reaches a roaring cresendo. He can—and
usually does—hold a note longer than most
opera singers, an attribute ordinarily found only
in hog callers.”” He was to Hope what the Mad
Russian was to Eddie Cantor, wrote Richard
Lamparski: ‘*an utterly mad character who might
appear at any time, anywhere, with some ridic-
ulous scheme or remark. As soon as he began
walking to the microphone, the studio audience
would warn listeners of his approach by gales of
laughter.”” Colonna was described as ‘‘the
singer’s answer to Spike Jones’’ and *‘the crazy
man of our age.”” On the Hope show, he was
known as ‘‘Professor.”’ There were two sides to
the Professor, Hope would write: ‘‘One is the
zany, silly moron, and the other is the deep-
thinking, serious moron.”” Colonna’s two run-
ning lines were ‘‘Greetings, Gate!’’ and ‘“Who’s
Yehudi?”’ Either could reduce an audience to fits
of laughter. ‘‘Greetings, Gate!”’ was his standard
intro; the Yehudi gag grew out of a contest, be-
gun on The Pepsodent Show, to help name Bill
Goodwin’s new baby. Colonna suggested Ye-
hudi in response to the rise of the Russian-
American concert violinist Yehudi Menuhin. The
name got laughs from people who had never
heard of Yehudi Menuhin, and the gag was off
and running. The search for Yehudi became a
long-running joke, at one point involving Basil
Rathbone and Nigel Bruce as Sherlock Holmes
and Dr. Watson.

But Hope was the star. No one had ever told
jokes quite like Bob Hope. His monologues
were rapid-fire blasts of comedy, extremely top-
ical and wildly appreciated by his live audi-
ences. ‘‘Hope tells a gag in three lines,”” Radio
Life wrote in appreciation. ‘‘He’ll work for an
hour on a one-word change. By the time he
goes on the air, he knows his gags by heart.”’
He probably employed more writers during his
career than any other comic. Writing for Hope,
one gagster lamented, was a test of endurance:
the routine was ‘‘write and sweat, throw stuff at
each other and come up with a half-hour that
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sounds so casually easygoing you figure Hope
just tossed it off between lunch and dinner.”” He
demanded long rehearsals, including a 60- to
90-minute runthrough before a live audience.
During this trial, Hope would stand at the mi-
crophone and highlight his scripts where the big
laughs came. The writing staff averaged six men
but went as high as 12. At one point, Hope had
each writer do a complete script and he chose
the best. That system was so cumbersome that it
was scrapped for a more traditional approach:
three two-man teams, each assigned to write the
show’s three sections. First came the mono-
logue; then a midshow routine with Colonna or
another member of the regular cast; finally, a
sketch for the guest star. The biggest problem
with Hope, said producer Al Capstaff in 1945,
was his inevitable tendency to pack the script. It
was always 37 minutes long and had to be whit-
tled down joke by joke until only the surefire
material remained. The result on the air was a
breathless gush, with six laughs a minute guar-
anteed.

Once his formula was set, Hope seldom tam-
pered with it. The Pepsodent Show was highly
predictable in form if not in content. The show
was also advanced by Hope’s highly active film
career (two to four films a year, beginning in
1938), and especially by the success of his
‘“Road”’ films with Bing Crosby and Dorothy
Lamour. The radio cast was solid, most remain-
ing with Hope through the Pepsodent era.
Brenda and Cobina, the high-society nitwits
played by Blanche Stewart and Elvia Allman,
were said to be ‘‘the ugliest girls in the world.”
The writers were asking for trouble, modeling
them after real-life socialites Brenda Frazier and
Cobina Wright Jr. without bothering to change
the names. Wright filed suit but settled, Hope
remembered, when he invited her on the show
as a guest. The squeaky, man-crazed old maid
Vera Vague always came on with a ‘“Yoo-hoo!
... oh, Mr. Hope! . . . yoo-hoo!”’ Barbara Jo Al-
len created the character in the 1930s, playing it
on such series as Carefree Carnival and in ap-
pearances at California women’s clubs. She fit
well between the craziness of Colonna and the
foolishness of Hope. But the performer most
identified with Hope in those years was probably
Frances Langford. When she joined Hope’s com-
pany, Langford could not have known what great
adventure lay ahead. No one knew then that this



108 The Bob Hope Show

radio show would take them to distant outposts
of a world at war, that seldom in the coming
years would they broadcast from the same lo-
cation twice.

Hope did his first remote from March Field on
May 6, 1941. Initially reluctant to leave the stu-
dio, he found an audience of servicemen so
primed and ready to laugh that he was forever
hooked. The roar of laughter and applause was
so loud, he would recall, that he ‘‘got goose
pimples’’ during the broadcast. The following
week, back at NBC, he faced a *‘tough, unrea-
sonable audience’’ that demanded funny mate-
rial. The servicemen would laugh at anything. So
they went on the road—Hope, Goodwin, Co-
lonna, Langford, and Ennis—and for the next
seven years, by his own reckoning, Hope did
only two studio shows. The rest came from bases
and camps, and after the war from hospitals. The
cast was put on alert, ready to go at the drop of
a hat. Langford was given 24-hour notice to
“‘hop a bomber’’ for Alaska in 1943. They hit
100 camps that year, 36 on the Alaskan tour,
doing three to five shows a day in addition to
the radio show each week. The troupe also made
a 20,000-mile trip into the European war. Hope
was the first American entertainer to perform in
Sicily. He did a show at Messina just after the
enemy had fled the town and was still bombard-
ing the area with its artillery. By the end of the
war, it was estimated that Hope had appeared at
virtually every camp, naval base, and hospital in
the country. He had made half a dozen trips
overseas, including a tour of the South Pacific in
1944 that was highlighted by a crash landing in
Australia. With him then was the same crew that
had gone to Italy the year before: Langford, Co-
lonna, dancer Patty Thomas, guitarist Tony Ro-
mano, and an old vaudeville pal, Barney Dean.
Newsweek called it ‘‘the biggest entertainment
giveaway in history,’’ a pace that no one in show
business has ever equaled. ‘‘It is impossible to
see how he can do so much, can cover so much
ground, can work so hard, and can be so effec-
tive,”’ novelist John Steinbeck said of Hope. For
his service to the country, Hope was given more
than 100 awards and citations and two special
Oscars. He was voted a place in the Smithson-
ian’s Living Hall of Fame.

Putting on such a globetrotting show was dif-
ficult. Producer Capstaff gave Radio Life a
glimpse of it in 1945. The writers always tailored

the scripts to the audience: if Hope was to play
at Quantico Marine Base, lots of local Marine
gags were worked in. There were jokes about
military police, about officers and the mess, and
scouts were sent in to survey the area about two
weeks before the broadcast. From talks with pub-
lic relations people, hitchhiking soldiers, and
boys in the mess halls, a guide was worked up
for the writers. By the time Hope and the cast
arrived, they had a good idea of the raw material
they’d be working with. There was also the “‘big
headache,’’ Capstaff said: arranging transporta-
tion and hotels for an entourage that included
more than 40 people. But out of it all came an
enormous sense of accomplishment. Langford
was named Radio Life’s ‘‘number one girl of
World War II’’ as she sang her way around the
globe and attained the sure timing of a polished
comedienne.

In 1947 Hope opened his season to harsh re-
views. The shows had a ‘‘same old stuff’’ aroma,
the critics carped. Ratings dropped, and Hope
responded with a shakeup the following year.
Gone were Vera Vague and Jerry Colonna: the
show took on more a semblance of situation
comedy. But it was radio itself that was fading.
Like Crosby and Benny, Hope stayed with it to
the end. In 1952 he opened a quarter-hour show
on daytime radio. His first guests were Jack
Benny, Groucho Marx, and Dennis Day, a good
sendoff but futile. Writer Howard Blake built in
all the Hope hallmarks, and there was a *‘lady
editor of the week’’ spotlight for such glamor
queens as Arlene Dahl. Hope began to appear on
TV. He was asked to do comic commentary for
NBC’s coverage of the 1952 national political
conventions, and did: his association with NBC
was solid from 1938 on. In later years he became
the network’s senior statesman, doing specials
and birthday salutes as his 90th birthday came
and went. His theme song, Thanks for the Mem-
ory, was identified with him for half a century,
the two becoming thoroughly synonymous in the
national consciousness.

His shows on tape do not wear well. Topical
humor can be hilarious at the time, but it seldom
holds up. The moment is lost, the immediacy
gone, and a modern listener is left, perhaps, with
a sense of curiosity. The opening of the June 2,
1942, show from Quantico is a good example.
There is little doubt that Hope is playing to the
best crowds of his life, a cheering section that



many another comedian would die for. His
theme is all but drowned in the wild cheering,
and he sings his way (‘... aaah, thank you, so
much...”") into the opening monologue. *‘This
is Bob Quantico Marine Base Hope, telling you
leathernecks to use Pepsodent and you’ll never
have teeth that’d make a cow hide.”’ The Ma-
rines find this a scream. Hope continues with lo-
cal color. He had an easy time finding Quantico:
““I just drove down U.S. 1 and turned left at the
first crap game.” The boys love it. On another
show, Hope talks of the coming baseball season.
‘“This is Bob Baseball Season Hope, telling you
if you use Pepsodent on your teeth, you may not
be able to pitch like Bob Feller, but at dinnertime
you’ll be able to pitch in with what’s under your
smeller.”” This is hardly timeless humor, though
it was timely in the extreme. That’s the way to
listen to Hope today: with a keen sense of his-
tory, with an appreciation of what the world
found funny in an unfunny time.

BOBBY BENSON’S ADVENTURES, juvenile
western adventure.

BROADCAST HISTORY: Oct. 17, 1932-Dec. 11,
1936, CBS. 15m continuation, three a week at 5 un-
til 1933, then five a week at 6 or 6:15. Also under
the title The H-Bar-O Rangers. Heckers H-O Ce-
real. CAST: Richard Wanamaker (until ca. March
1933) as Bobby Benson, young owner of the H-
Bar-O Ranch (named for the sponsor) in the Big
Bend country of south Texas. Billy Halop as Bobby
Benson, 1933-36. Herb Rice as Buck Mason, fore-
man of the ranch (name change to Tex Mason,
1933). Unknown actors as Tex Mason, possibly
Neil O’Malley. Cowboy film star Tex Ritter cred-
ited in some accounts with occasional roles. Craig
McDonnell as Harka, the Indian ranch hand. Flor-
ence Halop as Polly Armstead. ANNOUNCERS:
*‘Dangerous’’ Dan Seymour, ‘‘Two-Gun'’ Andre
Baruch, Art Millet, etc. CREATOR-PRODUCER:
Herb Rice. WRITERS: Peter Dixon, John Battle.

June 21, 1949-June 17, 1955, Mutual. Many
30m timeslots, often Saturdays or Sundays; occa-
sionally heard weekdays, sometimes two or three
times a week. Bobby Benson and the B-Bar-B Rid-
ers. Mostly sustained; Kraft Foods, 1951. CAST:
Ivan Cury (1949-50) as Bobby Benson, now owner
of the B-Bar-B spread. Clive Rice (professional
name Clyde Campbell) as Bobby, 1951-55. Don
Knotts as Windy Wales, ranch handyman and teller

Bold Venture 109

of tall tales. Charles Irving as Tex Mason, 1949—
51; Bob Haig as Tex, 1952-55. Craig McDonnell
as Harka and as Irish. ANNOUNCER: ‘‘Cactus’’
Carl Warren. PRODUCER: Herb Rice. DIREC-
TOR: Bob Novak. WRITERS: Jim Shean, Peter
Dixon, David Dixon. ANIMAL SOUNDS: Frank
Milano (cattle, panthers, dogs, and Bobby’s horse
Amigo).

Herb Rice created Bobby Benson for a CBS
affiliate in Buffalo, N.Y. The stories employed
standard western themes—rustling, bandits, and
smuggling along the Mexican border. In the
’30s, however, Benson followed the globetrot-
ting of such serials as Jack Armstrong, journey-
ing to China for an adventure in the Himalayas.
A number of characters were used largely for
comic relief, notably Windy Wales and Diogenes
Dodwaddle, a pair of incorrigible liars.

The later series, using mostly the same char-
acters, found ranch foreman Tex Mason the
main adult influence who often put the pieces of
mysterious doings together and solved the puz-
zles. The half-hour series had a thunderous
opening signature, with hoofbeats pounding out
of the radio and the announcer calling the ac-
tion.

Here they come! They’re riding fast and
they’re riding hard! It’s time for action and ad-
venture in the modern West with BOBBY BEN-
SON AND THE B-BAR-B RIDERS! And out in
front, astride his golden palomino Amigo, it’s the
cowboy kid himself, Bobby Benson!

BEEEE-BAR-BEEEE!

A spinoff, Songs of the B-Bar-B, was a west-
ern singalong with a campfire flavor. It aired on
Mutual, 30m, twice a week at 5, 1952-54. Clive
Rice starred as Bobby, with Tex Fletcher as Tex
Mason.

BOLD VENTURE, adventure.

BROADCAST HISTORY: 1951-52, transcribed
syndication by Frederic W. Ziv Company; 78 30m
episodes produced with a release date March 26,
1951. CAsT: Humphrey Bogart as Slate Shannon,
owner of a small ‘‘quasi-respectable’’ Cuban hotel
*‘tenanted by a motley, shifting cast of characters’’
(Newsweek). Lauren Bacall as his sidekick and
‘‘ward’’ Sailor Duval, ‘‘a smart-talking, tender-
hearted’’ young woman played by Bacall *‘with
sultry, sexy monotones.”’ Jester Hairston as King
Moses, the calypso singer. Music: David Rose.
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PRODUCER: Bogart’s Santana Productions. D1-
RECTOR: Henry Hayward (or Haywood).
WRITERS: Morton Fine and David Friedkin.

Humphrey Bogart was finally lured to series
radio by the new wonder, tape recording. He had
always been firm in his refusal to commit him-
self to a live microphone every week, but he was
interested when writers Morton Fine and David
Friedkin approached him with a syndication
proposition. He could do the show in takes and
have music and sound effects added later. Three
or four shows a week could be done, a whole
season produced in a short time, leaving the Bo-
garts free for the rest of the year.

They would be paid $4,000 per show. The Ziv
Company, which would distribute, would put up
$12,000 for each episode, to ensure that the writ-
ing and production be top grade. The Bogarts
signed and were in Africa for his role in The
African Queen as Bold Venture was released to
stations coast to coast. A season was safely in
the can, and 423 stations bought it, paying
weekly fees to Ziv ranging from $15 for a small-
town small-watter to $750 for a big New York
outlet.

Bold Venture was designed to fit the stars’
screen images. It was set in Havana, although,
as Newsweek noted, it ‘‘could as easily be Cas-
ablanca.”” It was ‘‘a pure Bogie-and-Baby
script.”” In addition to owning the hotel, Slate
Shannon also owned a boat, the Bold Venture,
‘‘ever ready to roar to the rescue of a friend or
the search of an enemy.’’ The hotel was a perfect
setting for all kinds of Caribbean adventures: a
crossroads for modern pirates, treasure hunters
and revolutionaries. A calypso singer named
King Moses provided the musical bridges, in-
corporating storylines into his songs. It was
never adequately explained why Sailor Duval
was Shannon’s ward: she sounded quite able to
take care of herself and spent the series trying to
breach that patented Bogart brushoff when she
wanted to get romantic.

BOSTON BLACKIE, detective drama.

BROADCAST HISTORY: June 23-Sept. 15, 1944,
NBC. 30m, Fridays at 10. Summer replacement for
The Amos 'n’ Andy Show. Rinso. CAsT: Chester
Morris as Boston Blackie, a private detective de-
scribed as ‘‘a modem Robin Hood, a little on the
gangster side, wise to all the tricks but always re-

versing to do a lot of good.”” Richard Lane as
Blackie’s would-be nemesis, Inspector Faraday of
the police. Lesley Woods as Blackie’s girlfriend
Mary Wesley. ANNOUNCER: Harlow Wilcox.
April 11, 1945-Oct. 25, 1950, transcribed syn-
dication by Frederic W. Ziv (dates are New York);
various network outlets, mostly Mutual. Many
30m timeslots. CAsT: Richard Kollmar as Boston
Blackie. Maurice Tarplin as Inspector Faraday. Jan
Miner as Mary. More than 200 episodes produced.

Boston Blackie was billed as *‘‘enemy to those
who make him an enemy, friend to those who
have no friend.”’ His specialty was making fools
of the police, a simple task with Inspector Far-
aday heading the official investigations. Chester
Morris initiated the role on the screen and played
in 14 Blackie films.

THE BOSWELL SISTERS, singing trio; pop-
ular music.

BROADCAST HISTORY: 1931-33, CBS. 15m,
three a week at 7:30 for Baker’s Chocolate, 1931-
32; twice a week at 10, sustained, 1932-33. Pre-
miere: Oct. 16, 1931. STARS: The Boswell
Sisters: Connie, Martha, and Helvetia (Vet).

The impact of the Boswell Sisters on the mu-
sic of the '30s was significant. Their sound was
unique: ‘‘They merged harmony, rhythm, and
feeling to produce a musical togetherness that
has been imitated but never equaled,”” wrote
Richard Lamparski. They were all capable mu-
sicians, able to provide their own backup on pi-
ano, cello, or violin. They set the standard for all
the singing sisters who followed them.

Their careers began in New Orleans. Connie
and Martha had won an amateur radio contest in
the early ’20s, and by 1927 they were heard reg-
ularly on WSMB. They sang on KFWB, Los An-
geles, in 1929 and on the NBC series Pleasure
Time in 1931. In 1932 they were heard on Ches-
terfield’s Music That Satisfies (NBC), and they
appeared on Bing Crosby’s Woodbury show
(CBS) following the demise of their own. In
1936 the act dissolved. Vet had married and
Martha was about to, and Connie continued as a
solo act, changing the spelling of her name to
Connee in the 1940s. She appeared as a regular
on Crosby’s Kraft Music Hall of the 30s and
'40s. She performed in a wheelchair, having lost
the ability to walk as a child. This was widely



attributed to polio, but Connie told Radio Life
she had fallen out of a wagon at 4 and cracked
her spine. She died in 1976, preceded in death
by Martha (1958) and followed by Vet (1988).

BOX 13, mystery-adventure.

BROADCAST HISTORY: 1948-50s, transcribed
syndication by Mayfair Productions; 30m, premi-
ere date WOR, Aug. 22, 1948. CAsT: Alan Ladd
as Dan Holiday, a writer who advertised for ad-
venture and usually found more than he bargained
for. Sylvia Picker as Suzy, a scatterbrain who
screened his mail and ran his office. Regular com-
pany: Betty Lou Gerson, Lurene Tuttle, Alan
Reed, Luis Van Rooten, John Beal. Music: Rudy
Schrager. PRODUCER: Richard Sanville. Di-
RECTOR: Vern Carstensen. WRITER: Russell
Hughes.

Mayfair Productions was a joint venture be-
tween film star Alan Ladd and Bernie Joslin
(who had previously run a chain of Mayfair Res-
taurants), formed to capitalize on the coming
boom in radio syndication. Ladd, no stranger to
the microphone, had begun his show business
career as a radio actor at KFWB in 1935. He
worked as many as 20 shows a week and for a
time was heard as ‘‘the Richfield Reporter” on
the show of that name.

As Dan Holiday, he was a fiction writer retired
from the newspaper game. To find material for
his books, he ran a provocative ad in the Star-
Times: Adventure wanted—will go anywhere, do
anything—Box 13. The ad brought in adventure
of all kinds: one week a racketeer’s victim, the
next a psychotic killer looking for fun. Some of
Ladd’s support people came from his early ca-
reer: he had met actress Sylvia Picker at KFWB,
and scripter Russell Hughes had been the man
who had hired him, at $19 a week, in 1935.

BRAVE NEW WORLD, documentary drama.

BROADCAST HISTORY: Nov. 1, 1937-May 2,
1938, CBS. 30m, Mondays at 10:30. A joint WPA/
CBS project. Music: Bernard Herrmann as of
Jan. 1938. PRODUCER: William D. Boutwell of
the federal radio project. DIRECTORS: Irving
Reis and Earle McGill of CBS.

Brave New World was conceived by John W.
Studebaker, U.S. commissioner of education,
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and Undersecretary of State Sumner Welles, to
help counter the destructive effects of propa-
ganda. The show was designed to promote in-
ternational friendship, to ‘‘sing the praises’” of
America’s neighbors without pushing American
self-interest. CBS contributed $3,000 a week for
the series, while the WPA kicked in another
$1,000. The series focused on Latin America,
proposing to tell its story not with stuffy facts
and dreary figures but with living dramatizations
of historical and cultural themes. The first play
was a ‘‘blood and thunder’’ script (Time) that
told of three conquistadors searching for gold. It
was written by Bernard Schoenfeld and scored
by WPA musician Rudolph Schramm. The
scripts were checked for accuracy by authorities
on Latin America. It focused on 20 nations and
the ‘‘democratic ideal we share.”

BRAVE TOMORROW, soap opera.

BROADCAST HISTORY: Oct. 11, 1943-June 30,
1944, NBC. 15m continuation, weekdays at 11:30
AM. Ivory Snow. CAST: Jeanette Dowling as
Louise Lambert, mother of a typical family. Ray-
mond Edward Johnson as her husband Hal;
Roger DeKoven also as Hal. Nancy Douglass
and Flora Campbell as Jean, their married daugh-
ter. Frank Lovejoy as Jean’s husband Brad
Forbes. Jone Allison and Andree Wallace as
Marty Lambert, Jean’s sister. ANNOUNCER: Ed
Herlihy. Music: William Meeder on organ.
WRITER: Ruth Adams Knight.

Brave Tomorrow was ‘‘a story of love and
courage,”’ the challenge of the day being the
raising of two daughters in wartime by Louise
and Hal Lambert. Jean came of age and married:
her husband Brad, waiting to get into the war,
was shipped from one small-town Army post to
another, places like Dustville, Tex. In one se-
quence, sister Marty ran away to Texas to join
Jean and Brad, and Louise came flying, walking,
and hitchhiking in pursuit. Louise and Hal dif-
fered in philosophy: she was the disciplinarian;
he wanted to let the children ‘‘turn life’s sharp
corners alone.”” Words of wisdom were read
over a soaring organ theme: Love requires cour-
age. .. out of the challenge of today, we build
our brave tomorrow! This was considered pro-
found enough for readings before and after the
melodrama.
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BREAK THE BANK, quiz.

BROADCAST HISTORY: Oct. 20, 1945-April 13,
1946, Mutual. 30m, Saturdays at 9:30. Vicks.

July 5, 1946-Sept. 23, 1949, ABC. 30m, Fri-
days at 9. Vitalis.

Oct. 5, 1949-Sept. 13, 1950, NBC. 30m,
Wednesdays at 9. Vitalis.

Sept. 25, 1950-Sept. 21, 1951, NBC. 30m,
weekdays at 11 A.M. Vitalis.

Sept. 24, 1951-March 27, 1953, ABC. 30m,
weekdays at 11:30 A.M. Various sponsors.

Sept. 28, 1953-July 15, 1955, NBC. 15m, week-
days at 10:45 A.M. Overlapping series: Sept. 27,
1954-March 25, 1955, Mutual, 15m, weekdays at
noon. Miles Laboratories, both series.

CAsT: Initially featured different hosts each week;
John Reed King, Johnny Olson, etc. Bert Parks
full-time host from ca. 1946. ANNOUNCERS:
Clayton “‘Bud” Collyer, Bob Shepherd. Music:
Peter Van Steeden. PRODPUCERS: Walt Framer,
Ed Wolfe. DIRECTOR: Jack Rubin.

In 1948, when it had been on the air three
years, Break the Bank was touted by Radio Mir-
ror as ‘‘the highest-paying quiz program in the
world.”” Its jackpots, for that time, were indeed
huge. Contestants routinely walked out with
$3,000. One soon took the bank for $9,000, es-
tablishing a new record for such giveaways. The
show was ‘‘designed for intelligent people’’ who
read widely and had good retentive power.

The game was simple. Before each broadcast,
15 couples were chosen to be interviewed. Pro-
ducer Ed Wolfe then selected an order. Only the
first four or five teams would actually get on the
air: the others got $5 for their trouble. The couples
could be any combination—man and wife,
brother and sister, Army buddies; the only requi-
site was that the contestants had to be together le-
gitimately and not part of the brigade of regulars
who always tried to crash big-money quiz shows.
Announcer Bud Collyer made the initial selec-
tions: he would point out people to men stationed
in the audience with portable microphones.

Once onstage, the couples selected categories.
These were often fitted to their backgrounds (one
couple in their 70s chose ‘‘Life Begins at 75"
and broke the bank). The questions increased in
difficulty, from $10 to $500. A final question
after the $500 level was ‘‘for the bank.”’ This
was always at least $1,000, and whatever amount

a losing team left on the table was deposited in
the bank for the next round. The bank grew
quickly from week to week and generated great
excitement among those who were excited by
quiz shows.

One mistake was allowed on the ‘‘gateway to
the bank’’; two misses sent a team back to their
seats. Cash winnings were counted out right on-
stage, except in the case of major winnings,
when a check was presented immediately. Jo-
seph Nathan Kane, author of Famous First
Facts, wrote the questions, sealed them in en-
velopes, and hand-delivered them to the show.

Tickets were required, and people lined up
early in hopes of getting advantageous seats.
Anything could happen: that was the effect de-
sired by the producers. One of the most cele-
brated Break the Bank stories occurred when a
small child wriggled away from his mother, ran
up onstage, and was caught just as the show
went on the air. Impulsively, Bert Parks invited
the mother to join the contestants. She fired off
correct answers to the eight questions, broke the
bank, and walked off with $9,020.

BREAKFAST AT SARDYI’S, audience show;
human interest.

BROADCAST HISTORY: Premiered January 13,
1941, on KFWB, Los Angeles. Breakfast on the
Boulevard.

Aug. 3, 1942-Feb. 26, 1943, Blue Network.
30m, weekdays at 11 A.M. Breakfast at Sardi’s.
Various sponsors.

March 1, 1943-Jan. 13, 1950, ABC. 30m, week-
days at 11 A.M. as Breakfast with Breneman until
1948; at 2 as Breakfast in Hollywood, 1948—49;
and at 2 as Welcome to Hollywood, Jan. 16, 1950
July 6, 1951. Many sponsors ca. 1943, including
Minute Man Soups, Planters Peanuts, Aunt Jem-
ima Flour, and Alpine Coffee; Kellogg’s Cereals a
prime sponsor, with Ivory Flakes, 1943-46.

1952-54, NBC. Saturdays at 10. Breakfast in
Hollywood. Also, ca. 1947-58, Mutual offshoot.
Luncheon at Sardi’s: Various 45m times.

CAsT: Tom Breneman, creator and host until his
death April 28, 1948. Garry Moore, Cliff Arquette,
John Nelson, and Jack McElroy in subsequent
short order. Jack McCoy in the NBC revival of
1952-54. Regulars in the Breneman era: hostess
Neli Olson; Bobby Batuga (the restaurant’s maitre



d’); Joe the Railway Express boy. ANNOUNCER:
Carl Pierce, with Frank Hemingway.

Breakfast at Sardi’s was one of the liveliest
daytime shows on the air: pure human interest,
sometimes funny, often comy, occasionally
touching. There were ‘‘no scripts, no shills, no
plants,”” as Newsweek described it in 1942. Host
Tom Breneman ‘‘wows the ladies despite his 40
years, thinning hair, and widening waistline.”
The secret of his success was simple: he had
“‘the magic of making women feel young.”’

Breneman conceived of his show one day in
late 1940, while lunching with friends at Sardi’s
restaurant on Hollywood Boulevard. He was
struck by the layout, Sardi’s being arranged in
tiers with rows of booths surrounding a large
open area. It was a natural setting for a radio
remote.

There were no singers, no musical interludes,
no quizzes or money to be won. It was wall-to-
wall Breneman and his ladies: crazy questions
and spontaneous, witty, sometimes devilishly
clever answers. ‘‘What’s your favorite morning
fruit juice?”” Breneman asked a young woman.
*‘Gin rickey,” she said, delighting the crowd.
*‘Did you ever milk a cow?’ Breneman might
ask out of the blue. There was no telling what
marvelous anecdote he might pry out of someone
with a question like that. ‘‘What’s your most em-
barrassing moment?’’ was a stock icebreaker.
‘“Who gets up for those midnight feedings, you
or your husband?’’ After bandying this question
with the younger women, Breneman turned to an
old lady, who said, ‘It certainly wasn’t him. We
didn’t have bottles in those days.”’

By daytime standards, the show was a great
success. At its peak it played on the most stations
and got the highest ratings of all breakfast pro-
grams. A film version, starring Breneman, was
released in 1946,

But in the beginning, Breneman and his part-
ner John Masterson had to send cabs for people
to ensure a full house. Ticket requests soon grew
into a groundswell until, at one point, there were
100,000 requests backed up.

The ladies were greeted at the door at 7:30
AM. They were given corsages and a wakeup
starter of fruit juice and coffee. Soon Breneman
appeared for his warmup. He was a natural, one
who simply ‘‘had a way with the ladies.”” He’d
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pause and admire a bit of plumage. ‘‘Say, that’s
a pipperoo of a hat you have on,”” he’d say, and
he’d try it on himself with the audience howling
in the background. He was considered a heart-
throb of middle-aged women everywhere. His
mail was carried in by the bag, many letters be-
ginning ‘‘Tom, my darling,’”’ and going on from
there.

Attendance at Sardi’s included two shows. At
8 A.M. came a live broadcast to the East Coast,
playing there at 11. Then breakfast was served
and a second show, heard live in the West, began
at 9:30. The shows were quite different, as Bre-
neman picked out new people from the same
crowd for the West Coast broadcast. Nothing
was rehearsed: like a good cook, ‘‘we start from
scratch every morning,”’ he told an interviewer.
Prominent guests sometimes visited—Orson
Welles, Lum and Abner, Andy Devine, and
Jimmy Durante, to name a few—but the stars
were everyday women from all walks of life. The
show staged a goofy hat contest, gave away
makeup kits, and awarded orchids to ‘‘good
neighbors of the day.”” There was a ‘“‘wishing
ring ceremony,’”’” when a woman from the audi-
ence was given a ring designed by Joseff of Hol-
lywood. The recipient was asked to tell the wish
closest to her heart, and the restaurant and air
audiences were asked to wish along with her.
One woman wished for new tires, a prize in
those days of rubber rationing. Another wished
to be rid of annoying tenants and got her wish,
Breneman learned later, when she got home and
was told that the tenants had heard the broadcast.

Joe the Railway Express boy delivered the or-
chids and often told a riddle or two. Another
fountain of riddles was Bobby Batuga, the Fili-
pino maitre d’ who directed his puzzlers at the
enemy. ‘‘Why does Mussolini always carry a
handkerchief?’’ It’s the only thing he can put his
nose into without having to ask Hitler. ‘“Why
are Allied armies in Egypt like a good vaudeville
act?”’ They keep laying the Germans in the Nile.
Breneman also had give-and-take sessions with
‘‘Uncle Corny,’’ playing that role himself.

The show continued broadcasting from Sardi’s
but changed its name to Breakfast in Hollywood
in 1943, to avoid confusion with Sardi’s of New
York. By 1945 Breneman was so successful that
he was able to buy his own restaurant, Tom Bre-
neman’s Hollywood, on Vine Street just off Sun-
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set Boulevard. The last show from Sardi’s was
March 9, 1945. By then it was heard by an es-
timated ten million women daily. It was a con-
tinuing favorite until April 28, 1948, when
Breneman collapsed and died about two hours
before air time. He was 46.

The show was turned over to Garry Moore,
then host of Take It or Leave It. Moore decided
immediately to stay away from Breneman’s style
and make the show heavier on comedy, lighter
on sentiment. It didn’t work, and neither Moore
nor a succession of hosts could recapture Bre-
neman’s success. By January 1949 the ratings
had plunged to less than 2 points, and a year later
it was discontinued. Neither of the subsequent
revivals was notably successful.

THE BREAKFAST CLUB, morning variety.

BROADCAST HISTORY: June 23, 1933-Dec. 27,
1968, Blue Network/ABC. 60m at 9 A.M.; six a
week until 1946, then weekdays. Sustained until
1941, when Swift and Company bought a segment
and became longtime sponsors. Kellogg took 15m,
1942-45; Philco Radios, 1945.

CAsT: Host Don McNeill. Many regulars, as per this
simplified year-by-year breakdown:

1933: Dick Teela, singer. Walter Blaufuss, or-
chestra (a position he held until illness forced him
off in 1942). Bill Krenz, piano. The Originalities,
a small group from the band (Jean Cafarelli, Bill
Giese, Bill Short, Jack Rose).

1934: Jim and Marian Jordan (soon to be known
nationally as Fibber McGee and Molly) as ‘‘Toots
and Chickie.”” Jack Owens replaced Dick Teela
and was subsequently billed ‘‘the Cruising
Crooner.”” The Merry Macs (Cheri McKay and
Joe, Judd, and Ted McMichael). The Morin Sisters
(Pauline, Evelyn, and Marge). The Ranch Boys
(Jack Ross, Hubert ‘‘Shorty’’ Carson, and Joe
““‘Curley’’ Bradley). The Songfellows. The Three
C’s. Bill Thompson with the Wallace Wimple
voice that became famous a decade later on the
McGee program.

1935: Edna O’Dell, the first female singer. Gale
Page and ‘‘Dr.”’ Russell Pratt, frequent guests.
Groups included the King’s Jesters, the Hollywood
Hi-Hatters, the Rangers, the Doring Sisters.

1936: Clark Dennis replaced Jack Owens. Helen
Jane Behlke replaced Edna O’Dell. Singer Annette
King joined the show.

1937: Fran Allison and Sam Cowling joined the

cast and remained for many years. Cowling joined
Lou Perkins and Gil Jones as the Three Romeos.
Clark Dennis resigned to go with Fibber McGee
and Molly; replaced by Jack Baker, ‘‘the Louisiana
Lark.”” Johnny Johnston became a regular.

1938: No notable cast changes, but McNeill
opened the show to a studio audience, changing its
style dramatically. The audience would play an in-
creasingly important role.

1939: Annette King left; Evelyn Lynne and
Nancy Martin joined as vocalists. The Dinning Sis-
ters (Ginger, Jean, and Lou), the Vass Family
(Frank, Weezy, Jitchey, Sally, and Emily), the Ca-
dets (Homer Snodgrass, Ken Morrow, Carl
Schiebe, Al Stracke, and Reo Fletcher), the Vaga-
bonds (Robert O’Neal, Norval Taborn, Ray Grant,
and John Jordan) and the Escorts and Betty (Ted
Claire, CIiff Petersen, Floyd Holm, Douglas Craig,
and Betty Olson) were the year’s vocal groups.

1940-44: No notable cast changes. Evelyn
Lynne left, 1941; Marion Mann joined, sharing
singing duties with Nancy Martin. Bandmaster du-
ties shared by Harry Kogen, Joe Gallicchio, and
Rex Maupin. After an absence, Fran Allison and
Jack Owens returned.

1945: Walter Blaufuss died, and Eddie Ballan-
tine became orchestra leader. CIiff Petersen grad-
uated from singer to producer but would often
return to the microphone for songs with his old
group.

1946: Ole Olsen substituted briefly for McNeill
and initiated as a feature the ‘‘Sunshine Shower,”’
which McNeill continued.

1947-48: Marion Mann and Nancy Martin left.
Patsy Lee was added. Jack Paar and Allen Prescott
hosted during McNeill’s second honeymoon va-
cation, 1948.

1949: Johnny Desmond replaced Jack Owens.
Bernie Christianson, age 11, was interviewed by
McNeill, sang, and became a regular.

1950s: Singer Peggy Taylor and comics Homer
and Jethro, all joining in 1952. Alice Lon, singer,
in 1953 (later famous as Lawrence Welk’s
‘‘Champagne Lady’’ on TV).

ANNOUNCERS: Bill Kephart, 1933-36; Bob Brown,

1936-41; Louis Roen, 1941; Durward Kirby,
1941-42; Charles Irving, 1943-44; Fred Kasper,
1946-47; Ken Nordine, 1947—48; Franklyn Fer-
guson, 1948-51. Other announcers: Bob Murphy,
Don Dowd, Jack Callaghan, Jay Arlan, and Bob
McKee. Often the show used more than one an-
nouncer, with different voices promoting different



products: Dowd, Brown, and McKee for Swift;
Kirby for Cream of Wheat; Irving for Kellogg’s;
Kasper for Lustre Creme; Nordine for Toni Home
Permanents; Ferguson for General Mills; Calla-
ghan for Jell-O.

For a show that couldn’t give away a
commercial spot in its first six years, The Break-
fast Club had an unusually long and distin-
guished life. Its influence on the development of
early-morning broadcasting was whopping, as its
corn-fed host might have said. Don McNeill took
over ‘‘an hour that no one wanted”’ and slowly
built one of the most powerful shows in radio,
and in the process established the morning as a
prime source of network revenue.

It was the first major show of its kind, com-
bining unabashed sentiment, human interest, mu-
sic, and song. In its wake would come dozens of
breakfast shows, from Arthur Godfrey Time and
The Fitzgeralds to Breakfast at Sardi’s. Its run
spanned virtually the entire era of network radio.

For Don McNeill the rise was anything but
dramatic. Born Dec. 23, 1907, in Galena, Ill., he
abandoned an early ambition toward editorial
cartooning to go into radio. He began at WISN,
Milwaukee, in 1928, script editing and announc-
ing. In 1929 he joined the Milwaukee Journal,
working at WTMJ, the paper’s radio station. In
1930 he was at the Louisville Courier-Journal
and its station, WHAS. He met Van Fleming, a
singer: they formed a comedy act, Don and Van,
the Two Professors, and took the show to San
Francisco, playing radio stations in the West.
This act dissolved in 1933 and McNeill had an
unsuccessful fling at New York. He had returned
to Milwaukee when he decided to apply to NBC.
This was in June 1933, and the network an-
swered with an invitation to audition in Chicago.

There was an opening on a forsaken little
morning variety hour, The Pepper Pot. It was a
throwaway on the Blue Network, heard at the
impossible time of 8 A.M. in Chicago. Of course
there were no sponsors. This meant little budget
but lots of flexibility. McNeill drove to Chicago
and organized the show in his mind. One story
has it that he had the format pretty well worked
out by the time he reached the city. He had a
new title in mind, The Breakfast Club, and an
idea that the hour could be divided into four
equal segments—the four calls to breakfast.
McNeill beat out two other announcers, won the
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$50-a-week job, and began his transformation of
The Pepper Pot with the Friday show, June 23.

“‘The Breakfast Club of the Air,”’ he an-
nounced: ‘‘a get-together time for all of us who
smile before breakfast and then can’t break the
habit all day long—a place to come to when a
feller needs a friend.”” His first script consisted
of topical humor from the newspapers, gags from
joke anthologies, and bits of regional fluff. He
told a bad joke about a chess tournament, decid-
ing that everyone could use a little ‘‘chess ex-
pansion.”” There was no studio audience: just
McNeill, singer Dick Teela, an announcer, a
sound engineer, and the 12-piece orchestra di-
rected by Walter Blaufuss.

For several months McNeill wrote out his
scripts by twisting news events into cornball hu-
mor. He wore out two jokebooks in the hunt for
fresh material. Then the show passed a plateau:
about three months into it. the mail picked up.
About 100 letters a day were coming in, many
with poems, gags, and cheerful American senti-
ment. It suddenly occurred to McNeill, as he
would often recount in later life, that ‘‘the folks
who listen in could write this show a whole lot
better than I could.”

He had written his last script. He asked for
permission to do the show off the cuff, and the
network didn’t care: the prospects for the hour
as 1934 approached were still nonexistent.
Somehow it survived. With little measurable au-
dience and no commercial backing, McNeill and
his slowly expanding cast passed the 1,000-show
mark in 1936. By 1940 the formula was well-
entrenched. The four calls to breakfast was still
the framework, each quarter-hour distinguished
by a regular feature. In the first quarter, McNeill
interviewed people from the studio audience,
which was admitted beginning in 1938. He never
knew what to expect in this informal chatfest.
There was always risk in putting unknown peo-
ple in front of a live microphone, and one agency
man during the sponsored years confessed that
““I get twinges in my ulcer everytime I listen to
it.”” But the informality helped build its reputa-
tion as ‘‘radio’s most unrehearsed show.”” Also
during the first quarter, the orchestra offered
some brisk ‘‘waker-uppers.’’

In the second call came ‘‘Memory Time,’” a
reading of sentimental verse. On Oct. 28, 1944,
McNeill initiated ‘‘Prayer Time,’’ asking his au-
dience to say a prayer for American servicemen
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in harm’s way overseas. This was nonsectarian
and accompanied by a faint hymn on organ.
McNeill’s introduction to ‘‘Prayer Time’’ was
remembered for years: All over the nation. ..
each in his own words . . . each in his own way
...for a world united in peace...bow your
heads, let us pray. In the studio, the lights were
dimmed and a silent prayer was offered for 15
seconds. ‘‘Prayer Time’’ was so popular that it
was continued after the war. Often in this seg-
ment came ‘“‘Hymn Time,”” when a religious
chestnut was given a workout by the whole crew.
In 1948 the ‘‘Sunshine Shower’’ began, urging
listeners to drop lines of cheer to people in hos-
pitals, orphanages, and homes for the elderly.

The third call usually began with ‘‘March
Time,”’ a rousing march around the breakfast ta-
ble by the cast and some people from the audi-
ence. Breakfast was not served. On tours and in
public appearances, a breakfast table would often
be decked out with tablecloths and china, but
there was no eating done. Interviews and more
music filled out the quarter, and the fourth call
was for ‘‘Inspiration Time,”’ a message or poem
designed to lift the spirits of the downcast.

McNeill and his crew appealed to a large sec-
tion of middle America. The New Yorker esti-
mated his audience to be ‘‘the solid citizens, the
churchgoers, the ‘squares,” the butcher, the
baker, and the candlestick maker,’” all the ‘‘Eds
and Ednas’’ from Maine to California. By 1941
more than 100,000 letters a year came to the net-
work in Chicago for McNeill and his cast. When
Swift Meats took a segment of the show, the wall
of resistance from sponsors began to crumble:
they were followed closely, in 1941, by Acme
Paint and Cream of Wheat, though the show still
wouldn’t be booked solid until 1946. But its
power was evident. In 1944, when the sponsor
offered Breakfast Club membership cards,
850,000 people wrote in. No more than 15,000
were expected, and McNeill had to go on the air
and beg out of the promotion. It still cost the
sponsor $50,000 to retreat.

There were road trips, bond rallies during the
war, and promotion booklets. In 1946 McNeill
asked his listeners to ‘‘share a meal’’ with un-
fortunates in war-torn Europe. Forty tons of food
was collected. The show packed houses
wherever it played. At Madison Square Garden
in 1946, more than 17,000 people mobbed the
tour. The New Yorker described the road trip as

a ‘‘sort of portable Lourdes. Stirred by the pros-
pect of seeing McNeill in person, thousands of
his followers rise at dawn and storm the doors
of whatever auditorium he is appearing in.”’

The theme was snappy, almost raucous, the
words changing constantly:

Good morning, Breakfast Club-bers,

It’s time to sing ya

Another cheery greeting

So may we bring ya

Four—calls—for break-fast!

Kel-logg’s—call—to break-fast!

So every Breakfast Club-ber

Young and old

Come and join our hap-py

Carefree fold.

Yes, wake up Breakfast Club-bers

And smile a-while

A day begun with Kellogg’s

Makes life worth while!

Aside from McNeill, the most prominent of
the long-running cast members were Fran Alli-
son and Sam Cowling, both 1937 inductees. Al-
lison began as a singer and developed her
endearing character Aunt Fanny on The Break-
fast Club, playing the role as a ‘‘lovable chat-
terbox.”” Cowling came aboard as part of a
singing trio, the Three Romeos (with Gil Jones
and Louie Perkins): eventually he became a
comic, McNeill’s prime heckler and perpetrator
of an endless stream of one-line gags. In 1943
he initiated his ‘‘Fiction and Fact from Sam’s
Almanac,” a series of silly riddles. (Q: What’s
the difference between a tiger and panther? A: A
tiger is a big cat, but panther what you wear.)
Neither Allison nor Cowling prepared in ad-
vance; Allison (later well known as the costar of
Burr Tillstrom’s puppet show Kukla, Fran, and
Ollie on early TV) was particularly quick with
an ad-lib. As Aunt Fanny, Allison created a raft
of characters, notably Bert and Bertie Beer-
bower, the Smelsers, and Ott Ort, who came to
life in the old maid’s dialogue. McNeill’s real
family appeared often—wife Kay, and sons Don
Jr., Tom, and Bobbie. Nancy Martin was known
as ‘“li’l ole Nancybelle’’ to the listening audi-
ence: not only did she sing, she also danced in
the aisles with men from the audience. The Vag-
abonds were billed as ‘‘one of the nation’s
greatest colored quartets,”’ and Ray ‘‘Pappy”’
Grant became popular in 1939 with his zany rec-
ipes and his basso-profundo greeting, ‘‘How-do,



gals?”’ Johnny Desmond was known as
‘‘Johnny-on-the-spot,”” his job when he wasn’t
singing to come up with whatever was called for.
And little Bernie Christianson was the sensation
of 1949: he sang Galway Bay for his grandpar-
ents, and ‘‘at the first note,”” said Collier’s,
‘‘both the audience and the cast were electri-
fied.”” It took two minutes to quiet the applause,
and the child became a regular, singing on the
show three times a week.

It was a happy crew, The New Yorker said in
an overview: there was little public discord, no
self-destructive tantrums of the kind that demol-
ished the career of Arthur Godfrey. ‘‘Once they
get on The Breakfast Club, they settle down to
the most secure job in radio.”” But an attempt to
televise it was a flop. The cast was expected to
eat breakfast for the cameras, a gimmick no one
liked, and McNeill just couldn’t project that
carefree, spontaneous style for TV. It was a show
quite unlike any other. It got under way, McNeill
said, and just grew each day. ‘‘Sometimes we
stink,”’ he told Collier’s, ‘‘but that’s the way the
show is. We just have to take what comes.”
What came was a run that few in radio, at any
time of the day or night, could touch: 35 years
of ‘“‘corn with the cornflakes.”” Even the venues
were of long duration: 15 years and more than
4,000 broadcasts from Chicago’s Merchandise
Mart, and a long subsequent run in the Terrace
Casino of the Morrison Hotel. When the show
was retired in 1968, so, for all practical purposes,
was McNeill. He was seldom seen thereafter and
became difficult to interview. ‘‘You got two
chances,”’ he told this writer in the mid-1980s:
“‘slim and none.”’ He apologized for the blunt
sound of that and went on with his life.

McNeill died May 7, 1996, at 88.

BREAKFAST WITH DOROTHY AND
DICK, morning talk.

BROADCAST HISTORY: April 15, 1945-March
21, 1963, WOR, New York. CasT: Dorothy Kil-
gallen, Broadway columnist for the New York
Journal-American, and her husband, actor-
producer Richard Kollmar.

Although it was a local series, Breakfast with
Dorothy and Dick was nationally known and
widely discussed. The 50,000-watt WOR signal
was regularly heard by 20 million people, and
the fame of the husband-and-wife breakfast show

Breakfast with Dorothy and Dick 117

had spread across the land. It was a subgenre of
early-morning radio, begun by Ed and Pegeen
Fitzgerald in 1942. The Fitzgeralds had popular-
ized it, then left WOR for WJZ and a brief run
on ABC. WOR, meanwhile, needed a replace-
ment program.

What they found was Dorothy and Dick. Dor-
othy Kilgallen had covered the theater scene for
years, and her sources were varied and deep. Her
husband Richard Kollmar was a microphone vet-
eran, playing character roles in Gang Busters,
Grand Central Station, and many other New
York radio shows. Unlike the Fitzgeralds, the
Kollmars were connoisseurs of the high life, and
it was felt that their breakfast-table chats would
appeal to a broad cross-section of New Yorkers.

It was a daily show, heard at 8:15 in a 45-
minute Monday-through-Saturday format and in
a recorded version late Sunday mornings. The
Kollmar breakfasts were more formal than those
conducted by the earthier Fitzgeralds: more civ-
ilized, Dorothy would say. They spoke of open-
ing nights in the theater, shared bits of gossip
picked up at celebrity parties, and took listeners
on vicarious excursions to the Waldorf or the
Stork Club. They had two children, Dickie and
Jill, who also appeared. Breakfast was served by
their butler Julius, and there was a canary,
Robin, whose chirping was considered an essen-
tial part of the show. Robin had an understudy,
in case of sudden illness, and when Dorothy and
Dick did their show from Chicago’s WGN while
there for one of Dick’s play openings, a ‘‘guest
canary’’ was brought in to keep the chirps com-
ing.

Despite her cosmopolitan demeanor, Kilgallen
had serious bouts with mike fright. Her ‘‘knees
knocked together,”’ wrote her biographer Lee Is-
rael, ‘‘and her hands shook so violently that she
could hardly draw the coffee cup to her mouth.”’
Kilgallen wrote scripts for the first few shows,
then settled into a more spontaneous approach.
Her jitters quickly vanished, and soon the show
was nip-and-tuck with The Fitzgeralds and earn-
ing the Kollmars around $75,000 a year.

WOR handouts billed them as ‘‘one of Amer-
ica’s most charming couples.”” A newspaper ad
described Dorothy as ‘‘Dresden-dollish but prac-
tical, the kind of girl every young man dreams
of installing in the little cottage that the vines
embrace.”’ This was laughable: Kilgallen would
have screamed in such an environment, and the
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show was actually done in the Kollmars’ 16-
room apartment at Park Avenue and 66th Street.
The products of more than 18 sponsors were
worked into their conversation, as writer Philip
Hamburger learned when The New Yorker sent
him for an interview in August 1946. ‘‘My, my,
this is good orange juice,”’ Kollmar would purr.
“It’s Juicy Gem,’’ Dorothy supplied helpfully.
In one segment (‘‘as God is my judge,”” Ham-
burger swore, anticipating disbelief) Kilgallen
said, ‘‘Van Raalte undies fit so much better and
wash so easily.”’

Their feud with the Fitzgeralds was spirited
and real: neither liked the others’ shows, and
sniping was frequent from both sides. Kilgallen
considered the Fitzgeralds vulgar and coarse; the
Fitzgeralds called Dorothy and Dick upper-crust
dilettantes. The Kollmars were certainly ‘‘not the
couple next door,”’ wrote Lee Israel; ‘‘they were
rich, mobile, quintessentially cosmopolitan.’” As
to their performances on the air: ‘‘Dick played
tired tuba to Dorothy’s frivolous flute.”’

The Kollmars were married April 6, 1940. The
marriage endured, though not without its rough
spots. Their radio show was the subject of many
lampoons, the most famous being Fred Allen’s
skit, complete with canary and Tallulah Bank-
head. In later life, Kilgallen was a panelist on
the TV show What's My Line? She was hospi-
talized in 1963, her final radio broadcast March
21. Kollmar continued the show alone, with a
variety of guests, but it closed a month later.

Kilgallen died Nov. 8, 1965, officially of a
heart attack but under circumstances that Lee Is-
rael found suspicious. She had been investigat-
ing the Kennedy assassination and felt that she
was on the verge of the biggest story of her ca-
reer.

BREEN AND DE ROSE, pioneering husband-
wife musical team.

BROADCAST HISTORY: 1923, WEAF, New York.
1927-39, Blue Network. Many timeslots includ-
ing 30m, Tuesdays at 10:30, 1927-28; 30m,
Wednesdays at 8, 1928-29: 15m, Fridays at 7:15,
1929-30; 15m, twice a week at 5:45 for Hum-
phreys Remedies and Witch Hazel, 1936-37; 15m,
five a week at 10:45 A.M., 1938-39.
1930-36, NBC. 15m daytime broadcasts: four a
week at 2:15, 1930-31; various times for Knox
Gelatin, 1931-32; six a week at 10 A.M., 1933-34;

three a week at 10:30 for Humphreys Remedies
and Witch Hazel, 1934-36.

May Singhi Breen and Peter de Rose sang
popular and sentimental songs of the day and
often broadcast under the title Sweethearts of the
Air. Breen played the ukelele, and they harmo-
nized, often to piano accompaniment. Breen cre-
ated a ukelele craze circa 1927, but her
application for membership in the musicians’
union was turned down. She fought for her in-
strument and won her case by appealing to Dr.
Walter Damrosch to judge her. De Rose was also
a composer: his music for Deep Purple became
an evergreen, and the melody was often used as
their theme.

BRENDA CURTIS, soap opera.

BROADCAST HISTORY: Sept. 11, 1939-Jan. 19,
1940, CBS. 15m, weekdays at 11:15 A.M. Camp-
bell Soups. CasT: Vicki Vola as Brenda Curtis,
talented actress who gave up her career to marry
Jim Curtis, a lawyer. Hugh Marlowe as Jim. AN-
NOUNCER: Ken Roberts.

A lone episode of Brenda Curtis offers stan-
dard serial strife. Jim’s law practice is in finan-
cial jeopardy; Brenda receives an offer from
Ziggy, her old manager, to return to the stage,
but Jim wants his wife at home and refuses to
let her consider it. Stacy Gordon, ‘‘a friend of
Jim’s who once loved Brenda,”” has returned
from South America, and Gloria Bennett, ‘‘who
wants Jim,”’ has decided to ‘‘use this fact for her
own purposes.”’ It was billed as ‘‘a true-to-life
story.”’

BRENTHOUSE, serial drama.

BROADPCAST HISTORY: Jan. 21, 1939-June 4,
1940, Blue Network. 30m, Saturdays at 8:30 until
Nov., then Tuesdays at 10:30. CAsT: Georgia
Backus as Portia Brent, who tries to raise three
children while running her late husband’s publish-
ing business; Kathleen Fitz also as Portia; gossip
columnist Hedda Hopper as Portia as of February
1939. Florence Baker as Portia’s daughter Jane.
Lurene Tuttle as daughter Nancy. Emest Carlson
and Larry Nunn as son Peter. Margaret Brayton
and Wally Maher as Martha and Lance Dudley.
Ben Alexander as Philip West.



BRIDE AND GROOM, interviews with cou-
ples at the marriage altar.

BROADCAST HISTORY: Nov. 26, 1945-Sept. 15,
1950, ABC. 30m, weekdays at 2:30 (at 3, summer
1950). Sterling Drugs. HOST: John Nelson.
HosTEss: Roberta Roberts, who handled back-
stage detail. SINGING ANNOUNCER: Jack
McElroy. DIRECTORS: John Masterson, John
Reddy, John Nelson, Edward Feldman, Wayne
Reeves, Marvin Beck.

During its five-year run, Bride and Groom told
the stories of almost 1,000 new couples. Though
the actual ceremony was performed privately in
a small chapel adjoining the Chapman Park Ho-
tel, where the broadcast originated in Los An-
geles, the couple was introduced before and
interviewed immediately afterward. A couple
each day was united. They got on the show by
telling their stories in letters to producer John
Reddy: he made the selections by the human in-
terest he found there. Occasionally a golden
wedding anniversary was celebrated.

One blind couple met at a school for seeing
eye dogs. A young man and woman met on ad-
jacent drugstore stools. One young lady had just
appeared on Tom Breneman’s Breakfast in Hol-
lywood, winning the show’s ‘‘wishing ring’’ and
wishing for a Bride and Groom wedding (her
cause was helped by the fact that John Master-
son, who managed Breneman’s show, also ran
Bride and Groom). Gaylord Carter played the
wedding themes on organ, and the minister was
often the Rev. Alden Hill. Later shows were
done at the Hollywood Knickerbocker. Each
couple was given wedding rings, appliances, sil-
ver, and other gifts and was sent on a “‘flying
honeymoon’’ to a location of their choice.

BRIGHT HORIZON, soap opera.

BROADCAST HISTORY: Aug. 25, 1941-July 6,
1945, CBS. 15m, weekdays at 11:30 A.M. Lever
Brothers and Swan Soap. CAST: Richard Kollmar
as Michael West, a character from the serial Big
Sister, who became the central figure in this spi-
noff role, a lawyer from the town of Riverfield
who now returned to the town where he had been
ostracized and driven away. Joseph Julian and
Robert Griffin also as Michael. Sammie Hill and
Joan Alexander as Carol Bates, who married Mi-
chael after his return. Renee Terry as Carol’s
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young cousin Barbara West. Lesley Woods as
Margaret McCarey. Lon Clark as Keith Richards.
Frank Lovejoy as Larry Halliday. Will Geer as
Penny. Dick Keith as Charles McCarey. Helen
Claire as Edith Browning. Ronny Liss as Bobby.
ANNOUNCERS: Marjorie Anderson, with John
Harper and Roland Winters; later Grace Russell
and Paul Luther in a singing format that drew the
sponsor into the signature (Time . . . for Swan Soap
...the four-in-one soap! Everybody’s on
boaaaaarrrrrd! They're going for Swan Soap . ..
new, white, floating Swan!). Music: John Gart
on organ. DIRECTOR: Henry Hull, Charles Pow-
ers, Day Tuttle, Ralph Butler. WRITER: James
and Elizabeth Hart, John M. Young, Ted Maxwell,
Stuart Hawkins; novelist Kathleen Norris as of
April 2, 1945.

On Big Sister, Michael West had been a no-
madic folksinger; now, moving into his own se-
rial, his background in law was developed.
Because he had defended a man deeply hated in
his hometown of Riverfield, Michael had lost his
practice. He had traveled around the country,
playing an accordion and singing in restaurants.
Along the way he had met a waif named Bobby
and had taken the child into his life. Early in the
new series, he had pursued his singing career,
but by 1944 he was again entrenched in the busi-
ness of law.

Two episodes from that year ring familiar day-
time themes. Michael, considering a run for gov-
ernor, is threatened by public scandal. This
involves a four-month gap in his life when he
was a kidnap victim. Romantically linked in the
press at that time with Mrs. Margaret McCarey,
Michael is confronted by a devious woman in-
tent on using the information in order to marry
Michael’s brother Brian. This disrupts Michael’s
home life, with wife Carol, their son Michael
Jefferson West, and their cousin Barbara (‘‘Pun-
kins’’ to Michael).

To help give the series a good sendoff, Alice
Frost appeared in the earliest episodes, in her Big
Sister role of Ruth Evans Wayne.

BRIGHT STAR, comedy-drama.

BROADCAST HISTORY: 1952-53, 30m, tran-
scribed syndication, Ziv Company. CAST: Irene
Dunne as Susan Armstrong, editor of the Hillsdale
Morning Star. Fred MacMurray as George Harvey,
her star reporter. ANNOUNCER: Harry Von Zell.
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Following in the wake of Box I3, Bold Ven-
ture, and other recorded dramas using top film
stars, Bright Star explored the old cynic-idealist
conflict. Editor Armstrong tried to keep her fi-
nancially troubled newspaper afloat while
keeping her talented but too eager star reporter
under control. Occasionally he ran the paper
while she dabbled in philanthropy.

THE BRIGHTER DAY, soap opera.

BROADCAST HISTORY: Oct. 11, 1948-July 8,

1949, NBC. 15m, weekdays at 10:45. Dreft.
July 11, 1949-June 29 1956, CBS. 15m, week-

days at 2:45; at 2:15, 1955-56. Dreft, etc.

CAST: Bill Smith as the Reverend Richard Dennis,
pastor of a parish in the town of Three Rivers,
where he tried to be both mother and father to
daughters Elizabeth, Althea, Barbara, and Patsy.
Margaret Draper as Elizabeth (Liz), who soon be-
came the dominant character, taking a maternal
role in daily family life; Grace Matthews as Liz
later in the run. Jay Meredith and Joan Alexander
as Althea, the beautiful, selfish daughter consumed
by theatrical ambition. Lomma Lynn, Judith Lock-
ser, and Mary Linn Beller as Barbara, a teenager
known as ‘‘Babby’’ throughout the run. Pat Hosley
and Lois Nettleton as Patsy. Billy Redfield, Bob
Pollock, and Hal Holbrook as son Grayling Den-
nis, a young man in his 20s who worked on the
town newspaper. Ann Hillary as Sandra Talbot,
Grayling’s love interest. John Raby as Dr. Jerry
Forrester, love interest of Liz Dennis. PRODUC-
ERs: David Lesan, Beverly Smith, Bob Steel.
THEME: At Dawning by Charles Wakefield
Cadman. DIRECTORS: Ted Corday, Mary Har-
ris, Edwin Wolfe, Art Hanna. WRITERS: Ima
Phillips; also, Orin Tovrov, Doris Frankel, John
Haggart.

The Brighter Day evolved from the serial
Joyce Jordan, MD. In the fall of 1948, Joyce
introduced the character of Liz Dennis into her
melodrama, and by early October Liz had taken
over, relegating Joyce to the role of hostess. On
Oct. 8, Joyce Jordan was discontinued and the
saga of the Dennis family began. Typical of Irna
Phillips soaps, it opened with an epigraph: Our
years are as the falling leaves—we live, we love,
we dream, and then we go. But somehow we
keep hoping, don’t we, that our dreams come
true on that brighter day.

BRING ’EM BACK ALIVE, jungle adventure.

BROADCAST HISTORY: Oct. 30-Dec. 18, 1932,
NBC. 15m, Sundays at 5:45. Melodramas with
talk. Frank Buck, famed wild animal hunter, pro-
moted his RKO jungle film of the same name, tell-
ing his adventures to sponsor A.C. Gilbert, the
Erector Set manufacturer. The climactic scene was
fully dramatized.

July 16-Nov. 16, 1934, NBC; Blue Network un-
til Sept. 17, then Red. 15m, weekdays at 7:45. Pep-
sodent.

BRINGING UP FATHER, comedy based on
the Maggie and Jiggs comic strip by George
McManus.

BROADCAST HISTORY: July 1-Sept. 30, 1941,
Blue Network. 30m, Tuesdays at 9. Lever Broth-
ers. CAsT: Mark Smith as Jiggs, the roly-poly,
henpecked husband, who always tried to slip away
for a night with the boys and meekly surrended
with a *‘Yes, m’darrlinn,’”” when cornered by Mag-
gie, his ‘‘virago of a wife.”” Neil O’Malley also as
Jiggs. Agnes Moorehead as Maggie. Helen Shields
and Joan Banks as their daughter Nora. Craig
McDonnell as Dinty Moore.

BROADWAY IS MY BEAT, crime drama.

BROADCAST HISTORY: Feb. 27, 1949-Aug. 1,
1954, CBS. 30m. Many short runs in at least 15
separate timeslots; heard virtually every night in
the week at some point. Only two uninterrupted
season-long runs: Sept. 1951-May 1952, Satur-
days at 9:30; and a full year, beginning in Oct.
1952, Saturdays at 7.

From New York Feb. 27-May 29, 1949:
CAsT: Anthony Ross as Danny Clover, a detec-
tive on the Times Square beat of the New York
Police Department. Music: Robert Stringer.
PRODUCER: Lester Gottlieb. DIRECTOR: John
Dietz.

From Hollywood beginning July 7, 1949:
CasT: Larry Thor as Detective Danny Clover.
Charles Calvert as Sergeant Gino Tartaglia. Jack
Kruschen as Sergeant Muggavan. Also: Irene Ted-
row, Barney Phillips, Lamont Johnson, Charlotte
Lawrence, Herb Vigran, Herb Ellis, Hy Averback,
Sam Edwards, Tony Barrett, GeGe Pearson, Byron
Kane, Edgar Barrier, Sammie Hill, Betty Lou
Gerson, Bill Bouchey, Eddie Fields, Mary Shipp,
Harry Bartell, Ben Wright, Sheldon Leonard,
Martha Wentworth, Lawrence Dobkin, Paula



Winslowe, Eve McVeagh, Anne Whitfield, Truda
Marson, Herb Butterfield, Junius Matthews, Mary
Jane Croft. ANNOUNCER: Bill Anders. MusIc:
Wilbur Hatch, Alexander Courage. PRODUCER-
DIRECTOR: Elliott Lewis. WRITERS: Morton
Fine and David Friedkin. SOUND EFFECTS: Da-
vid Light, Ralph Cummings, Ross Murray.
THEME: (I’ll Take) Manhattan.

Early CBS press material for Broadway Is My
Beat, when it was still produced in New York,
told how, ‘‘as a kid, Danny Clover sold papers
and shined shoes along the Great White Way,
and later pounded the beat as a policeman. He
knows everything along Broadway—from pan-
handler to operatic prima donna—but he’s still
sentimental about the street, forever a wonder-
land of glamor to him.”’

But its run in the East was barely three months
long. In Hollywood it fell to Elliott Lewis, a man
of many talents (writer, producer, director, and
actor in roles ranging from comedy to melo-
drama) who was getting his first directing op-
portunity. Lewis was born in Manhattan and
knew the city well. ‘““You should hear the city
constantly,”’ he said of his new show, and three
soundmen were often needed to re-create that
New York flavor. The result was a noisy show,
exactly what Lewis was after. ‘‘Even the people
in New York are noisy,”” he told Radio Life.

The show stretched for the poetic metaphor:
The still of August nighttime is beyond crest now,
has broken, begun its downsurge, and in the
empty avenue there are trailings of phosphores-
cence and tricklings of stillness. .. time before
dawn. This announcement, spoken over a trum-
pet theme, blended into the story proper, with
Danny Clover narrating his own adventure.
‘“‘And where I was—vast room draped in dark-
ening silk light...”” he would say, setting the
stage. Then the noises would come up, the
sounds of people argumentative or amused. At
the end, a blending out in the same way. Broad-
way is sleeping now ... the furious avenues of
the night are still . .. only the sleepwalkers are
there . . . the seekers, the sodden. . .. And if the
tone was sometimes heavy and wordy, the scenes
were gritty, their crimes of the less-than-
glamorous variety. The beat was set out in the
opening signature: from Times Square to Colum-
bus Circle—the grandest, the most violent, the
lonesomest mile in the world.
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BROADWAY MATINEE, musical variety,
first called Your Home Front Reporter and Home
Front Matinee.

BROADCAST HISTORY: May 10, 1943-Nov. 8,
1943, CBS. 25m, weekdays at 4. Your Home Front
Reporter. Owens-1llinois Glass Company. CAST:
Fletcher Wiley, billed as ‘‘the oracle of the
home,’’ in the title role of Your Home Front Re-
porter, offering tips on scientific nutrition, creative
menus for wartime rationing, and general home
economics help. But this was wrapped in a full
entertainment package, with soprano Eleanor Ste-
ber, tenor Frank Parker, and a 22-piece orchestra
directed by David Broekman. Aired from New
York until July 16, 1943; moved to Hollywood as
of July 19. Parker and Wiley moved west with the
show; Steber and the Broekman orchestra were re-
placed by Diana Gayle, Phil Hanna, and maestro
Wilbur Hatch. On Sept. 29, the show returned to
New York; Steber and Broekman rejoined; Don
Pryor replaced Wiley as the ‘‘reporter.”’

Nov. 15-Dec. 6, 1943, CBS. 25m, weekdays at
4. Home Front Matinee. Owens-Illinois Glass
Company. The home economics aspect was
dropped in favor of straight music, and the show
had a prime-time sound. CAsT: Alfred Drake,
singing emcee, appearing only four days a week
because of a Thursday matinee performance of
Oklahoma, in which he starred. Early guests were
Annamary Dickey (Metropolitan Opera star), Ethel
Merman, Celeste Holm, Hildegarde, and soprano
Dorothy Sarnoff. ANNOUNCER: Santos Ortega.
Music: Allen Roth.

Dec. 13, 1943-Aug. 4, 1944, CBS. 25m, week-
days at 4. Broadway Matinee. Owens-Illinois
Glass Company. CAST: Drake continued as sing-
ing male lead until he departed for the West Coast;
on June 2, Ronald Graham became the new
singing emcee. HOST: Jim Ameche. AN-
NOUNCER: Red Barber. VOCALIST: Patsy Gar-
rett. Music: Allen Roth. GUESTS: Helen
Forrest, Bea Wain, Helen O’Connell, etc., with
popular swing; Rose Bampton, Risé Stevens, Ei-
leen Farrell, Dorothy Kirsten, etc., in the concert
vein.

BROADWAY SHOWTIME, musical drama.

BROADCAST HISTORY: Dec. 27, 1943-June 26,
1944, CBS. 30m, Mondays at 10:30. Replacing
Three-Ring Time. P. Ballantine and Sons. STAR:
William Gaxton. ORCHESTRA: Jay Blackton.
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This series of *‘streamlined musical stage pro-
ductions’’ opened with A Connecticut Yankee, in
which Gaxton had played the title role onstage
in 1927.

BROADWAY VARIETIES, light, popular, and
semi-classical music.

BROADCAST HISTORY: Sept. 24, 1933—April 22,
1934, CBS. 30m, Sundays at 2. Initially titled
Broadway Melodies, with torch singer Helen Mor-
gan and Jerry Freeman’s orchestra and chorus. Bi-
sodol.

May 2, 1934-July 30, 1937, CBS. 30m, Wed-
nesdays at 8:30 until Oct. 1935; then Fridays at
8:30 and (1936-37) Fridays at 8. Bisodol. CAST:
Elizabeth Lennox, contralto, often in duets with
singing hosts Guy Robertson (1935) or Oscar
Shaw (1936). Soprano Carmela Ponselle added
““for fire’’ (1936-37). ORCHESTRA: Victor Ar-
den.

BROWNSTONE THEATER, dramatic anthol-

ogy.

BROADCAST HISTORY: Feb. 21-Sept. 23, 1945,
Mutual. 30m, Wednesdays at 9:30. CAST: Jack-
son Beck and Gertrude Warner, leads. Clayton
Hamilton, narrator. Music: Sylvan Levin. Di-
RECTOR: Jock MacGregor.

Brownstone Theater was a pleasant, fluffy
half-hour, billed as *‘a theater of memories, your
own memories, perhaps,”’ offering ‘‘plays that
have entertained and thrilled many an audience
in many a theater, plays you will still enjoy.”’
The format was faintly reminiscent of the famous
First Nighter Program, with the listener led to
his seat in the Brownstone Theater, and other
trappings of curtains and greasepaint adding to
the atmosphere. Actually, the show originated at
WOR, New York. The fare was laden with such
chestnuts as The Man Without a Country, The
Prisoner of Zenda, and Cyrano de Bergerac.

BUCK PRIVATE AND HIS GIRL, soap
opera; a light romance of Army camp life in the
shadow of war.

BROADCAST HISTORY: May 26-Aug. 22, 1941,
NBC. 15m continuation, weekdays at 9:15 A.M.
CAsT: Myron McCormick as Steve Mason, a
young car salesman suddenly in the Army. Anne
Seymour as his girlfriend Anne.

BUCK ROGERS IN THE 25TH CENTURY,
juvenile science fiction serial, based on the
comic strip by John F. Dille, Dick Calkins, and
Phil Nowlan.

BROADCAST HISTORY: Nov. 7, 1932-May 22,
1936, CBS. 15m continuation, weekdays at 7:15
for Kellogg’s, 1932-33; Monday through Thurs-
day at 6 for Cocomalt, 1933-35; three a week at
6 for Cream of Wheat, 1935-36.

April 5-July 31, 1939, Mutual. 15m, three a
week.

May 18-July 27, 1940, Mutual. 30m, Saturdays
at noon.

Sept. 30, 1946-March 28, 1947, Mutual. 15m,
weekday continuation at 4:45. General Foods for
Post Cereals.

CasT: Curtis Arnall (1932) as Buck Rogers, a
young adventurer who got trapped in suspended
animation and woke up ‘500 years in the future.”’
Matt Crowley as Buck, mid-1930s; Carl Frank also
as Buck; John Larkin as Buck, 1946-47. Adele
Ronson as Wilma Deering (early serial run), a lieu-
tenant in the space corps and the series heroine;
Virginia Vass as Wilma, 1946—47. Edgar Stehli as
Buck’s friend the master inventor Dr. Huer (1930s,
and again 1946-47). Elaine Melchior as Ardala
Valmar, the evil adventuress. Bill Shelley and Dan
Ocko as Killer Kane, the long-running villain. Jack
Roseleigh and Joe Granby as Black Barney, a stu-
pid but friendly Martian. ANNOUNCERS: Paul
Douglas, Fred Uttal. WRITER-PRODUCER-
DIRECTOR: Jack Johnstone (1930s). WRIT-
ERS: Joe Cross, Albert G. Miller Dick Calkins.
SOUND EFFECTS: Ora D. Nichols (CBS).

The adventures of Buck Rogers in the 25th
Century were space oriented. Dr. Huer created
such marvels as the ‘‘gyrocosmic relativator”
and the ‘‘mechanical mole,”’ and often Buck’s
adventures took him to the edges of the solar
system to recover a Huer invention stolen by
Killer Kane and Ardala Valmar. Black Barney
was a former space pirate who had come to re-
alize the errors of his ways.

The serial was one of the important early ju-
venile adventures. As in the strip, Buck had been
surveying an abandoned mine in 1919 when a
cave-in rendered him unconscious. A mysterious
gas seeped into the chamber and held him in a
suspended state for 500 years. Awakening in the
25th century, he found that society as he knew
it had vanished. The capital was now Niagara.



Writer-director Jack Johnstone utilized the full
assortment of fantasy ingredients: death rays,
gamma bombs, and warring space fleets. The pro-
priety of Buck’s long space flights with Wilma
Deering was debated by parents, who were also
fretting over what Tarzan and Jane were doing
alone in the jungle together. This was solved in
the final episode of the last series, when Buck and
Killer Kane fought to the finish. The fight scene
took up most of the show, but afterward Buck
suggested that he and Wilma take a vacation in
Niagara. After all, Niagara was the hotspot for
honeymooners in the America he had known. . ..

BUGHOUSE RHYTHM, musical satire.

BROADCAST HISTORY: Sept. 4, 1936-April 26,
1937, NBC. 15m, Red Network, Fridays at 5 until
Oct. 9, then Blue Network, Mondays at 7:15. AN-
NOUNCER: Archie Presby. CREATOR: Ward
Byron. Music: Jack Meakin.

Bughouse Rhythm was a direct forerunner to
the similarly zany Chamber Music Society of
Lower Basin Street. These were swing broad-
casts draped in somber operatic-like announce-
ments, to poke fun at the highbrow.

BULLDOG DRUMMOND, crime drama,
based on the novels of H. C. McNeile.

BROADCAST HISTORY: April 13, 1941-Jan. 12,
1949, Mutual. Many 30m timeslots: Sundays at
6:30, 1941-42; Mondays at 8:30, 1942-43; Sun-
days at 3:30, 1943-44; Mondays at 7:30, 194445,
Mondays at 8, 1945-46; Fridays at 9:30, 194647,
Wednesdays at 10, 1947-49.

Jan. 3-March 28, 1954, Mutual. 30m, Sundays
at 6. Dodge Motors.

CAsT: George Coulouris as Bulldog Drummond, the
British police inspector popularized in the Para-
mount detective films of the 1930s. Santos Ortega
and Ned Wever as Drummond after 1942. Cedric
Hardwicke as Drummond in the brief revival of
1954. Everett Sloane as Drummond’s sidekick
Denny, 1941-42; Luis Van Rooten as Denny,
mid-1940s. Rod Hendrickson also as Denny.
PRODUCER-DIRECTOR: Himan  Brown.
WRITERS: Allan E. Sloane, Leonard Leslie.
SOUND EFFECTS: Adrian Penner, Walt Gustaf-
son, Walt Shaver.

Bulldog Drummond was a B-grade detective,
on the screen and on the air. For the first two
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months, the series was set in Britain; then Drum-
mond crossed the sea and stepped ‘‘out of the
fog, out of the night, and into his American ad-
ventures.”” The opening signature was accom-
panied by hollow footsteps, a foghorn and then—
two shots!—three sharp blasts of a policeman’s
whistle!—and another encounter with under-
world characters, counterfeiters, and killers. The
series had ambience and was remembered for
years by people who thought it better than it was.

THE BURL IVES SHOW, musical folklore.

BROADCAST HISTORY: Many brief timeslots (of-
ten on both CBS and NBC) including:

June 24, 1940-April 20, 1941, NBC. 15m, ini-
tially Mondays at 9:45 A.M., then various days and
times.

Sept. 30, 1940-Feb. 28, 1941, CBS. 15m, var-
ious days at 10:30. Back Where | Came From.

July S, 1941-Jan. 24, 1942, CBS. 30m, Satur-
days at 10 A.M., then at 11 AM. The Burl Ives
Coffee Club.

Jan. 31-June 27, 1942, CBS. 15m, Saturdays at
11:15 A.M. God’s Country.

Oct. 18, 1946-April 9, 1948, Mutual. 15m, Fri-
days at 8. Philco Radios.

July 24-Sept. 4, 1949, ABC. 15m, Sundays at
9. Summer replacement for Walter Winchell on the
Kaiser program.

Asked once when he’d begun singing, Burl
Ives replied, ‘“There wasn’t any beginning.’”” He
“‘bummed’’ his way across the country in the
>30s, supporting himself with his banjo and his
voice. He learned songs from his grandmother,
from farmers, from cowboys in Texas and Ne-
groes in the South.

His first broadcast, June 24, 1940, was one to
forget: NBC interrupted his first song with bul-
letins on the fall of France. He broadcast in many
slots other than the ones listed above, his music
suited to almost any time of day. His Burl Ives
Coffee Club of 194142 featured soprano Gene-
vieve Rowe and a vocal group, the Sympho-
nettes. On May 4, 1944, he opened a CBS
quarter-hour highlighting the ‘‘fighting songs
and folksongs of the United Nations’’; it co-
starred a quartet called the Clubmen and was
heard Tuesdays and Thursdays at 5:45 p.M. He
often broadcast under the title The Wayfaring
Stranger; his theme was frequently Jimmy Crack
Corn. Later he became a powerful actor, winning
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an Academy Award and known for portrayals of
swaggering patriarchs.

BURNS AND ALLEN, comedy, with George
Burns and Gracie Allen.

BROADCAST HISTORY: 1929, BBC, London, first
appearance on the air.

Feb. 15, 1932-June 13, 1934, CBS. 30m, Mon-
days at 10 through May 16, 1932, then Wednes-
days at 9 until Jan. 4, 1933, then Wednesdays at
9:30. Initially The Guy Lombardo Show for Robert
Bumns Panatella and, from May 1933, White Owl
Cigars. Burns and Allen joined in progress, the
Lombardo series for General Cigar having begun
in 1929.

Sept. 19, 1934-March 24, 1937, CBS. 30m,
Wednesdays at 9:30 until May 29, 1935, then at
10 until Oct. 2, 1935, then at 8:30. The Adventures
of Gracie through Sept. 23, 1936, then The Burns
and Allen Show. White Owl Cigars through Sep-
tember 1935, then Campbell Soups. AN-
NOUNCER: Ken Niles. VOocALISTS: Milton
Watson, 1934-35; Tony Martin, 1936-37. OR-
CHESTRAS: Ferde Grofé, 1934-35; Jacques Ren-
ard, 1935-36; Eddy Duchin, July and Aug. 1936;
Henry King, Sept. 1936. THEME: Love Nest from
this point on.

April 12, 1937-Aug. 1, 1938, NBC. 30m, Mon-
days at 8. Grape Nuts. ANNOUNCERS: Ronald
Drake, John Conte. VOCALIsTs: Dick Foran, the
Singing Cowboy, April-June 1937, then Tony
Martin, with Frank Parker briefly in April 1938.
ORCHESTRAS: Ray Noble through March, then
Jan Garber through June, then Glen Gray.

Sept. 30, 1938-June 23, 1939, CBS. 30m, Fri-
days at 8:30. Chesterfield Cigarettes. AN-
NOUNCER: Paul Douglas. VOCALIST: Frank
Parker. ORCHESTRA: Ray Noble.

Oct. 4, 1939-June 26, 1940, CBS. 30m,
Wednesdays at 7:30. Hinds Cream. AN-
NOUNCER: Truman Bradley. VOCALIST: Frank
Parker. ORCHESTRA: Ray Noble.

July 1, 1940-March 24, 1941, NBC. 30m, Mon-
days at 7:30. Hormel Meats. ANNOUNCERS:
John Hiestand, Jimmy Wallington. ORCHES-
TRA: Artie Shaw.

Oct. 7, 1941-June 30, 1942, NBC. 30m, Tues-
days at 7:30. Lever Brothers, Swan Soap. AN-
NOUNCER: Bill Goodwin. VOCALISTS: Jimmy
Cash, Richard Haydn. ORCHESTRA: Paul
Whiteman.

Oct. 6, 1942-June 25, 1945, CBS. 30m, Tues-
days at 9 through December 1944, then Mondays
at 8:30. Swan Soap.

Sept. 20, 1945-June 23, 1949, NBC. 30m,
Thursdays at 8, 194546, then Thursdays at 8:30.
Maxwell House Coffee Time. General Foods.

Sept. 21, 1949-May 17, 1950, CBS. 30m,
Wednesdays at 10. Block Drugs.

CAST: beginning in 1942 with situation comedy for-
mat: Elvia Allman as Gracie’s friend Tootsie Sag-
well. Mel Blanc as ‘‘the Happy Postman,’”” who
sobbed his way through the cheeriest news. Mar-
garet Brayton as Mrs. Billingsley. Sara Bemner as
Muriel. Clarence Nash as Herman the Duck. Elliott
Lewis, Mary Lee Robb, Richard Crenna, Joseph
Kearns, Eric Snowden, Bea Benaderet, Hal March,
Gerald Mohr, Marvin Miller, Wally Maher, Doris
Singleton, Dawn Bender, Tommy Bemard, Gale
Gordon, Hans Conried. ANNOUNCERS: Bill
Goodwin, 1942-50. Harry Von Zell at various
times. Tobe Reed a second announcer, 1947-49.
VocALlsT: Jimmy Cash, ca. 1942-45. OR-
CHESTRAS: Paul Whiteman, 194243, then Felix
Mills, 194345, then Meredith Willson, 194548,
then Harry Lubin, 1948-50. SOUND EFFECTS:
Virgil Reimer (NBC); David Light and Al Span
(CBS).

DIRECTORS (variously over the entire run): Ed

Gardner, Ralph Levy, Al Kaye, etc. WRITERS:
Harry Conn, Carroll Carroll, John P. Medbury (all
1930s); Paul Henning, Harvey Helm, Hal Block,
Henry Garson, Keith Fowler, Aaron J. Ruben, Har-
mon J. Alexander, Helen Gould Harvey.

Gracie Allen wasn’t as dumb as she seemed
on the air. She proved that in 1939, appearing
on the intellectual quiz show Information,

Please, and holding her own with the experts. It
takes a keen intelligence to play a dumb role

that long and well, but Gracie had more than

that. From the beginning, she had a singular

ability to make audiences love her. ‘‘The audi-

ence found her, I didn’t,”” said George Burns in

a Playboy interview years after her death. The
crowds they played to in the early "20s, when
they were ‘‘just a lousy small-time act,’” defined
what Gracie Allen was and would be for the
next 35 years. The audience wouldn’t stand for
it if her lines required sarcasm or spite. Burns
learned that if he blew a puff of cigar smoke in
Gracie’s direction, ‘‘the audience would hate
me.”’ As he told the interviewer: ‘‘She was too



dainty, too ladylike,”” for malice or mean hu-
mor. “‘She was a beautiful little girl, like a little
doll, a little Irish doll.”’

She was born in San Francisco July 26, 1905.
Her given name was Grace Ethel Cecile Rosalie
Allen. Her father, Edward Allen, toured with a
song-and-dance act, and Gracie appeared onstage
with him in childhood. At 14, she was ready to
quit school and become a performer. She and her
sisters toured with the Larry Reilly vaudeville
company until 1922, when she quit over a ques-
tion of billing. She took up stenography while
continuing to room with friends on the fringes
of vaudeville. One of her friends, Rena Amold,
was appearing on a program in Union Hill, N.J.
When Gracie accompanied her to the theater one
night, she met George Burns, a young comic
with a gravel voice.

Burns and his partner Billy Lorraine had run
out of prospects and were dissolving their act.
Born Nathan Birnbaum in New York Jan. 20,
1896, Burns had already had a full life in show
business. At 7, he sang in taverns and saloons as
part of a schoolboys’ group, the Peewee Quartet.
Later he’d been a trick roller skater, a dance in-
structor, and finally a vaudeville comic.

He and Gracie formed a new team, giving
their first performance at the Hill Street Theater
in Newark. In his memoir, Burns recalls that they
made $5 per show. He was the comedian, and
Gracie threw the straight lines. But Gracie was
strangely transformed in front of a live audience:
she ‘‘said the line differently on a stage than in
a rehearsal,”” he wrote in his book Gracie: A
Love Story, and the audience found her delivery
more amusing than his payoff. Burns switched
roles. That night they double-dated with Gracie’s
friend Mary Kelly and Kelly’s new boyfriend
Jack Benny. The night was doubly significant:
he discovered a formula that would work for
Burns and Allen for decades, and in Jack Benny
he met a lifelong friend.

Burns and Allen found vaudeville steady work
but low pay. The glory was temporary, fading
each night with the closing curtain in another
small town. They put in ‘‘hundreds of weeks of
vaudeville’” on the way up, said their entry in
Current Biography of 1940. By 1926 they had
been traveling together more than three years,
with separate rooms and sleeping berths on the
road, and Burns was beginning to want some-
thing more substantial.
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They were married Jan. 27, 1926. The follow-
ing year they signed a long contract with the
Keith circuit, at $750 a week ‘‘very big time,”’
Burns would recall. Bigger times were just
ahead. Within half a dozen years they would be
making a four-figure weekly salary doing a 30-
minute radio show, the easiest work in the world,
Burns thought—all he had to do was read his
lines without rattling his script. By 1940 their
income from radio alone would be estimated at
$9,000 a week.

It seems strange that George Burns and Gracie
Allen would be discovered, as radio properties,
by the British. They were doing a vaudeville tour
in England, playing to packed houses every-
where. The British just loved Gracie; her routi-
nes became so well known during the six-month
trip that the audience would sometimes shout out
the punchline in unison. They were aided in this
by radio, using the infant medium to promote
their stage shows, doing short bits from their act
on various BBC stations as they traveled. From
the beginning, Gracie had severe mike fright.
She never really lost her fear of the microphone,
Burns would say in interviews and in his books,
but she always coped with it. Returning home,
they auditioned for NBC and Grape Nuts in
1930. But the agency executive thought Gracie
would be ‘‘too squeaky’’ on the air, and they
lost the job. It was an irony: a few years later,
the same product would be carrying their radio
show, then one of the most successful in the na-
tion.

Continued vaudeville bookings led them to a
Palace Theater date that included, among other
top acts, Eddie Cantor. Cantor had been one of
the first major vaudeville performers to crack ra-
dio. In the fall of 1931, his show was led only
by Amos 'n’ Andy in the ratings service. When
Cantor invited Gracie to come on his program,
Burns decided to let her go on. Never mind the
veiled insult—that the invitation did not include
George, that Cantor himself would work with
Gracie and feed her her lines. Burns’s only stip-
ulation was that he be allowed to write her ma-
terial.

Make no mistake, wrote Carroll Carroll in his
remembrance of Burns and Allen: Burns was
*‘numero uno in thinking up what Gracie would
say, should say, and could not say’’ on the air.
But throughout their long career, from the be-
ginning of it, Burns was considered the lesser
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light in the Burns and Allen partnership. Burns
himself fostered this notion—shot through his
books is a where-would-I-be-without-her tone.
Carroll Carroll reversed it: ‘‘Gracie without
George would have been Irish coffee without the
John Jameson. He poured into her all the upside-
down humor that in his later years without her
has changed him from an uptight straight man
into a relaxed comedian.”’ Glenhall Taylor, who
produced The Burns and Allen Show beginning
in October 1941, considered Burns one of the
funniest men alive. And though Groucho Marx,
for one, was said to believe that Burns had no
talent for comedy, Burns could always send Jack
Benny into fits of laughter, often without saying
a word.

So the Cantor show was an opportunity for
Burns and Allen as a team, despite the format.
Burns wrote her skit, stood at her side on a radio
program in which he would not speak, and
watched her steal the show from Eddie Cantor.
In those early network days, one sensational per-
formance on a top-rated show could do it. Sud-
denly Gracie’s scatterbrain humor was a hot
radio ticket. They were invited to Rudy Vallee’s
Fleischmann Hour, this time as a team, and in
February 1932 were installed as comics-in-
residence on the Guy Lombardo program for
Robert Burns Cigars, their first regular series.

It seemed the whole world loved Gracie: her
wacky, innocent way with a quip, her ability to
make the most ridiculous comment seem almost
logical. She captured the nation’s affection in
that first season, 1932. By 1933, Burns remem-
bers, she was one of the five most famous
women in America. She set the standard for all
the crazy females, from Jane Ace to Marie Wil-
son, that radio would produce. Her humor wasn’t
strictly malapropian, though at times it was. It
utilized her real persona, not just the fiction that
Burns created. Others could copy the dumb part,
but no one could copy Gracie.

Lombardo took his band to NBC in 1934, and
Burns and Allen were offered the entire half-
hour, at $2,000 a week. They would title it The
Adventures of Gracie, and their theme, Love
Nest, would become one of the strongest iden-
tifying melodies of the air. Their earliest writers
were Harry Conn, Burns’s brother Willy, Carroll
Carroll, and a columnist named John P. Med-
bury, who was paid by Burns to think up and
mail in weekly doses of Gracie-type gags. Car-

roll represented J. Walter Thompson, the agency
handling the show. He remembered Conn as ‘‘a
joker”> who tried to get him fired and soon left
the show himself. An agency in those days had
a lot of power: a big one, like Thompson, pro-
vided the writers, producers, and directors of a
major show like Burns and Allen. Carroll re-
membered those early writing sessions. Burns
would use the gags from Medbury as an impetus
for brainstorming, but again, it was Burns who
made up the final scripts. Burns had ‘‘the ability
to pick out the good line from the babble of a
group of guys pitching gags,”” wrote Carroll.
‘““‘When he heard it, he’d silence everyone and
dictate to his secretary, Helen Schorr, the way it
should be said by Gracie.”” It was during this
time that someone came up with an idea for a
publicity stunt that would truly make Burns and
Allen household names—Gracie’s search for her
“‘lost brother.”’

Whose idea was it? In The Big Broadcast,
Frank Buxton and Bill Owen credit Bob Taplin-
ger, head of publicity at CBS. Carroll thought
the idea originated with Burns. In one of his
books, Burns said it came out of the agency,
whose executives wanted to publicize the show’s
new 9:30 timeslot. All that mattered was this: it
was the most sensational thing of its time. It was
launched Jan. 4, 1933. Gracie mentioned that her
brother was missing, and this became the cen-
terpiece of the broadcast. The following Sunday
she appeared without notice on Eddie Cantor’s
show. She was looking for her brother, she told
Cantor and the nation. She popped up suddenly
on Jack Benny’s program. She appeared on mel-
odramas and soap operas. Even when she did not
appear, the search for Gracie Allen’s brother was
worked into dramatic skits. Burns remembered
that a telephone rang on a tense drama set inside
a submarine. From the surface, someone asked
the captain, ‘‘Is Gracie Allen’s brother down
there with you?”’ Department stores worked the
gag into their newspaper ads, and people every-
where were telling Gracie’s-brother jokes. Ce-
lebrities as diverse as Frank Buck and Grace
Moore joined the hunt.

The stunt crossed networks, a coup of major
proportions, made possible by the fact that the
powerful J. Walter Thompson agency was back-
ing it up. Thompson ‘‘controlled enough shows
on both networks to get it started,”” wrote Car-
roll, and soon the stars of those shows under-



stood that a sudden appearance by Gracie might
boost their audience. ‘‘People began to tune all
over the dial trying to catch Gracie visiting some
show they’d never heard before.”” And when
NBC did try to put a lid on the gag, it backfired
and put the network in a bad light. Gracie was
to appear unannounced on The Fleischmann
Hour. Host Rudy Vallee had been ordered not
to mention the lost brother gag. But Vallee ‘‘ac-
cidentally’’ picked up the wrong script and men-
tioned it anyway, and a skittish NBC engineer
cut the show off the air. The fallout—a contro-
versy in the press over censorship—gave NBC
a black eye and helped keep the lost brother rou-
tine running.

The Adventures of Gracie catapulted into the
top ten. Meanwhile, Gracie’s real brother, a pub-
licity-shy San Francisco accountant named
George Allen, had to go into hiding when re-
porters found him and invaded his life.

Like many vaudeville-based comedy shows,
Burns and Allen had two distinct phases. The
*30s phase was a stage act. Never was it men-
tioned that they were husband and wife: there
were no attempts to develop situations beyond
the joke state. The show was simply a vehicle
for Gracie’s crazy patter, often coming out of the
blue with no point of reference to what went
before. ‘“You know, if Ray Noble got a nice coat
of tan and crossed his legs behind his head, he’d
look like a pretzel,”’ she would say for no par-
ticular reason. She would talk about her budding
career as a surrealistic painter, having just com-
pleted a piece called Love Life of an Hors
d’Oeuvre, painted with her father’s shaving
brush. A guest remarked that she must come to
the Boston Art Institute, where ‘‘they’re hanging
one of my paintings.”” Without missing a beat,
Gracie said, ‘‘Oh, yes, you must come to Alca-
traz, they’re hanging one of my brothers.”’

There was also the inevitable ‘‘flirtation
theme.”’ Gracie was a scatterbrain who liked the
boys. She’d flirt with anyone except George,
who remained strictly her foil. She flirted with
the maestro and especially with such romantic
film stars as Charles Boyer, when they came on
the show. In 1936 she flirted with their singing
star, Tony Martin; in 1938 with announcer Paul
Douglas. In her routines with Burns she would
chatter away at full speed. They would dance
and talk, and often Gracie would sing. Mostly
her songs were typical *30s musical balderdash,
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pieces like When a Prince of a Fella Meets a
Cinderella. These added charm and a period fla-
vor; then it was back to the madcap dialogue.
*‘Did you know Johnny Weismuller was a great
opera singer?—yes, I’ve heard he was a great
diva.”” And George would sigh and say, ‘‘I’ll bet
he goes swimming in Lily Pons.”” And Gracie
would laugh wildly, ending with a flat ‘I don’t
get it.”’

But this vaudeville style was showing its age
as the second generation of radio listeners came
along, and the ratings began to slip. It was time
for another publicity stunt. Roosevelt was run-
ning for a third term; the Republicans were nom-
inating Wendell Willkie for the futile job of
running against him. What about a Gracie-for-
President stunt? She would run as a candidate
from the Surprise Party. Again she turned up un-
announced on rival programs, appearing for a
moment with a lamebrained pitch for votes and
a bit of screwball political philosophy. Her lines
were funny and widely quoted. ‘‘The president
of today is merely the postage stamp of tomor-
row,”’ she would declare. When asked about her
party affiliation, she said, ‘‘Same old party—
George Burns.”’ Her previous political experi-
ence was touted: she had formerly run for gov-
erness in the State of Coma. An article titled
America’s Next President Should Be a Woman
appeared under her byline in Liberty magazine.
A little hardbound book, How to Become Pres-
ident, was published by ‘‘the Gracie Allen Self-
Delusion Institute.”” They went on a barnstorm-
ing campaign by train and scheduled a political
convention in Omaha, Neb. This all helped tem-
porarily: the ratings slip was briefly reversed, but
the campaign lacked the punch of the search for
her brother. In January 1941 their rating had
slipped to 14.8.

Burns finally realized what was happening.
They were still doing a vaudeville routine, and
those days were gone forever. It was time for a
‘‘new’’ Burns and Allen Show, a reorganization
that would present them, for the first time, in
situation comedy as man and wife. Burns an-
nounced this change in 1942: it was that simple
and quick. The show would still turn on Gracie’s
absurdities, but now there would be storylines.
Gracie would still be flirtatious, but within the
bounds of a married woman. The stories turned
on classic comedy ingredients: vanity, jealousy,
misunderstanding. George is mistaken for Gra-
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cie’s father, leading to an ‘*‘Am I getting old?”’
plot. Gracie becomes involved in the Uplift So-
ciety plot to marry off Harry Von Zell. Gracie
decides that George should go back to college.
She decides that George is as good a singer as
Bing Crosby and sets out to prove it. To begin
this new era, they were announced by Bill Good-
win as ‘‘the people who live in the Burns house,
George and Gracie.”” The show was seldom
called The Burns and Allen Show, though that’s
how it was known by fans and within the indus-
try. Like many name comics, Burns and Allen
took their show titles from the sponsor’s product.
They were called Maxwell House Coffee Time in
the '40s; in the 1949 season, The Ammident
Show, for the toothpaste that paid the bills. At
times they were simply announced, without for-
mal title: ‘*Swan Soap presents George Burns
and Gracie Allen. . ..”

The sitcom format paid immediate dividends,
pushing their rating back to 20 points, and there
it remained. Mel Blanc created his happy post-
man on the Burns and Allen show. Elliott Lewis
played a character of similarly conflicting char-
acter traits in the late "40s. He was just a fellow
encountered by Burns from week to week—
sometimes an usher, sometimes a cab driver—
whose routine always began in bliss and ended
in rage. “‘I'm sooo happy!”” Lewis would cry,
telling how delighted he was to have the job
driving a taxi. But before the show was over,
Lewis would work himself into a maniacal fit,
reminding himself of all the silly things wrong
with the job, and he’d end up destroying his tax-
icab.

When radio began to fade in 1950, Burns went
straight into TV with good success for eight
years. Gracie’s retirement in 1958 wrote a finish
to the Burns and Allen saga. Burns continued in
show business, becoming a Las Vegas headliner
and a top nightclub comic. His attempt to con-
tinue on television without Gracie was not suc-
cessful: his George Burns Show folded in a year,
and another try, Wendy and Me, with Connie
Stevens, met a similar fate. Gracie suffered a
heart attack and died Aug. 27, 1964. Burns con-
tinued to work, doing a routine with Carol Chan-
ning that was short-lived. For a time it seemed
that the old sentiment was to be proved true: that
Burns without Gracie was a stale act indeed.
Then he got a role in a movie, intended for his
friend Jack Benny, who became ill and had to
decline it. He won an Academy Award as Best

Supporting actor in The Sunshine Boys, a 1975
release. His performance in the title role of the
1977 film Oh, God put to rest the ‘‘no-talent’
argument. In his 90s Burns still appeared in
shows and TV specials. He published many
books playing on his latter-day celebrity status
and his age, and he also wrote extensively about
his life with Gracie. His Gracie: A Love Story is
just that, a humorous, sad remembrance of days
long past, a testament of love. He died at 100 on
March 9, 1996.

More than 100 Burns and Allen shows cur-
rently exist on tape, and the enjoyment listeners
find there depends in large measure on the their
ability to forget much of what they’ve seen and
heard since those shows were new. There is a
tendency today to dismiss vaudeville comedy as
unsophisticated and even simplistic. Burns him-
self often apologized when he quoted verbatim
from old routines: ‘“This doesn’t sound like
much now’’ was usually the tone. But those fas-
cinated by the history of show business cannot
but be entertained. Gracie’s singing in the shows
of the *30s adds an element totally missing from
the later run. In the sitcom years it all changed:
the lines were perhaps funnier, but the comedy
was somehow more predictable. It always started
from an absurd premise—Gracie chasing off in
all directions—and in this it bore a superficial
resemblance to The Life of Riley and The Adven-
tures of Ozzie and Harriet. But some recently
discovered shows from the late ’40s are still
funny, and one, with Howard Duff in character
as Sam Spade, can only be called delightful.

THE BUSY MR. BINGLE, situation comedy.

BROADCAST HISTORY: March 18-June 10, 1943,
Mutual. 30m, Thursdays at 8:30. CAsT: John
Brown as J. B. Bingle, ‘‘head of the Bingle Pin
Company,”” who ‘‘keeps busy getting the firm into
and out of trouble.”” Jackson Beck as Whizzer, the
firm’s master salesman. There was also a secretary,
Miss Pepper, and an office boy, Tommy, the actors
playing them unknown. CATCHPHRASE: ‘‘Mr.
Bingle, what are you doing?"’ ‘‘Well, I'm not sure,
Miss Pepper, but I'm so busy!”’

BY KATHLEEN NORRIS, serialized dramatic
anthology.

BROADCAST HISTORY: Oct. 9, 1939-Sept. 26,
1941, CBS. 15m continuation, weekdays at 5,
1939-40; at 10 A.M., 1940—41. General Mills for



Wheaties. CAST: Narrator Ethel Everett. Players
included Ed Jerome, Jay Meredith, Arline Black-
burn, House Jameson, Santos Ortega, Chester
Stratton, Lawson Zerbe, James Meighan, Joan
Banks, Betty Garde, Eleanor Audley. AN-
NOUNCER: Dwight Weist. PRODUCER: Phil-
lips H. Lord. DIRECTOR: Jay Hanna.

Kathleen Norris was a prolific author whose
novels formed the basis for these serials. Pro-
ducer Phillips H. Lord borrowed a leaf from his
police drama Gang Busters by having Norris
narrate ‘‘by proxy’’ each weekly story. Ethel Ev-
erett was the proxy stand-in; the stories were
light romantic fare.

BY POPULAR DEMAND, book review.

BROADCAST HISTORY: Jan. 15-April 9, 1938,
CBS. 15m, Saturdays at 9:30. Discussions of cur-
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rent books, with up to three works discussed in
each broadcast. Among them: Kaltenborn Edits the
News, by H. V. Kaltenborn; You Have Seen Their
Faces, by Erskine Caldwell, with photographs by
his future wife, Margaret Bourke-White; and Peril
at End House, by Agatha Christie.

BY POPULAR DEMAND, popular music.

BROADCAST HISTORY: June 27-Nov. 14, 1946,
Mutual. 30m, Thursdays at 9:30. HosT: Bud
Collyer. VOCALISTS: Mary Small, Harry Bab-
bitt. MusicC: Ray Bloch. THEME: The Way You
Look Tonight.

This was a poor man’s hit parade, with ‘‘song
hits from everywhere, selected by the foremost
bandleaders and celebrities from all over the
world.”’



CABIN B-13, mystery anthology.

BROADCAST HISTORY: July 5, 1948-Jan. 2,
1949, CBS. 30m, originally Mondays at 8:30, sum-
mer substitute for Arthur Godfrey’s Talent Scouts;
Tuesdays at 10:30 as of Aug. 31; Sundays at 8:30
as of Oct.; at 10:30 beginning Oct. 31. CAST:
Arnold Moss as Dr. Fabian, a mystery-spinning
ship’s doctor who lived in Cabin B-13 on the
world-cruising luxury liner Maurevania. Alan
Hewitt as Dr. Fabian for three broadcasts begin-
ning Aug. 31; Moss resumed Oct. 3. Music:
Merle Kendrick. CREATOR-WRITER: John
Dickson Carr. DIRECTOR: John Dietz. SOUND
EFFECTS: Jerry McCarty.

Cabin B-13 was developed from the title of
John Dickson Carr’s Suspense play of the same
name, though (as Carr biographer Douglas G.
Greene reveals) the resemblance to the original
story was slight. Dr. Fabian, the hero, told of
mysteries, and occasionally solved them, on a
cruise route from Southampton along the coast
of France and through the Mediterranean to the
Near East. For years Cabin B-13 was a ‘‘fabled
program,”’ Greene notes, its reputation as one of
radio’s best all-time mystery series resting upon
fading memories. Then three taped copies turned
up: the entire run of scripts was retrieved from
the Library of Congress, and a more objective
evaluation was possible.

*“The most obvious impression left after read-
ing the scripts is of Carr’s fertility of invention,””
Greene wrote. One sample script he found *‘un-
convincing,”” the hero resorting to ‘‘foolish-
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ness.”” Interestingly, Greene found that the
broadcast itself overcame these faults. The sto-
ries he described as ‘‘good to superb,”” with
‘‘imaginative treatments of impossible crimes.”’
The series began to stall in November, as Carr
found meeting deadlines ever more difficult.
Several old Suspense scripts were used in the
final six weeks.

CAFE ISTANBUL, foreign intrigue and adven-
ture.

BROADCAST HISTORY: Jan. 6-Dec. 28, 1952,
ABC. 30m, Sundays at 9:15; Thursdays at 8 as of
mid-April; Sundays at 8:30 for Buick beginning
Oct. 12. CAsT: Marlene Dietrich as Mile. Madou,
hostess and singer in a Turkish cabaret. Amnold
Moss as her old friend Col. Maurice Lesko. Ken
Lynch as Christopher Gard, the ‘‘roving American
who comes and goes in her life’’; later as Steve
Lacey, another American who really owned the
Cafe Istanbul. PRODUCER: Leonard Blair.
SOUND EFFECTS: Keene Crockett.

Cafe Istanbul was another of the adventure
shows peopled by high-profile Hollywood film
stars that dotted the network schedules in the me-
dium’s last decade. Dietrich offered ‘‘the same
romantic Weltschmertz role’’ she had been play-
ing since her first notable film, The Blue Angel,
in 1930 (Time). *‘She talks a lot to an endless
stream of appealing, adventurous men,’’ said Ra-
dio Life, and sang at least one ‘‘foreign-flavored
ballad’’ a week: such old favorites as Je Vous
Aime Beaucoup and La Vie en Rose, sometimes



in French, sometimes German, sometimes En-
glish.

The cafe was at a crossroads of intrigue. Col.
Maurice Lesko was the *‘prefect of the local po-
lice,”” often known as the commissioner. As Mlle.
Madou, Dietrich was usually drawn into a police
case after initially refusing to be involved. Chris-
topher Gard infused the show with the love interest
*‘that one would expect in a Marlene Dietrich ve-
hicle’” (Radio Life), but this character ultimately
gave way to Steve Lacey, who, though fascinated
by Madou, ‘‘wouldn’t hesitate to sacrifice her to a
jail sentence if she got in the way of his operations.
Their ambivalent affection finds them madly in
love one moment, and fighting the next.”’

In 1953 Dietrich took the show to CBS,
changed the setting, and emerged with a sound-
alike series called Time for Love.

CALIFORNIA CARAVAN, West Coast doc-
umentary-drama.

BROADCAST HISTORY: 1947-52, Mutual-Don
Lee. Premicred on the Don Lee Network June 19,
1947, a 15m series for the California Medical As-
sociation; 30m as of 1948; heard regionally, often
Sunday afternoons. CAsT: Virginia Gregg, con-
tinuing leading lady in the early run. Bob Purcell,
narrator. Irene Winston, Ken Christy, Irene Ted-
row, John Dehner, Harry Bartell, Herb Vigran,
Paul Frees, Johnny McGovern. ANNOUNCER:
Bruce Buell PRODUCER-DIRECTOR: Lou
Holzer. DIRECTOR: Larry Hays. WRITERS:
Beth Barnes, Karl Schlichter, Lee Roddy, Richard
Hill Wilkerson.

California Caravan was one of the first shows
to be sponsored by physicians. Doctors had al-
ways been barred from commercial advertising
for ethical reasons, but through their medical as-
sociation they could advertise as a group. Little-
known historical dramas provided the prestige
the group sought. Early shows told the stories of
poet Edwin Markham, of camels brought into the
California desert, of the rainmaker who caused a
flood, and of the West’s ‘‘roughest-toughest’’
stagecoach driver, Charlie Parkhurst, ‘‘who only
upon his death was discovered to be a woman.”’

CALL FOR MUSIC, popular music and song.

BROADCAST HISTORY: Feb. 13-April 16, 1948,
CBS. 30m, Fridays at 10. Philip Morris.
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April 20-June 29, 1948, NBC. 30m, Tuesdays
at 8. Philip Morris.

CAsT: Dinah Shore, ‘‘mistress of ceremonies,’’ with
singer Johnny Mercer, maestro Harry James, and
the Harry Zimmerman Chorus. ANNOUNCER:
Jack Rourke. DIRECTOR: Jack Runyon. WRiT-
ERS: Jerry Lawrence and Bob Lee.

CALL THE POLICE, crime drama.

BROADCAST HISTORY: 194749, three summer
series as replacements for The Amos ’'n’ Andy
Show: June 3-Sept. 23, 1947, NBC. 30m, Tues-
days at 9; June 1-Sept. 28, 1948, NBC, Tuesdays
at 9:30 (heard in the Fibber McGee and Molly
timeslot while replacing Amos ’'n’ Andy, and the
McGee replacement—Fred Waring—moved else-
where); June 5-Sept. 25, 1949, CBS, Sundays at
7:30. Sponsored in all three runs by Lever Brothers
for Rinso and Lifebuoy Soap (whose commercials
telling listeners how to fight BEEE-OOHHH were
remembered for years). CAST: Joseph Julian as
police commissioner Bill Grant of the city of Ash-
land, 1947. George Petrie as Bill Grant, 1948—49.
Joan Tompkins as his girlfriend, criminal psychol-
ogist Libby Tyler, 1947. Amzie Strickland as
Libby, 1948-49. Robert Dryden as Sergeant Mag-
gio, Bill Grant’s ‘‘occasionally bumbling but
always caustically dry-humored assistant.”” AN-
NOUNCERS: Jay Simms, 1947; Hugh James,
194849. Music: Ben Ludlow. DIRECTOR:
John Cole. WRITER: Peter Barry.

Bill Grant, the hero of Call the Police, was a
recently returned war veteran and the son of a
police sergeant killed in the line of duty. A re-
cent graduate of the FBI academy, he returned
home to find his town in the grip of racketeers.
Taking over from an aging police commissioner,
Grant began his war against the underworld.
Many shows ended with a ‘‘Lever Brothers
Award of Valor’’ and a $100 check going to a
real cop who had acted with courage, with a
“‘Plaque of Honor’’ going to his department.

CALLING ALL CARS, police drama.

BROADCAST HISTORY: Nov. 29, 1933-Sept. 8,
1939, CBS West Coast. 30m. Rio Grande Oil Com-
pany. WRITER-DIRECTOR: William N. Robson.

Calling All Cars was one of the earliest police
shows on the air. It dramatized true crime stories
introduced by officers of the Los Angeles and
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other police departments. The show was a crude
forerunner of a type that reached its zenith years
later on Dragnet: the tedious routine of tracking
killers and robbers, often with a postshow recap
telling how justice was meted out. None of the
cast was credited. The one continuing character
was the police dispatcher, Sergeant Jesse Rosen-
quist of the Los Angeles Police Department,
whose voice and name were considered so un-
usual that he was used for the entire run. The
show ran only in areas where Rio Grande
‘‘cracked’’ gasoline was sold. The sponsor pro-
moted its ‘‘close ties’’ with police departments
in Arizona and Southern California, urging lis-
teners to buy its product for ‘‘police car perfor-
mance’’ in their own cars.

CALLING ALL DETECTIVES, combination
mystery-quiz show.

BROADCAST HISTORY: April 7-Aug. 25, 1945,
Mutual. 30m, Saturdays at 9:30. HosT: Vincent
Pelletier as ‘‘Robin,’’ who gave the clues.

Ca. 1947-50, 15m, syndicated from regional
Mutual broadcasts. CAsT: Paul Barnes, ‘‘man of
a thousand voices,”” as Detective Jerry Browning.

The 1945 edition of Calling All Detectives had
an unusual gimmick. Though it aired on a net-
work, local affiliates were made part of the ac-
tion. Listeners were selected from cards sent in;
then, when the mystery reached its climax, local
announcers called their listeners and offered
prizes to those who could guess the mystery. At
the end of the local segment, the network was
rejoined and the story concluded.

In the quarter-hour shows, Paul Barnes played
all the voices, working only with a sound effects
technician. A melodrama of eight or nine minutes
was enacted; Barnes as Detective Browning
would then call a number at random from the
phone book and quiz a listener on aspects of the
show. The live series was sponsored by the Sealy
Mattress Company (‘‘sleeping on a Sealy is like
sleeping on a cloud’’). It was transcribed in prog-
ress, and the recordings, without the commercials
and telephone calls, were later syndicated.

CALLING AMERICA, wartime variety.

BROADCAST HISTORY: June 13-Oct. 3, 1943,
CBS. 30m, Sundays at 8. House of Squibb.
CAsT: Newsman Bob Trout, host. Baritone Wal-

ter Cassel of the Metropolitan Opera. Victor Bay
with a 30-piece orchestra and an 11-voice chorus.
PRODUCER-DIRECTOR:  Eleanor  Larsen.
WRITER: Jack Lewi.

Bob Trout, just returned from England, told
human interest stories of fighting men overseas,
making ‘‘Joe Smith, American’’ the ‘‘real star of
the program.”” The show was billed as a *‘per-
sonal letter’’ to the home front about its ‘‘boys
and girls in the service.”

THE CAMEL CARAVAN, comedy-variety in
many formats and timeslots, with many diverse
acts. A much-traveled title for the sponsor,
Camel Cigarettes.

BROADCAST HISTORY: Dec. 7, 1933-June 25,
1936, CBS. 30m, Tuesdays and Thursdays at 10,
1933-34; at 9, 1934-36. Originally a musical fo-
rum for Glen Gray and the Casa Loma Orchestra.
Deane Janis, vocalist. Walter O’Keefe added for
comedy, 1934-36. F. Chase Taylor and Budd Hu-
lick as Col. Stoopnagle and Budd, 1934.

June 30, 1936-June 20, 1939, CBS. 30m, Tues-
days. Benny Goodman's Swing School. Popular
music with vocalists Martha Tilton and Johnny
Mercer. Linked with the comedy show Jack
Oakie's College Dec. 29, 1936-March 22, 1938,
with Camel sponsoring both on Tuesdays at 9:30
and billing the entire hour The Camel Caravan.
Another Goodman Caravan on NBC, Saturdays at
10, July 8-Dec. 30, 1939.

March 28, 1938-June 26, 1939, CBS. 30m,
Mondays at 7:30. See THE EDDIE CANTOR SHOW.

June 27, 1939-Jan. 2, 1941, NBC. 30m, Tues-
days at 9:30, then Saturdays at 10. Bob Crosby
continuing in Goodman'’s slot as Camel bandmas-
ter. Thursdays at 7:30 as of September 1940. Bert
Parks, emcee, 1939-40.

Jan. 9, 1941-Jan. 1, 1942, NBC. 30m, Thurs-
days at 7:30. Xavier Cugat Orchestra.

July 10, 1942-March 19, 1943, CBS. 60m, Fri-
days at 10. Herb Shriner with a Hoosier-soaked
brand of comedy; vocalists Connie Haines, Lanny
Ross; announcer Ken Niles; Xavier Cugat, later
Freddie Rich, orchestra leaders.

March 25-Oct. 28, 1943, NBC. 30m, Thursdays
at 10. A hastily assembled pairing of Jimmy Du-
rante and Garry Moore to finish out the season for
The Abbortt and Costello Show when comic Lou
Costello fell ill.

March 26-July 2, 1943, CBS. 45m, Fridays at



10. The Camel Comedy Caravan. Jack Carson,
host; Ken Niles, announcer. Elvia Allman as Mrs.
Ken Niles. Mel Blanc in many roles from Irish
cops to Pancho the Mexican to the English butler,
Jerkins.

Oct. 8, 1943-March 30, 1945, CBS. 30m, Fri-
days at 10. The Camel Comedy Caravan, with
Jimmy Durante and Garry Moore.

1945, CBS. 30m Mondays at 7:30. The Bob
Hawk Show; subtitled The Camel Caravan for part
of one season only.

July 4, 1946-April 5, 1954, CBS. 30m, Thurs-
days, later Saturdays, later Mondays. Various
timeslots. The Vaughn Monroe Show, sometimes
billed as The Camel Caravan.

THE CAMEL QUARTER-HOUR, early net-
work dance show.

BROADCAST HISTORY: June 1, 1931-May 28,
1932, CBS. 15m, six a week at 7:45. Camel Cig-
arettes. CAST: Morton Downey, tenor, with an-
nouncer Tony Wons. ORCHESTRA: Jacques
Renard. PRODUCER: Erik Bammouw. DIREC-
TOR: Charles Gannon.

The Camel Quarter-Hour was the first short
broadcast to lure a major national sponsor from
the hour-long variety shows. The producers were
praised by the Forum for their ‘‘elaborate sig-
natures’’ and ‘‘sugar-coating sales messages.’’
The critic was less than thrilled with Tony Wons,
radio’s first shirttail philosopher. ‘‘Approxi-
mately one minute [and] 45 seconds of advertis-
ing, two minutes of rubbish by Wons, and the
remaining time divided between Downey and the

orchestra’® was the verdict. Because of the suc-

cess of this show, similar programs came along
the same year, and the venerable Lucky Strike
Dance Orchestra underwent radical surgery.
These four—Camel, Lucky Strike, and the Ches-
terfield and Prince Albert Quarter-Hours—were
dubbed ‘‘Lady Nicotine’s Children’’ in the
press. Their success was impressive but brief.

CAMPANA SERENADE, popular music.

BROADCAST HISTORY: Oct. 10, 1942~April 10,
1943, NBC. 15m, Saturdays at 10:15. CAsT: Dick
Powell, the Music Maids and Matty Malneck’s or-
chestra.

Sept. 4, 1943-Feb. 26, 1944, CBS. 30m, Sat-
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urdays at 1. CAsT: Powell, Martha Tilton and the
Lud Gluskin Orchestra.

THE CAMPBELL PLAYHOUSE, dramatic
anthology.

BROADCAST HISTORY: Dec. 9, 1938-March 31,
1940, CBS. 60m, Fridays at 9, 1938-39; Sundays
at 8, 193940. An extension of Orson Welles's
Mercury Theater on the Air after Campbell Soups
joined as sponsor. CAST: Orson Welles and the
Mercury Players: Ray Collins, Agnes Moorehead,
George Coulouris, Frank Readick, Georgia
Backus, Bea Benaderet, Everett Sloane, Edgar Bar-
rier, etc. ANNOUNCERS: Niles Welch, Ernest
Chappell. Music: Bernard Herrmann. PRro-
DUCER: John Houseman. DIRECTOR: Orson
Welles. WRITER: Howard Koch. SOUND EF-
FECTS: Bill Brown, John Cuomo, Harry Essman.
THEME: Piano Concerto no. 1 in B-Flat Minor,
by Tchaikovsky.

Nov. 29, 1940-June 13, 1941, CBS. 30m,
Fridays at 9:30. Campbell Soups. CAST: major
stage and film stars (Humphrey Bogart, Fredric
March, Mary Astor, Jeanette MacDonald, etc.) in
adaptations. ANNOUNCER: Del Sharbutt. OR-
CHESTRA: Lyn Murray. PRODUCER: John
Houseman. DIRECTOR: George Zachary.
WRITER: Wyllis Cooper.

After Orson Welles terrified the nation with
his Halloween 1938 War of the Worlds broad-
cast, his name became a household word. The
immediate result was sponsorship for his theat-
rical air company, The Mercury Theater on the
Air. Campbell Soups had been sponsoring the
once-famed but fading variety hour Hollywood
Hotel, which closed its doors in December 1938.
The soup company immediately picked up
Welles and his players, and the first Campbell
Playhouse under that title was Daphne du Mau-
rier's Rebecca, introduced by newsman Edwin
C. Hill. The intro made full use of the Halloween
notoriety from which Welles had been only too
anxious to distance himself a month earlier. The
goals of the new Playhouse were then stated by
Welles: to do ‘‘all kinds of stories, mostly mod-
ern, and all of them chosen for their suitability
to this medium.”’

The fare would include such chestnuts as The
Count of Monte Cristo, The Magnificent Amber-
sons, and A Farewell to Arms. State Fair pre-
sented Freeman Gosden and Charles Correll in
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character as Amos and Andy, and June Moon
starred Jack Benny. Lionel Barrymore continued
his annual performance of A Christmas Carol for
Campbell. The immediate effect of sponsorship
was a real operating budget, providing top film
stars to play opposite Welles but relegating his
talented aggregation to supporting roles.

The 194041 series, without Welles, was a
different show, though his former partner John
Houseman continued in the producer’s role. The
productions were of such seldom-heard radio
fare as The Go-Getter (with Helen Twelvetrees,
Randolph Scott, and Frank Morgan) and The
Nervous Wreck (with Eddie Cantor). Fred Allen
was starred in Norman Corwin’s My Client Cur-
ley, and again Barrymore provided Yuletide tra-
dition in A Christmas Carol.

CAN YOU TOP THIS?, joke-swapping panel
show.

BROADCAST HISTORY:
Dec. 9, 1940-Sept. 19, 1945, WOR, New York.
30m, Mondays at 9:30 until mid-May 1941, then
Tuesdays at 8 through Jan. 1943, then Wednesdays
at 7:30, 194345, then Wednesdays at 8. Kirk-
man’s Soap.

Oct. 3, 1942-Sept. 25, 1948, NBC (overlap with
New York broadcast). 30m, Saturdays at 9:30,
1942-47; Fridays at 8:30, 1947-48; Saturdays at
9:30, July-Sept. 1948. Colgate.

Sept. 29, 1948-May 24, 1950, Mutual. 30m,
Wednesdays at 8.

Sept. 23, 1950-June 26, 1951, ABC. 30m, Sat-
urdays at 9:30 through Nov.; returned Jan. 2 Tues-
days at 8 for Mars Candy.

Oct. 5, 1953-March 26,
weeknights at 10:15.

April 2-July 9, 1954, NBC. 25m, Fridays at 9:35.

CasT: Panelists “‘Senator’’ Ed Ford, Harry Hersh-
field, and Joe Laurie Jr.; Peter Donald, joke-teller
for the audience. HosT: Ward Wilson. AN-
NOUNCER: Charles Stark.

1954, NBC. 15m,

The premise of Can You Top This? was sim-
ple. The listening audience sent in jokes, which
were read to a panel of well-known punsters,
each of whom in his turn tried to top it. That’s
all there was to it, except that the man who read
the jokes (Peter Donald) and the trio on the panel
were all showmen. At least two of them (Donald
and Harry Hershfield) were considered masters

of dialect, and all three members of the panel
were veterans of vaudeville.

The show grew out of joke-swapping sessions
at New York’s Lamb’s Club. Ed Ford thought
that a jokefest might make a good radio show.
He became the driving force, producer, and
owner of the series.

The panel became known as the Knights of
the Clown Table. They used no notes or scripts
on the air, relying on their vast combined knowl-
edge of punchline humor. It was estimated that,
among them, they knew 15,000 gags, many of
which could be modified to fit multiple situa-
tions. The rules required jokes by the panel to
follow the same general topic introduced by the
listener’s joke. But Ford, Hershfield, and Laurie
were masters at switching elements. A Scotsman
became an Irishman, a Chinese was a cowboy:
the same joke worked with different window
dressing, the only limitation being the quickness
of the teller in a live format.

Ford was known as ‘‘Senator,”’ a title given
him at a Republicans Club dinner in the teens.
He was the toughest of the three to make laugh,
described by Tune In as ‘‘dour and sullen off-
stage as well as on.”” Hershfield was a noted car-
toonist and after-dinner speaker who gave an
estimated 200 talks a year. Laurie had worked
as a stickman in a gambling hall, as an exercise
rider for a racing stable, and at ‘‘about 80 jobs’’
before gravitating into vaudeville and then radio.
And Peter Donald was a radio man of long ex-
perience, notably the excitable Ajax Cassidy of
The Fred Allen Show.

The opening signature seldom varied. An-
nounccr Charles Stark introduced the panel:
‘“‘Senator Ford...”” ‘‘Good evening.”’ ‘‘Harry
Hershfield . . .”” ““Howdy.”” ‘‘Joe Laurie Jr....”
‘“Hel-lo.”” Then he introduced Wilson, who ex-
plained the rules. Any listener could send in a
joke. If the joke was selected for the air, the lis-
tener got $5 ($10 in later shows). If none of the
wits topped the joke, the listener got $2 for each
miss. A Colgate ‘‘laugh meter’’ was set up on-
stage in view of the studio audience. The meter
was in the shape of a laughing face, with a gauge
in its mouth that registered the decibel level,
from O to 1,000, from the audience microphone.
A reading of 600 on a contestant joke was con-
sidered good, but toppers were often in the 800s,
and many hit the 1,000-mark. All contestants re-

’



ceived recordings of Peter Donald telling their
jokes on the air.

Few jokes were original. Ford once said that
in all his years on the show, there had never been
a joke submitted that he hadn’t heard before. In
the beginning, taboos were religion, politics, and
arson. Nationalities were considered fair game,
and Donald could ‘‘do’’ the gamut, Jewish to
Irish to Italian. The show could expect protests
from a group thus lampooned, though Time
noted that ‘‘Scotsmen never protest.”’ Ford’s
jokes often featured recurring characters—Ditsy
Baumwortle, Elmer Smudgegunk, Mr. Snapgir-
dle, Mrs. Fafoofnick, Dopey Dillock, or Ockie
Bopp. Joke-screener Betty North looked through
as many as 3,000 submissions a week. To the
list of taboos North added a few of her own. She
would not send over anything on death, race, de-
formities, or stuttering. She looked for ‘‘fast
jokes, talking stories that don’t require anything
visual to put them across.”” The age of a joke
was no factor. An audience would laugh as
freely at something from antiquity as from that
morning’s newspaper.

THE CANDID MICROPHONE, human inter-
est, forerunner to Candid Camera.

BROADCAST HISTORY: June 28, 1947-Sept. 23,
1948, ABC. 30m, Saturday at 7:30, opening show;
Sundays at 7 until late Sept. 1947; Mondays at 9,
Sept.—Oct.; Thursdays at 8 until May 1948; then
Thursdays at 9:30.

June 6-Aug. 29, 1950, CBS. 30m, Tuesdays at
9:30. Philip Morris.
HosT: Allen Funt.

The Candid Microphone was the result of Al-
len Funt’s experience as a radio writer and
‘‘gimmick man.”’ He had written for Eleanor
Roosevelt on her Sweetheart Soap chat show of
1940-41. He had worked for agencies and de-
veloped stunt ideas for Truth or Consequences.
He left the agencies with 14 ideas and $300, he
said; soon he had $14 and 300 ideas. But he had
developed one idea into a gimmick show called
Funny Money Man. It was *‘the stupidest show
in radio,’’ said Funt, but at its peak it was bring-
ing him $1,200 a week. The idea was loosely
rooted in the scavenger hunt: Funt wrote scripts,
which were sold to individual stations, where lo-
cal personalities would handle the emcee work.
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While stationed in Oklahoma with the Army,
he came up with the idea that would make his
fortune. He was reading the gripe column in the
GI newspaper Yank. It might be interesting, he
thought, to record something along this line for
broadcast. The problem was that ‘‘ordinary peo-
ple” often became rigid and tense before a mi-
crophone. But what if he could record them on
the sly: hide the microphone and let them know
they had been duped only after the interview was
preserved on the wire machine?

After his discharge, he rented an office and
opened for business. There were no portable re-
corders then: the smallest was a bulky wire re-
corder whose two parts weighed more than 100
pounds. He would have to lure people to his of-
fice and record them there. He had located on
the 15th floor of a building across from Grand
Central Station, well outside the radio district so
his victims would have no reason to suspect him
of stunt-show shenanigans. He had the office
wired for sound and filled an adjacent room with
sensitive recording equipment.

One of his first subjects was the man who
came to paint the sign on his door. His name
was Lester Cannon. Funt told Cannon that was
the name he wanted on his door, Lester Cannon.
The sign man balked, and Funt learned some-
thing that he would refine and use for years. If
he simply eavesdropped, he’d fill up his spools
with a lot of dull talk, but if he asked a conven-
tional man to do something unconventional, any-
thing could happen. Cannon, for example, would
only paint his name on Funt’s door after Funt
agreed to change it to Kannon. Lester Kannon
became Funt’s working alias in the early days of
The Candid Microphone.

Funt called a locksmith, who arrived to find
the secretary chained to her desk. Funt explained
that he had lost the key and it was time to unlock
the woman so she could go to lunch. The lock-
smith was indignant; Funt was bellicose. He ex-
plained that the secretary was a clock-watcher
who never got anything done unless she was
shackled. ‘“You better not get caught doing
this,”’ the locksmith said. Funt snapped, ‘‘That’s
my business.”” He would soon be known as the
nerviest man in radio: he’d ask anybody to do
anything, in a deadpan way that made the vic-
tims believe he was absolutely serious. *‘His vic-
tims have never met such a stupid, exasperating
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young man,”’ wrote reporter Jerome Beatty in an
early profile. But ‘‘no one has ever taken a punch
at him—thus far, at least.”

In other stories he was described as ‘‘a great
actor’’ whose *‘Joe Blow personality”” could sell
almost any ridiculous premise. ‘‘He can make
believe that he’s a bootblack one day or a dentist
the next,”” wrote Radio Life. ‘*He’s posed as a
genius, a dolt, even a madman, and gotten away
with it.”’

Soon a truly portable recorder came on the
market. It weighed 27 pounds and could be dis-
guised as a travel bag. Its microphone could be
passed off as a hearing aid or hidden in a phony
arm cast. Funt took it into a candy store and
asked the saleswoman to ‘‘squish’’ the choco-
lates so he could tell the soft ones from the nuts.
He posed as a shoe salesman and ‘‘lost’’ one of
the shoes a customer had worn in. He stationed
an engineer behind a tree to record his attempts
to pick up girls on a park bench. The show was
hard work. Sometimes Funt and his assistants
worked all night setting up their equipment, then
waited all day for just the right victim. He went
into many candy stores before finding the clerk
who would backtalk him. In the park, he was
brushed off by a succession of potential pickups
before a witty young woman arrived who was
perfect (she turned out to be married and was
stringing him along). Imagination and cheek
were the key ingredients, with a vast reservoir of
patience.

For every show using half a dozen bits, at least
60 were recorded and thrown away. The editing
process was painfully tedious, as many as 100
splices made in a piece of wire that yielded a
three-minute stunt. Occasionally he snipped for
‘‘decency,’’ inserting a soft female voice cooing
*‘censored-censored-censored’’ in that spot.

The victims usually turned out to be good
sports. Seldom was Funt denied permission to air
his pranks. ‘“You’re on Candid Microphone,”’ he
would say, and most people succumbed to Funt’s
offer of $15, anonymity, and the thrill of being
on the air. But the show had problems: it was
simply too real, and people refused to believe it.
Wrote Jerome Beatty: ‘‘Candid Microphone is
in the same fix that caused Information, Please
and The Quiz Kids to fail, at the beginning, to
attract all the listeners they deserve.”’ People just
wouldn’t believe the wits were that witty, the
kids that smart, or the stunts on The Candid Mi-

crophone unstaged. The Quiz Kids and Infor-
mation, Please survived to become important
pieces of radio heritage, but it would take a cam-
era to bring out the best in Funt’s act. It was first
seen on ABC-TV Aug. 10, 1948, still titled Can-
did Microphone. As Candid Camera, it achieved
TV fame, seen on various networks for more
than 20 years.

CANDY MATSON, detective drama with a fe-
male protagonist.

BROADCAST HISTORY: June 29, 1949-May 20,
1951, NBC West Coast. 30m. CAST: Natalie
Masters as Candy Matson, a chic, tough, and beau-
tiful San Francisco private detective. Henry Leff
as police detective Ray Mallard. Jack Thomas as
Candy's friend Rembrandt Watson. AN-
NOUNCER: Dudley Manlove. Music: Eloise
Rowan on organ. WRITER-PRODUCER-
DIRECTOR: Monte Masters. THEME: Candy.

Candy Matson was aptly described in an early
opening signature. ‘‘Figure?...she takes up
where Miss America leaves off. Clothes? . . . she
makes a peasant dress look like opening night at
the opera. Hair? . . . blond, of course, and eyes—
just the right shade of blue to match the hair.”
She began each episode on the telephone (her
number YUkon 28209), in her penthouse on
Telegraph Hill in San Francisco.

Candy had an intriguing, brassy voice that
conveyed good humor and a hard edge. Her
friend Rembrandt Watson, described by Radio
Life as ‘‘a Clifton Webbish sort of character,”
was slightly effeminate, of little use in a fight,
good for record checking and legwork, and in-
serted for comic relief. The male influence was
Detective Ray Mallard, who popped the question
in the last episode and announced with great au-
thority that it was her final case.

CAPTAIN FLAGG AND SERGEANT
QUIRT, situation comedy.

BROADCAST HISTORY: Sept. 28, 1941-Jan. 25,
1942, Blue Network. 30m, Sundays at 7:30. Men-
nen Toiletries.

Feb. 13-April 3, 1942, NBC. 30m, Fridays at
10. Brown & Williamson Tobacco.

CAST: Victor McLaglen and Edmund Lowe as Capt.
Flagg and Sgt. Quirt, a pair of Marines with a tal-
ent for bragging and an eye for an ankle. William



Gargan as Sgt. Quirt as of early 1942. Fred Shields
as Sgt. Bliss. PRODUCER: Mel Williamson.
WRITER: John P. Medbury.

Captain Flagg and Sergeant Quirt was based
on the play What Price Glory? by Maxwell An-
derson and Laurence Stallings. Flagg and Quirt,
pugnacious leathernecks, were usually embroiled
in a squabble over some ‘‘dish,”” also known as
‘‘a real eyeful.”” Writer Medbury researched Ma-
rine lingo at the San Diego Marine base, but the
show’s most memorable lines (Quirt’'s ‘‘Sez
who?”’ and Flagg’s slower, denser, equally com-
bative ‘‘Sez me!’’) were already well known. It
was the show’s pugnacity that ran it aground.
The Marines objected loudly to the notion of a
captain ‘‘being chewed out by a sergeant,”’ and
the show was hastily reorganized. Quirt was
dropped as a character, replaced by Sgt. Bliss. It
didn’t matter: the series folded six weeks later.

CAPTAIN MIDNIGHT, juvenile aviation ad-
venture serial.

BROADCAST HISTORY: Oct. 17, 1939-March 27,
1940, transcribed at WGN, Chicago, for the Skelly
Oil Company and aired in markets where Skelly
products were sold, notably on stations in the Mid-
west and Southwest.

Sept. 30, 1940-July 3, 1942, Mutual. 15m con-
tinuation, weekdays at 5:45. Ovaltine.

Sept. 28, 1942-June 22, 1945, Blue Network.
15m, weekdays at 5:45. Ovaltine.

Sept. 24, 1945-June 17, 1949, Mutual. 15m,
weekdays at 5:30. Ovaltine.

Sept. 20-Dec. 15, 1949, Mutual. 30m, Tuesdays
and Thursdays at 5:30.

CasT: Bill Bouchey as Captain Midnight (193940
Skelly transcriptions), ace aviator and commander
of the Secret Squadron, with Shirley Bell as Patsy
Donovan. Ed Prentiss as Captain Midnight on the
network. Paul Barnes also heard as Captain Mid-
night. Billy Rose, Jack Bivens, and Johnny Coons
heard variously as Chuck Ramsey, Captain Mid-
night’s young sidekick. Angeline Orr and Marilou
Neumayer as Joyce Ryan, the young female
Squadron member. Art Hern and Sherman Marks
as Ichabod ‘‘Ichy’* Mudd, the mechanic who often
flew into adventure with the Secret Squadron.
Boris Aplon as Ivan Shark, the master criminal and
longtime villain. Rene Rodier and Sharon Grainger
as Fury Shark, the criminal’s daughter. Olan Soulé
as Kelly, Captain Midnight’s second-in-command
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in the Secret Squadron. ANNOUNCERS: Don
Gordon (193940 Skelly transcription), Pierre An-
dre (network). CREATORS-WRITERS: Robert
Burtt, Wilfred ‘‘Bill”” Moore. PRODUCER-
DIRECTORS: Alan Wallace, Russell Young,
Kirby Hawkes. SOUND EFFECTS: Harry Bu-
beck, Michael Eisenmenger, Bob Graham.

Captain Midnight grew out of the flying craze
of the 1930s, which had been generated partly
by The Air Adventures of Jimmie Allen. The Al-
len serial had been running regionally for Skelly
Oil since 1933, and in 1938, when Skelly de-
cided to create a new flying hero, writers Burtt
and Moore were engaged from Jimmie Allen to
develop and write it. Both had been flying aces
in World War I, and Captain Midnight, their new
hero, would come of similar stuff.

By 1939 Captain Midnight was on many of
the same stations that had carried Jimmie Allen
five years before. Moving to Mutual in 1940, the
serial was Ovaltine’s replacement for Little Or-
phan Annie, which had been canceled after a ten-
year run.

Captain Midnight was a man of mystery as the
serial premiered on Mutual, a hero whose job
was so important that not even his superiors
knew his identity. Listeners to the Skelly shows
knew: he was Capt. Red Albright, flying ace of
the Great War, who was given the name Captain
Midnight after returning at that fateful hour from
a perilous mission. Captain Midnight was en-
gaged to stop the sinister activities of Ivan Shark,
master criminal who sought to control the world.
Shark was an old enemy, having encountered
Albright in the First War. In his Skelly days,
Albright was aided by a youthful pair of adven-
turers, Chuck Ramsey and Patsy Donovan. Their
struggles with Shark took them, in two long ad-
ventures that exist in a 92-chapter tape run, to
Mexico and the far Northwest. The early show
has many of the Skelly trademarks that worked
so well on Jimmie Allen: listener identification
through youthful heroes, numerous premium
giveaways, and membership in a club, the Cap-
tain Midnight *‘Flight Patrol.”

By 1940 more than a million kids had joined.
They received an *‘official junior pilot’s appli-
cation card’’ and a ‘‘burnished bronze medal of
membership.’” On the medal were the faces of
Midnight, Chuck, and Patsy, along with ‘‘the
mysterious secret password that only Flight Pa-
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trol members themselves can tell the meaning
of.”” On the verso was a replica of a three-blade
airplane propeller that would “‘spin like a top.”’
There was a ‘‘Mystic Midnight Clock,”” which
revealed a message by the hands of the clock
when the blades stopped spinning. ‘‘It helps de-
cide things like who goes to the store for mother
or who’s captain of the team,”’ said Skelly man
Don Gordon. ‘‘But most of all, this medal proves
you’re a member of the new 1940 Flight Patrol.”’
Only members could take part in the new ad-
venture ahead: only they would know the codes
that would be worked into the storyline. This
was one in a long line of decoders, leading se-
rials historian Raymond William Stedman to de-
scribe Captain Midnight as ‘‘probably the
biggest cryptographer in radio.”’

When the show moved to Mutual, a reorgan-
ization and recap was in order. Much of the in-
formality of the regional series disappeared
(Chuck had actually referred to Captain Mid-
night as ‘‘Red’’ in the old days) and the story,
in effect, started anew. The opening chapter told
something of Midnight’s past—not much, just
that he had been a captain of Allied armies in
the First War and had taken on a mission ‘‘to
save France.”” The odds against him were a hun-
dred to one, but he came roaring back at mid-
night. For 20 years strange stories were
whispered about ‘‘a shadowy plane and a mys-
terious pilot who, whenever trouble started in
any part of the world, was certain to come diving
furiously from the night sky.”” Ivan Shark was
reprised, and Midnight had to face new dangers
from Shark’s daughter Fury and from a sinister
Asian known as ‘‘the Barracuda.”” The Flight
Patrol had given way to the Secret Squadron, in
which Captain Midnight was code-named SS-1.
Kelly, his second-in-command, was SS-I11.
Chuck Ramsey was SS-2; Joyce Ryan (the
Squadron’s new girl, replacing Patsy Donovan)
was S$S-3; Mechanic Ichabod Mudd was SS-4.

As the United States went into World War II,
Captain Midnight and his crew did battle with
the enemy. The villains were now Nazis and
‘‘Japs,”’ at home and abroad. Homefront shows
depicting the fight against saboteurs were filled
with dark menace and creepy imagery: sinister
figures watched from dirt roads as Squadron
planes took off on a mission to England. The
show was filled with elaborate battle action and
credible sound effects: machine-gun fights in

Yugoslavia, with Midnight manning the gun
while Chuck and Joyce fed the bullet-belts. The
Squadron was sent to destroy an aircraft instru-
ment factory, to wreck a Nazi submarine base,
to counter the ‘‘death from the sky.”” The stories
now had titles: Assignment Under the Sea, The
Silver Dagger Strikes, and others of implied
peril. It sounded much like the action-filled Terry
and the Pirates and also bore traces of Jack
Armstrong. Like Armstrong, the action had a
strong adult leader, a teenaged protagonist, and
a token girl. The dialogue followed Armstrong
down the ‘‘gosh all fishhooks*’ path. “‘Golly, it’s
gettin’ to be a general battle!’’ Joyce would cry
in a masterpiece of understatement. ‘‘Boy-o-boy,
isn’t that swell,”” she would croon, watching the
Nazi rout. ‘‘Loopin’ loops’’ might be Chuck’s
contribution to the verbal antics, while Mid-
night’s ejaculations generally ran to ‘‘Great
scott!’” But Midnight always provided the ethical
overview for his protégés. ‘‘War is terrible,
Joyce, but if those rats win, then freedom loses.’”
Of necessity, the dialogue was descriptive.
‘““We’re moving out of the hangers,”” Joyce
would tell no one in particular. ‘‘Oh, look, the
planes are in the air!’’ Then, at the end of the
day’s events, announcer Pierre Andre would re-
turn for his breathless teaser. ‘‘Saaay, what do
you suppose is going to happen?’’ he would say
in a hushed voice. Then a word about Ovaltine
...a long word indeed. The Ovaltine commer-
cials must surely have set endurance records for
repetition and wordiness. Andre, a holdover from
the Orphan Annie days, was perhaps the best-
remembered voice on the show. His delivery was
truly one of a kind. His opening signature came
over the midnight tolling of a churchbell and the
furious diving of an airplane:

Cappp—taaiinnMidnight!

Broughttoyoueveryday . . . Mondaythrough-

Friday. . . .

... by the makers of Ovaltine!

A television version of the mid-1950s failed
to impress. Richard Webb played the title role,
and Captain Midnight flew in a jet.

THE CAREER OF ALICE BLAIR, soap
opera.
BROADCAST HISTORY: 193940, transcribed

syndication; heard on WJSV, Washington, WOR,
New York, and other outlets. CAST: Martha Scott



as Alice Blair, an actress caught in a conflict be-
tween home life and career. Betty Moran also as
Alice.

CAREFREE CARNIVAL, vaudeville-style va-
riety.

BROADCAST HISTORY: June 11, 1933-Sept. 14,
1936, NBC: 30m, Red Network, 1933-34, Sun-
days at 2 for Crazy Water Crystals; Blue Network,
1934-35, Mondays at 8:30 for Crazy Water; Blue
Network, 1935-36, various timeslots, for Blue Jay
Com Plasters mid-1935. 1933-34: CasT: Ray
Tollinger, master of ceremonies and general
stooge. Gene Amold and the Commodores; comics
Tim (Ryan) and Irene (Noblette); Tommy Harris;
announcer Nelson Case. 1934-36: CAST: Singer
Gogo DeLys; Ben Klassen and Myron Niesley,
tenors and comic philosophers; Rita Lane and the
Coquettes (‘‘they do an act like the Pickens Sis-
ters,”” one critic said); Helen Troy, a Gracie Allen—
type screwball; Pinky Lee, a lisping sailor on this
show, star of juvenile TV for a later generation;
Charlie Marshall, ‘‘the lute and lyric man,”’ hill-
billy and country singer who also performed with
the Mavericks (Johnny Toffoli, Johnny O’Brien,
and Ace Wright, fiddler from Arkansas); Elmore
Vincent as ‘‘Senator Frankenstein Fishface,”” who
offered ‘‘dramas’ and ‘‘political monologues’’
typified by calls for universal nudism, supported,
he said, by ‘‘the Open Pore Nudist Cult of Bare-
back Gulch, Pa.”” Music: Meredith Willson.

THE CARNATION CONTENTED HOUR,
traditional mainstream American music for Car-
nation Milk.

BROADCAST HISTORY: April 26, 1931, NBC
West Coast; premiere on regional network.

Jan. 4-Oct. 24, 1932, Blue Network. 30m, Mon-
days at 8.

Oct. 31, 1932-Sept. 26, 1949, NBC. 30m, Mon-
days at 10.

Oct. 2, 1949-Dec. 30, 1951, CBS. 30m, Sun-
days at 10.

1932-41: CasT: stars of opera, notably Gladys
Swarthout, in 30m offerings of concert music.
ORCHESTRA: Morgan L. Eastman, Dr. Frank
Black, Josef A. Pasternack, Marek Weber, Roy
Shield. 1942-45: CAsT: Josephine Antoine, so-
prano, and Reinhold Schmidt, bass, were the stars;
guest appearances by Dorothy Kirsten, William
Miller, etc. ANNOUNCER: Vincent Pelletier.

The Carters of Elm Street 139

ORCHESTRA: Percy Faith. PRODUCER: Harry
K. Gilman. 1946-48: CasT: Buddy Clark, lead
singer as of July 1946; Dinah Shore also heard
regularly. ORCHESTRA: Ted Dale. Pro-
DUCER: Charles Cottington. WRITER: Albert
Hansen. 1948-51: Cast: Tony Martin and Jo
Stafford, lead singers after Buddy Clark’s death in
a plane crash Oct. 1, 1949. Dick Haymes later
starred. ANNOUNCER: Jimmy Wallington. OR-
CHESTRA: Victor Young. PRODUCER-
DIRECTOR: Robert Redd.

The Carnation Contented Hour had a varied
musical history, opening in a half-hour 1932 for-
mat that featured an orchestra, a quartet, and a
group called the Fireside Singers. In 1946 there
was an abrupt shift from a concert to a popular
emphasis. The title referred to the product’s ad-
vertising campaigns, which said that Carnation
milk came from ‘‘contented cows.”’

CAROLINE’S GOLDEN STORE,
drama.

serial

BROADCAST HISTORY: June 5-Aug. 31, 1939,
NBC. Weekdays at 1:30. General Mills.

Oct. 9, 1939-July 19, 1940, CBS. 15m, week-
days at 5:15. General Mills.

CasT: Caroline Ellis in the title role, owner of a
general store in a small town. Joan Kay, Jack
Brinkley, Virginia Jones, Frank Behrens, and a
cast of more than 60 players. ANNOUNCER:
Franklyn MacCormack.

THE CARTERS OF ELM STREET, soap
opera.

BROADCAST HISTORY: Feb. 13, 1939-Jan. 19,

1940, NBC. 15m, weekdays at noon. Ovaltine.
Jan. 22-July 19, 1940, Mutual. 15m, weekdays
at 12:45.

CAST: Vic Smith as Henry Carter, head of a large
family in the town of Galesville. Virginia Payne
as Kerry, his wife. Ginger Jones as Mildred Carter
Randolph, Henry's daughter now married to Sid
Randolph. Herb Nelson as Sid. Billy Rose and Ann
Russell as Jess and Bernice, the two Carter chil-
dren still at home. ANNOUNCER: Pierre Andre.
WRITER: Mona Kent. THEME: My Heart at
Thy Sweet Voice, on the organ.

The Carters was the ‘‘story of a second wife
and her fight for happiness.”” It was an attempt
to capitalize on the success of such family-
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oriented soaps as The O’Neills and Pepper
Young’s Family, and the vast popularity of One
Man's Family in the evening was lost on no one.
The family home on Elm Street was the center
of family life. The Randolphs lived in ‘‘a little
cottage a few doors down from the Carter
home.”’ Play it on a double bill with Captain
Midnight to learn how the same announcer mar-
keted the same product to vastly different audi-
ences.

THE CASEBOOK OF GREGORY HOOD,
mystery drama.

BROADCAST HISTORY: June 3, 1946-Dec. 25,
1949, Mutual. Many 30m timeslots, beginning as
a Mondays-at-8:30 replacement for Sherlock
Holmes; Petri Wine sponsored in this timeslot for
a full season when Holmes did not return; subse-
quently, Tuesday, Monday, Saturday, and Sunday
timeslots.

Jan. 25-Aug. 31, 1950, ABC. 30m, Wednesdays
at 8:30; Tuesdays at 8 beginning in May. Also,
two shows, Oct. 3, 10, 1951.

CasT: Gale Gordon as Gregory Hood, a San Fran-
cisco importer and amateur detective. George Pe-
trie also as Hood, early in the run. Elliott Lewis
as Hood as of March 1, 1948. Jackson Beck as
Hood, ca. 1949. Also, Paul McGrath and Martin
Gabel as Hood. Bill Johnstone initially as Hood’s
sidekick Sanderson ‘‘Sandy’’ Taylor. Howard
McNear as Sandy as of March 1, 1948. DIREC-
TORS: Ned Tollinger, Frank Cooper, Lee Bolen,
etc. WRITERS: Anthony Boucher and Denis
Green; Ray Buffum. SOUND EFFECTS: Art
Sorrance.

The Casebook of Gregory Hood was in some
ways an extension of Sherlock Holmes. Basil
Rathbone had left his Holmes role, but the
Holmes scripters, Anthony Boucher and Denis
Green, continued their collaboration on Hood. It
was a long-distance partnership, Green living in
Los Angeles and Boucher in San Francisco.
Boucher, a Conan Doyle devotee, had worked
out the Holmes plots, while Green, less enrap-
tured by ‘‘the master,’” had dialogued Boucher’s
plots from a detached perspective. It was Bou-
cher and Green who suggested Gregory Hood as
the replacement series when Rathbone left
Holmes in 1946.

Richard Gump, a real-life San Francisco im-
porter, became the prototype for Gregory Hood,

serving also as a consultant ‘‘whenever they get
stuck on a bit of importing business.”’ The arti-
facts found by Hood and his pal Sandy in the
stories usually had intriguing histories and were
invariably linked to some present-day mystery.

CASEY, CRIME PHOTOGRAPHER, mys-
tery, based on the novels by George Harmon
Coxe.

BROADCAST HISTORY: July 7, 1943-Nov. 16,
1950, with a return run Jan. 13, 1954-April 22,
1955, all CBS. Many 30m timeslots; more than a
dozen time changes 1943-50, though the series
was seldom off the air during this time; heard vir-
tually every day of the week over the years. Also
heard under many titles: initially as Flashgun
Casey, 1943-44; then as Casey, Press Photogra-
pher, 1944-45; as Crime Photographer, 1945-48
and again 1954-55; and as Casey, Crime Photog-
rapher, 1947-50. Often sustained, with sponsor-
ship by Anchor Hocking Glass, 1946-48; Toni
Home Permanents, 1948-49; and Philip Morris,
1949-50. CAsT: Casey, crime photographer for
the fictitious Morning Express, played by Matt
Crowley initially, by Jim Backus for a few shows,
by Staats Cotsworth from late 1943 on. John Gib-
son as Ethelbert, the sardonic bartender at the Blue
Note Cafe, Casey’s favorite hangout. Casey’s girl-
friend, reporter Ann Williams, played by Jone Al-
lison, 1943-44; by Alice Reinheart, 1944-45; by
Lesley Woods, 1945-47; by Betty Furness and Jan
Miner in later seasons. Jackson Beck as Inspector
Logan, the down-in-the-mouth cop; also played by
Bernard Lenrow. Supporting players from the New
York radio pool: Art Carney, Bryna Raeburn, John
Griggs, Robert Dryden, etc. ANNOUNCERS: Bob
Hite; Tony Marvin during the Anchor Hocking
run. ORCHESTRA: Archie Bleyer (mid-late
1940s). DIRECTORS: John Dietz, Albert Ward,
etc. WRITERS: Alonzo Deen Cole, Milton J.
Kramer, Gail and Harry Ingram. SOUND EF-
FECTS: Jerry McCarty, Art Strand.

Casey, Crime Photographer had more history
than substance. It was a B-grade radio detective
show, on a par perhaps with The Falcon, better
than Mr. Keen, but lacking the polish and style
of Sam Spade. Often a picture snapped at a crime
scene led Casey to play detective. At the Blue
Note Cafe, the crowd was friendly and the music
was more than a backdrop. The jazz piano be-
longed to Herman Chittison; occasionally the



music was by Teddy Wilson, noted alumnus of
the Benny Goodman trio. Casey was also an
early TV item, seen live on CBS, 1951-52. Jan
Miner and John Gibson made the transition from
radio, though Gibson was soon replaced. Richard
Carlyle and Darren McGavin played Casey on
television.

THE CAVALCADE OF AMERICA, historical
dramatic anthology.

BROADCAST HISTORY: Oct. 9, 1935-May 29,
1939, CBS. 30m, Wednesdays at 8, 1935-38;
Mondays at 8, 1938-39. The beginning of an 18-
year run under sponsorship of the E. I. du Pont de
Nemours Company.

Jan. 2, 1940-March 31, 1953, NBC. 30m, Blue
Network, Tuesdays at 9, Jan.-June 1940; then Red
Network, Wednesdays at 7:30, 1940—41; Mondays
at 8, 1941-49; Tuesdays at 8, 1949-53. All Du
Pont.

CAST: Originally heard from New York, its roles
played by a prestigious rep company (sometimes
called *‘the cream of the crop’’) including John
MclIntire, Jeanette Nolan, Agnes Moorehead,
Kenny Delmar, Edwin Jerome, Ray Collins, Orson
Welles, Karl Swenson, Ted Jewett, Jack Smart,
Paul Stewart, Bill Johnstone, Frank Readick, Ray-
mond Edward Johnson, Ted de Corsia, Everett
Sloane, Luis Van Rooten. Later shows from Hol-
lywood utilized the star system, with such as
Mickey Rooney, Cary Grant, Tyrone Power, and
Ronald Reagan filling the lead roles. NARRA-
TOR-HOST: Walter Huston, briefly in 1944. AN-
NOUNCERS: Frank Singiser, 1935-38; Gabriel
Heatter, Dec.—Jan. 1939; Basil Ruysdael, 193940;
Clayton ‘“‘Bud’ Collyer, 1940-43; Gayne Whit-
man, 1944-47; Ted Pearson, 1947-48; Bill
Hamilton; Ross Martin. ORCHESTRA: Don
Voorhees, Robert Armbruster. PRODUCER-
PIRECTORS: Homer Fickett for much of the run;
Roger Pryor, Jack Zoller, Paul Stewart, Bill
Sweets. WRITERS: Arthur Miller, Norman Ros-
ten, Robert Tallman, Peter Lyon, Robert Richards,
Stuart Hawkins, Arthur Arent, Edith Sommer, Hal-
sted Welles, Henry Denker, Priscilla Kent, Vir-
ginia Radcliffe, Frank Gabrielson, Margaret
Lewerth, Morton Wishengrad, George Faulkner,
Irve Tunick, etc. SOUND EFFECTS: Bill Brown,
CBS; Al Scott, Jerry McGee, NBC.

Cavalcade was a show with a dual purpose.
On the surface its job was to sell America by
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dramatizing the positive aspects of the nation’s
history. But its real purpose was to stem the tide
of criticism directed at its longtime sponsor, the
Du Pont Company, in the years after World War
I. The du Ponts had been branded ‘‘merchants
of death’’ because of the huge profits the com-
pany had made with gunpowders in the war. The
company had a long tradition in America; its first
plant was established near Wilmington, Del. in
1802. It was still family-controlled, and its di-
rectors were sensitive to charges of profiteering
in wartime.

The advertising firm Batten, Barton, Durstine,
and Osborn was charged with creating a positive
campaign, and The Cavalcade of America was
its answer. In the beginning, in its CBS run, Cav-
alcade was a stale and predictable package. Du
Pont was obviously gunshy: nothing could be
used that even hinted of its wartime activities.
Erik Barnouw, who wrote for the show and later
authored a three-volume history of radio,
summed it up. There could be no war on Cav-
alcade: ‘‘Battle scenes were not permitted. . ..
The sound of a shot was taboo. . . . Even explo-
sions were for many years forbidden. The atmo-
sphere was pacifist and highly idealistic. The
progress of women was frequently celebrated.”

A look at the massive log of Cavalcade broad-
casts confirms this. The show was conceived in
vignette form, with two or more separate-but-
related stories making up the half-hour. The first
show, No Turning Back, told in its two segments
of the return of the Mayflower and of the great
grasshopper plague. The Spirit of Competition,
the third show, told the stories of the Oklahoma
land rush and the Mississippi steamer race. So it
went, week after week. But this format had one
glaring weakness: a lack of continuity due to the
brevity of each segment. Before a listener could
become interested, a story was finished and a
new one begun. This broken-show format was
continued for a full season, limping along in low
single digits in the ratings. In the summer came
a long musical run, The Development of Band
Music in America, spread across six weeks in
July and August 1936. It wasn’t until the third
show of the second season (Sentinels of the
Deep, a story of the lighthouse service) that the
broken shows were discontinued.

Now came a run of biographical sketches:
Charles Goodyear, rubber baron; Morse and his
telegraph; Elizabeth Blackwell, the first female
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doctor. But there were still prejudices and ta-
boos, as Barnouw noted. ‘‘For a dozen years no
Negro appeared,”’ and the writers avoided any
criticisms, explicit or implied, of the rich.

So the history offered by the early Cavalcade
was sanitized, accurate as far as it went. Accu-
racy was its badge of honor: the producers
pushed that element in almost every interview.
By 1940 the show had hired Dr. Frank Mon-
aghan, associate professor of history at Yale, to
oversee production. The budget increased. Top
stars from Broadway and Hollywood were now
the norm, leaving the talented radio people who
had become regulars to supporting roles. Alfred
Lunt and Lynn Fontanne made their first radio
appearances in separate Cavalcade productions.
The writing was from the best hands in the busi-
ness, young playwright Arthur Miller becoming
(as Barnouw remembers it) a kind of ‘‘utility
man’’ who could be tapped for spur-of-the-
moment work on the most rigid deadlines. Spe-
cial projects were put together by Carl Sandburg,
Stephen Vincent Benét, Maxwell Anderson, and
Robert Sherwood. The company blew its own
horn with a show on E.I. du Pont, June 29,
1938, but increasingly as the new decade came
the programs were more palatable to mainstream
America. Marquis James and Carl Carmer were
the new ‘‘historical advisers’’ and sometime
writers: James had won two Pulitzers, and
Carmer was well known for his historical books.
James’s biography of Sam Houston, The Raven,
was done in two broadcasts in 1940. Shows were
also done that year on Benedict Amold, Stephen
Foster, Daniel Boone, and Robert E. Lee.

Gunshots were now allowed. The campaign
had been a success, and the company was now
perceived, truthfully, as something other than a
merchant of death. Du Pont dealt in textiles and
plastics, in research of all kinds. Its commercial
structure on Cavalcade was remarkable. There
was no midshow commercial: instead, du Pont
took a two-minute spot at the end. Delivered by
Bud Collyer or Gayne Whitman, the spots were
informative and, at their best, fascinating. There
was no hard sell: they were straight reports of
breakthroughs in the laboratory and in the field.
The memorable slogan, ‘‘Better things for better
living, through chemistry,”” became part of the
American language through constant repetition
on Cavalcade.

Then came Pearl Harbor, and the producers
took a new view of history. History was what

happened yesterday on the sands of the African
desert, or last week in the North Atlantic. Hints
of what was to come were contained in the Cav-
alcade story of Eli Whitney: what might have
been a cut-and-dried rehash of Whitney and his
cotton gin was linked to the present, making the
point that Whitney was actually the father of the
modern-day assembly line. When the series tack-
led freedom of religion, it wasn’t simply with
another show on Roger Williams: instead it told
of Dr. Martin Niemoeller, who defied Hitler’s
German Christian Church and was imprisoned
for his trouble.

With a story called Between Them Both (Jan.
4, 1943), Cavalcade took a sharp turn and be-
came a giant of the air. This contemporary
homefront tale began a long run, broken occa-
sionally by the traditional historical themes, that
focused intensely on the war at home and
abroad. Diary on a Pigboat was the story of a
submarine crew; Soldiers of the Tide told of
Guadalcanal; Fat Girl was an account of life on
an oiler on the perilous seas in wartime; Dear
Funnyface a story of the Seabees. Then the war
was over and it was back to business as usual.
The postwar Cavalcade had little to distinguish
it from the other big-name Hollywood star shows
of its day.

More than 500 Cavalcades are available to
anyone with a tape deck. The distinct eras are
striking in their disparity. It was like a different
show during the war, caught up in the frenzied
pace and the immediacy of the moment, rivaling
such thrill shows as Suspense in pure narrative
power. The only shows that equaled it for war-
time drama were Words at War and William N.
Robson’s The Man Behind the Gun. Also among
the high spots were All Thatr Money Can Buy
(based on the Benét story The Devil and Daniel
Webster) and Marc Connelly’s The Green Pas-
tures, both 1941. The Connelly tale was a look
at Scripture through Negro eyes. Unfortunately,
today it is politically incorrect, but in fact it was
a superb, brilliantly acted half-hour, with Juano
Hernandez as De Lawd.

THE CBS RADIO MYSTERY THEATER,
dramatic mystery anthology, initiated many
years after the demise of network radio broad-
casting in hopes of promoting a resurgence.

BROADCAST HISTORY: Jan. 6, 1974-Dec. 31,
1982, CBS. 60m, seven nights a week. CAST: A
mix of television stars and oldtime New York ra-



dio people, including, from the latter ranks, Leon
Janney, Evie Juster, Ralph Bell, Jackson Beck,
Teri Keane, Mason Adams, Roger DeKoven, Rob-
ert Dryden, Bryna Raeburn, Joseph Julian, Ian
Martin, Mary Jane Higby, William Redfield, Man-
del Kramer, Paul McGrath, Amzie Strickland, Joan
Lorring, Joan Banks, Elspeth Eric, Santos Ortega,
Amold Moss, Grace Matthews, Bret Morrison,
Berry Kroeger. Also taped occasionally in Holly-
wood with Jim Jordan, Les Tremayne, etc. HOST-
NARRATOR: E.G. Marshall; later Tammy
Grimes. PRODUCER-DIRECTOR: Himan
Brown. WRITERS: Sam Dann, George Lowther.
SOUND EFFECTS: Peter Prescott, Joe Cabbibo.

For years after radio died, oldtime producer-
director Himan Brown had been sounding a for-
lorn lament: that the medium did not deserve
such a fate, that radio drama could still be viable
and hold its own with the video monster that had
killed it. In 1973 CBS agreed, and Brown was
given a slot for the most ambitious comeback
attempt in radio’s over-the-hill history.

He would produce 195 original shows, on
tape, which would be fed to the CBS affiliates
along the line. There would be 170 repeat broad-
casts, but this still amounted to a show from
scratch every 1.9 days, an awesome job that
Brown tackled with joy. The series premiered to
mixed reviews. There was interest from every
quarter. Radio as a dramatic medium had been
absent from the scene long enough to again be
a novelty, and the show was covered by journals
ranging from the New Yorker to Newsweek. Re-
porters were also interested in the lineup that
Brown had announced for starring roles. Such
stars as Agnes Moorehead, Zero Mostel, and
Richard Widmark had agreed to work for the
$100 base pay, and weaned-on-TV talents Jo-
seph Campanella, Lois Nettleton, and their like
would also spice up the casts. Newsweek said the
series would infuse ‘‘radio’s hallowed horror
show format with such topical themes as abor-
tion and unwed motherhood.”

The trouble, from the beginning, was the writ-
ing. The premiere wasted Agnes Moorehead,
Newsweek continued, ‘‘and the most frightening
thing about this Wednesday’s show, which fea-
tures Kim Hunter as a housewife with an animal
phobia, is actor Gilbert Mack’s uncanny imita-
tion of a howling mongrel.”” The conclusion:
what Mystery Theater needed above all else was
help from scripters like Paddy Chayefsky and
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Reginald Rose. But at $350 for a 52-minute
script, Brown wasn’t about to go shopping
among TV’s best playwrights. Staff writers Sam
Dann and George Lowther did heroic duty in the
trenches, but many of the scripts were written by
people who were by nature performers—Ian
Martin, Mary Jane Higby, Elspeth Eric, and even
oldtime announcer Fielden Farrington. That they
were all talents was never questioned: that they
all desperately loved radio was self-evident.
Whether they were writers was another question,
and their efforts were finally doomed.

But the show went beyond its original year
and scored some notable successes: a Peabody
Award in 1975; a public relations campaign that
focused attention on radio drama at a time when
transcriptions of old shows were turning up by
the hundred. A good mix of classic and original
stories was aired. Lowther adapted seven from
Poe to begin the second year; a ‘‘Mark Twain
Week,”’ beginning the third season, revealed that
Clemens had written many stories that could le-
gitimately be called mysteries. O. Henry was cel-
ebrated in the fourth year. The format followed
Brown’s Inner Sanctum: a creaking door and a
host, Marshall, who walked a listener into and
through the story. Brown gave it the good fight,
slugging it out for eight years and more than
1,500 shows.

But it was still a poor man’s version of what
radio once was, an echo of its unfulfilled prom-
ise. CBS gave the time but precious little money,
and the affiliates felt free to tape-delay or drop
it from the schedule at will. At KOA in Denver,
it was often a casualty of the station’s sports
docket. A complaining listener was told that, in
effect, he was lucky they were carrying it at all.
Sports pays, drama doesn’t: that was the bottom
line in the ’70s and continued to be in the *90s.
To have any chance of success, radio drama
would have to be approached as it is on the BBC
in England, where it has never been allowed to
die. As radio actress Virginia Gregg once put it,
*“The British know a good medium when they
hear it.”’

THE CBS RADIO WORKSHOP, experimen-
tal dramatic anthology; a revival of the old Co-
lumbia Workshop.

BROADCAST HISTORY: Jan. 27, 1956-Sept. 22,
1957, CBS. 30m, Fridays at 8:30 until Nov. 1956,
then Sundays at 4. CAsT: Begun in Hollywood,
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with many of the best West Coast character actors:
William Conrad, Parley Baer, Lurene Tuttle, Jack
Kruschen, Joseph Kearns, Vic Perrin, Sam Ed-
wards, Gloria Henry, Charlotte Lawrence, etc.
Later shared with New York. PRODUCER: Wil-
liam Froug. DIRECTORS: William N. Robson,
Jack Johnstone, Dee Engelbach, Eiliott Lewis, An-
tony Ellis, etc.

The Columbia Workshop was the father of ex-
perimental radio drama at CBS. The CBS Radio
Workshop was its final incarnation, at its best
equaling (and some believe surpassing) the orig-
inal role model. The old show had established a
high mark in radio history. Even in its failures it
was interesting—the people behind it seemed to
know that to be good an artist must have the
freedom to be bad. Anything was fair game, and
The CBS Radio Workshop made full use of the
audio techniques pioneered by its predecessor
and added a few of its own.

The cutting edges were writing, music, and
sound effects, a blend that could be anything
from traditional to bizarre. As Howard Barnes,
CBS vice president, told Time: ‘“We’ll never get
a sponsor anyway, so we might as well try any-
thing.”’

Catalyst for the revival was William Froug,
who had grown up with the old show. Norman
Corwin, the most distinguished alumnus of the
old Workshop, ‘‘was my hero,”’ Froug recalled
recently. In 1956 Froug was a CBS vice presi-
dent working directly under Bames. Radio
drama was in its final days, but there was a con-
sistent demand from a small listenership for
more truly creative adult drama. Froug proposed
to fill that demand with a new Columbia Work-
shop. Bames okayed the project, changing only
the name. In the ’30s the network had been
known as Columbia, a moniker now seldom
used. Barnes suggested the new title, The CBS
Radio Workshop, and Froug went to work to get
it on the air.

He had an idea for the opening show, a two-
part adaptation of Aldous Huxley’s Brave New
World. Anne Nelson, head of business affairs at
CBS, got rights to the novel and set up a meeting
for Froug at Huxley’s home. Froug wanted Hux-
ley’s voice as well as his name: Huxley as nar-
rator would give the series a grand sendoff. His
voice was thin and high-pitched, definitely not
radio timbre. But he read like a pro and agreed

to the deal. Froug wrote the script and cast about
for a powerful voice to announce it.

He hired the strongest, William Conrad, Matt
Dillon of Gunsmoke. Now Froug wanted a mem-
orable logo, something to stick in the listener’s
mind. He wrote an opening that would carry
through the series: This is the CBS Radio Work-
shop . . . dedicated to man’s imagination . . . the
theater of the mind. The final four words would
become part of radio’s lexicon, used even today
to describe a time when the medium was more
than just news, weather, sports, and records.

On the air, The CBS Radio Workshop was a
lightning rod for ideas. ‘‘Everybody on the sec-
ond floor of CBS Radio at Columbia Square was
excited about the show,”’ Froug recalled. ‘ ‘Every
day guys were coming into my office pitching
ideas. Bill Conrad had a show idea; so did [com~
poser-conductor] Jerry Goldsmith. I had never
seen such excitement in my nine years at CBS.”’
Froug was executive producer: he assigned the
scripts, coordinated the show, and hired direc-
tors. The enthusiasm spread to New York;
Bames telephoned Froug with reports of annoy-
ance among the East Coast staff that they had no
part in it, so a rotating system was devised al-
lowing every other show to originate in New
York. Paul Roberts would produce, becoming
Froug’s East Coast counterpart.

The entire run is preserved in fine quality on
tape. Huxley gave an ominous opening, warning
that “‘if I were writing today, I would date my
story not 600 years in the future, but at the most
200.”” Then came the sounds of the brave new
world, ‘‘of test tube and decanter,”” where hu-
mans were artificially bred and cultivated. The
sound was just 30 seconds long, but it had taken
three sound effects men and an engineer more
than five hours to create. To a ticking metronome
was added the beat of a tom-tom (heartbeats),
bubbling water, an air hose, the mooing of a
cow, a couple of ‘‘boings,”’ and three different
wine glasses clinking against each other. The
sounds were blended and recorded, then played
backward on the air with a slight echo effect.
Bernard Herrmann composed and conducted a
slender musical score, and the series was off and
running.

In the next two seasons were many high spots,
strong shows that would retain their listenability
four decades later. Shakespeare would be ‘‘in-
terviewed.”” The microphone would probe both



inner and outer space on journeys into the human
body and to the horrifying world of Venus. Stan
Freberg would give an analysis of satire. Elliott
Lewis would offer one of the strangest shows
ever broadcast, about the nightmares of a man in
a coma. At least half of the 87 shows can still
be termed strong: some are as creative and time-
less as anything done by any series in any time.
The Legend of Jimmy Blue Eyes (March 23,
1956) was a nifty folk ballad, written by Sam
Pierce, enacted in music and rhyme, with a near-
flawless narration by William Conrad. A Matter
of Logic (June 1, 1956) was another Conrad tour
de force, though the real star was writer-director
Antony Ellis, who made a rare appearance on the
business side of the microphone to wage an ar-
gument with an obstinate Conrad against a tick-
ing clock. Report on the Weans (Nov. 11, 1956)
was novelist Robert Nathan’s wise and whimsi-
cal look at what archaeologists of the distant fu-
ture might deduce, wrongly, about our way of
life. And 1489 Words (Feb. 10, 1957) remains a
favorite of many, a powerful Conrad perfor-
mance proving that one picture is not necessarily
worth a thousand words. A lovely way to end a
day, a decade, or an era.

CEILING UNLIMITED, npatriotic wartime
drama; later variety.

BROADCAST HISTORY: Nov. 9, 1942-June 21,
1943, CBS. 15m, Mondays at 7:15. Lockheed
Vega Aircraft. CAsT: Orson Welles, producer-
director-writer-narrator until Feb. 1, 1943. Top-
name movie stars featured beginning Feb. 8 in
stories of wartime heroism. PRODUCER-
DIRECTOR: (after Feb, 1943) Thomas Freebairn-
Smith. NARRATOR: Patrick McGeehan. Mu-
sic: Lud Gluskin, Anthony Collins.

June 28-Aug. 9, 1943, CBS. 15m, Mondays at
7:15. Lockheed Vega. Author James Hilton in
book reviews and talks.

Aug. 8, 1943-April 30, 1944, CBS. 30m, Sun-
days at 2. Reorganized as a variety show, now ti-
tled America—Ceiling Unlimited. Lockheed Vega.
HosT: Joseph Cotten. ANNOUNCER: Patrick
McGeehan. VOCALISTS: Nan Wynn, Constance
Moore. Music: Wilbur Hatch.

Ceiling Unlimited began as a series of inform-
ative dramas by Orson Welles, who had just re-
turned from a well-publicized air trip to Latin
America with film in the can for an ill-fated

Central City 145

movie and a yen to be back on radio. He leaped
into two CBS series, Hello, Americans (extolling
the achievements of South American countries)
and Ceiling Unlimited (describing aviation’s role
in the war). Welles’s tenure was brief: a blowup
with an agency man just before air time one
night resulted in a Welles walkout. After a hasty
reorganization and a summer series with author
James Hilton, the show returned as a half-hour
Hollywood variety series.

It was aggressively patriotic. Lockheed Vega
took no commercial breaks, being content with
three one-line mentions within the show (but as
Radio Life pointed out, Lockheed had only one
customer by then, the Allied nations, so com-
mercial interruption was superfluous anyway).
Marlene Dietrich told of relentless Allied bomb-
ing in her native Berlin. Joe E. Brown described
what he had seen in the Pacific. Ronald Colman,
Charles Boyer, Edward G. Robinson, Basil Rath-
bone, Alan Ladd, and Cary Grant appeared. And
there were pure radio stories, such as Going to
Run All Night, the adventure of a marathon run-
ner in the service who had to run 35 miles
through enemy lines to fetch help for his bud-
dies. This was a partnership between actor Wally
Maher, who read the lines in a breathless stream-
of-consciousness style, and soundman Harry
Essman, who jogged in place in a gravel box
while two microphones picked up his work (‘‘a
tall one for the breathing; a short one for the
footsteps’’). Narrator Pat McGeehan emphasized
the weekly theme: Man has always looked to the
heavens for help and inspiration, and from the
skies too will come his victory and his future.

CENTRAL CITY, soap opera.

BROADCAST HISTORY: Nov. 21, 1938-June 30,
1939, NBC. 15m, Blue Network, weekdays at 10:
45 A.M. until Jan., then Red Network, weekdays at
10 AM. Procter & Gamble for Oxydol. CAST:
Eric Dressler, Myron McCormick, Van Heflin, Ar-
lene Francis, Shirley Booth, Selena Royle, Eleanor
Phelps, Everett Sloane, Kent Smith, Elspeth Eric.
PRODUCERS: Frank and Anne Hummert.

Little is known of the plot at this writing, de-
spite the notable cast. Serials historian Raymond
William Stedman described it as ‘‘a Grand
Hotel-type story of intertwined lives,’’ foreshad-
owing Peyton Place.
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CHALLENGE OF THE YUKON, juvenile ad-
venture.

BROADCAST HISTORY: Feb. 3, 1938-May 28,
1947, WXYZ, Detroit. 15m, mostly Thursdays.

June 12, 1947-Dec. 30, 1949, ABC. 30m
weekly, various timeslots; 1948—49, Mondays-
Wednesdays-Fridays at 5. Quaker Oats.

Jan. 2, 1950-June 9, 1955, Mutual. Various
late-afternoon or weekend 30m timeslots, occa-
sionally two or three times a week. Became
Sergeant Preston of the Yukon in Nov. 1951.
Quaker Oats.

CAST: Jay Michael as Sgt. William Preston of the
Northwest Mounted Police, ca. 1938-mid-1940s.
Paul Sutton as Sgt. Preston, ca. mid-1940s-1954.
Brace Beemer briefly as Sgt. Preston, 1954-55.
John Todd as Inspector Conrad, Preston’s superior
officer. Frank Russell as the French-Canadian
guide who, in the early years, led Preston on long
treks into the northern wilds. ANNOUNCERS:
Bob Hite, 1938-ca. 1945; Jay Michael; Fred Foy.
PRODUCER: George W. Trendle. WRITERS:
Tom Dougall initially; Fran Striker, ca. 1942-44;
Betty Joyce, 1944; Mildred Merrill; Bob Green;
Dan Beattie; Felix Holt; Jim Lawrence; Steve Mc-
Carthy. THEME: The Donna Diana Overture.

Challenge of the Yukon was the third major
juvenile adventure series to come out of George
W. Trendle’s Detroit radio mill and make the
national networks. The Lone Ranger had been a
western favorite since 1933; The Green Hornet
had been battling urban corruption since 1938.
Challenge took its listeners to the wild north and
quickly endeared itself to young listeners every-
where.

The show had been running on Trendle’s sta-
tion, WXYZ, for almost ten years when the net-
work run arrived. Trendle was a master of this
kind of programming. His shows bore the com-
mon trademarks of simple, vigorous adventure
plotting, a staunchly bigger-than-life male hero,
and lively music cribbed from the classics. The
voices and situations were familiar to Lone
Ranger and Green Hornet fans: many of the
same actors and writers worked prolifically on
all three shows, giving them common threads
and similar sounds.

By 1938 Trendle had decided that he wanted
a new adventure show, written in the Lone
Ranger mold but with a dog as hero. WXYZ

writer Tom Dougall thought of the northwest
motif: he had been raised on Robert Service po-
ems and had an affinity for the background. ‘‘He
had already solved the problem of the dog,”
wrote Dick Osgood in Wyxie Wonderland, a
memoir of the station. ‘It couldn’t be a dog like
Lassie because this, Trendle said, must be an ac-
tion story. It had to be a working dog. And a
working dog in the wild days of the Yukon could
be nothing but a Husky.”

And who but a Mountie would own such a
dog? Thus was the master born of the dog, to
become one of the major characters of radio fic-
tion.

The dog was named Yukon King, the hero of
the series in a real sense. Sgt. Preston had a
horse, Rex, which he often rode in the summer
months, but it was Yukon King who usually
saved the day. He mauled bushwhackers and
crooks, gnawed guns out of hands, hauled down
one villain while Preston polished off the other.
Dewey Cole ‘‘barked and whined and made
other appropriate dog sounds as King,” said
Osgood in Wyxie Wonderland. And at the end,
Sgt. Preston was always generous in his praise:
“Well, King, thanks to you, this case is
closed.”

There were 484 local adventures aired before
Challenge went on the network, according to
Trendle advocate Terry Salomonson, who has
compiled massive broadcast logs of all three
Trendle shows. But it was the network run that
made it a pop culture classic, its opening signa-
ture an unforgettable piece of radio. With howl-
ing winds and barking dogs and gunshots
emphasizing almost every word, Quaker Puffed
Wheat and Quaker Puffed Rice—*‘the breakfast
cereal shot from guns’’—took a listener far
‘“‘across the snow-covered reaches of the wild
northwest.”” The shows would never be taken for
great literature, but they gave inspiration of a
kind that hasn’t been heard much since. Black
was black, good was good, and evil never went
unpunished. When the Lone Ranger rode again,
and Sgt. Preston mushed his way into the frozen
north, the vistas were wide and the experience
new and wondrous.

THE CHAMBER MUSIC SOCIETY OF
LOWER BASIN STREET, musical satire; a
swing show that lampooned the classics.
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BROADCAST HISTORY: Feb. 11, 1940-Oct. 8,
1944, Blue Network. 30m, Mondays at 9:30,
1940-41; Wednesdays at 9, 1941-42; Mondays at
10:30, Jan. 4-Feb. 8, 1943; sustained. Resumed
April 4, 15m, Sundays at 9:15. 30m as of July 18,
1943. Woodbury Soap.

July 8-Sept. 30, 1950, NBC. 30m, Saturdays at

10.

April 12-Aug. 2, 1952, NBC. 30m, Saturdays

at 10:30.

CasT: Gene “Dr. Gino’’ Hamilton, host. Comic
Zero Mostel, summer 1942. Jack McCarthy as
Dr. Giacomo. COMMENTATOR: Ward Byron.
ANNOUNCER: Milton Cross. VOCALISTS:
**Mile.”’ Dinah *‘Diva’’ Shore, ‘‘our own personal
one-woman torchlight parade’’; Diane Courtney,
*‘the poor man's Flagstad”’; Kay Lorraine, *‘slow-
burning blues chanteuse’’; all early 1940s. Jane
Pickens, 1950. ORCHESTRA: Jack Meakin, Paul
Lavalle, Henry Levine. CREATOR-WRITER:
Welbourn Kelley. DIRECTORS: Tom Bennett,
Dee Engelbach. WRITERS: Jack McCarthy, Jay
Sommers.

The Chamber Music Society of Lower Basin
Street was ‘“‘one of radio’s strangest offspring,”’
said Radio Life: ‘‘a wacky, strictly hep tongue-
in-cheek burlesque of opera and symphony.”’ It
grew out of a quarter-hour series, Bughouse
Rhythm, broadcast by NBC from San Francisco
in 1936. The satire was strictly verbal, for the
orchestra—once the music began—provided
some of the best swing on the air. But the an-
nouncements were intentionally stuffy and ridic-
ulous, the deadpan delivery wickedly deceptive.
It is probably safe to say that some people tuned
into CMSLBS without the faintest idea what they
were hearing.

Milton Cross, long the announcer on the Met-
ropolitan Opera broadcasts, added humor with
nothing more than his presence. He piled long-
haired grandeur upon the commonest dispensers
of rhythm and blues. ‘“Good evening, lovers of
fine music,”’ he would say, opening the show.
‘“Welcome to the no-doubt world-famous Cham-
ber Music Society of Lower Basin Street, and
another concert dedicated to the perpetuation of
the three B’s—barrelhouse, boogie-woogie, and
the blues.”” Cross would frequently refer to his
audience as ‘‘music lovers, as they keep telling
me down at the office,”’ and spoke of the masters
as having left ‘‘a great and priceless heritage—

no doubt.”’ Then he would introduce the host,
*‘Dr. Gino’’ Hamilton. Almost everyone con-
nected with CMSLBS was either a “‘doctor’’ or
a *‘professor,’’ the distinction a fuzzy line. Ham-
ilton would introduce ‘‘Dr.”’ Henry ‘‘Hot Lips”’
Levine, who performed the ‘‘Dixieland Little
Symphony for Octet”” or gave a ‘‘Dixieland
reading of an early American classic, written as
a chamber cantata with a disfigured bass’’—in
other words, My Gal Sal. Paul Lavalle, who took
over the baton when original maestro Jack
Meakin left, was billed as the show’s ‘‘wood-
wind virtuoso.”” His group, the Windy Ten, con-
sisted of ten ‘‘termite-proof virgin pine
woodwinds,’” and Lavalle doubled on clarinet.
Everybody doubled, the ten members of the band
playing 24 instruments. Charles ‘‘Corn Horn’’
Marlowe was the trumpeter, his group the Bare-
foot Harmonic.

Dinah Shore used the show as her launch pad
to fame: it was said by Cross that ‘‘she starts a
fire by rubbing two notes together.”’ Zero Mostel
was discovered by network executives while per-
forming in a cafe for pocket change and had a
successful stay on CMSLBS. The musicians were
seriously described as ‘‘radio’s most versatile . . .
men who double occasionally in the NBC Sym-
phony.”” The show was ahead of its time. Its
advocates were an active lot whose willingness
to protest may have made more of an impact
than their actual numbers would suggest. Though
the network reportedly received 20,000 letters at
the hint that CMSLBS might be dropped, the
show never made a serious ripple in the ratings.

Guests included Lena Horne, blues singer
Huddie ‘‘Leadbelly’’ Ledbetter, the Lionel
Hampton Quartet, Jack and Charlie Teagarden,
Earl Hines, Harry James, and ‘‘Professor’’
Benny Carter. The theme was a slow rendition
of Basin Street Blues. And the closings by Ham-
ilton and Cross were as zany as the rest of it.
*“The haircut’s six bits,”” Cross said, closing one
show in 1940. Hamilton reminded listeners that
*‘the closing opus is played in a Haydn Farewell
Symphony arrangement, with the musicians leav-
ing the stand one by one until the double bass
player is finally left alone, dolefully drumming
on his doghouse.”’ A final word from Cross: ‘‘As
Dr. Gino Hamilton has so pointedly put it, at the
end of each discussion, on such a matter as the
matter just discussed, this is the National Broad-
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casting Company, RCA Building, Radio City,
New York.”” Three chimes and out.

CHANCE OF A LIFETIME, game of chance,
with players testing their luck for expensive
prizes, everything they had won at stake.

BROADCAST HISTORY: Sept. 4, 1949-Jan. 19,
1952, ABC; 15m and 30m versions, many time-
slots. HosT: John Reed King. ANNOUNCER:
Ken Roberts.

CHANDU THE MAGICIAN, juvenile adven-
ture.

BROADCAST HISTORY: 1932-35, transcribed
syndication, originally heard on KHJ, Los Ange-
les, Oct. 10, 1932. Soon spread into the Don Lee
Network, a California chain that eventually
reached the Northwest. A Mutual Network line
added, mid-1930s, to St. Louis and points east.
White King Soap sponsored in the West; Beech
Nut Gum in the East. The records were also mar-
keted independently in areas not served by the net-
works. Produced at WGN, Chicago, ca. 1935-36,
with a new cast.

June 28, 1948-Jan. 28, 1949, Mutual-Don Lee;
15m continuation, weekdays. White King Soap.

Feb. 3-April 28, 1949, Mutual-Don Lee. 30m,
each episode complete, Thursdays. White King
Soap.

Oct. 15, 1949-Sept. 6, 1950, ABC. 30m, Sat-
urdays at 7:30 through June 10, then Wednesdays
at 9:30.

1932-35: CasT: Gayne Whitman as Frank Chan-
dler, American-born mystic who had learned the
secrets of the East from a yogi in India and was
known far and wide as Chandu. Margaret Mac-
Donald as Chandler’s sister Dorothy Regent. Bob
Bixby and Betty Webb as Dorothy’s children Bob
and Betty Regent. Music: Felix Mills, later Ray-
mond Paige. DIRECTOR: Cyril Armbrister.
WRITER: Vera Oldham. 1935-36 from
Chicago: CasT: Howard Hoffman as Chandu.
Comelia Osgood as Dorothy Regent. Olan Soulé
and Audrey McGrath as Bob and Betty Lou.
1948-50: CasT: Tom Collins as Chandu. Irene
Tedrow as Dorothy. Lee Millar and Joy Terry as
Bob and Betty. Veola Vonn as the Princess Nadji,
Chandler’s love interest. Luis Van Rooten as
Roxor, a master criminal who aspired to rule the
world. ANNOUNCER: Howard Culver. Music:

Juan Rolando (who took air credit under his Hindu
name, Korla Pandit) on organ.

Chandu the Magician was among the first and
last shows of its kind, in two distinct runs sep-
arated by 12 years of silence. Partners Raymond
R. Morgan and Harry A. Earnshaw were brain-
storming in 1931, looking for a new radio idea,
when Earnshaw mentioned the public’s high in-
terest in magic. They created Frank Chandler,
who would fight the world’s evil forces with oc-
cult powers and a far-reaching crystal ball. Evil
was personified in Roxor, a villain who domi-
nated both runs.

The first 68 chapters told of the search for
Robert Regent, the husband of Chandler’s sister
Dorothy. Regent had vanished in a shipwreck ten
years before, but through his occult powers
Chandler had learned that he might still be alive,
held prisoner all these years by Roxor. Off went
the story to Egypt, where many subplots un-
folded: Chandler’s low-key romance with Nadji
the Egyptian princess; the ill-fated romance be-
tween young Betty Regent and a bedouin beggar;
Dorothy’s mounting fear. The latter was a vital
element, for Chandler’s magic was impotent in
the face of blind fear, and this was his weakness.

It was a traveling series, whisking those first-
generation radio listeners to Monrovia, Algiers,
and other exotic locales in the Middle East.
There were also many fictitious settings—the
gypsy camp in ‘‘Montabania,’’ the lost continent
of ‘“‘Lemuria’’—and these, combined with the
bouncy Oriental music, kept the serial popular in
radio’s early days.

The scripts were written by Vera Oldham, an
office girl who tried out as a writer and became
so essential to the serial’s success that the agency
handling the account rewarded her one year with
an Oriental vacation and a new Studebaker when
she returned. With the serial’s demise, Oldham
continued in radio, writing for the Maxwell
House Show Boat, Those Websters, and other
shows.

Twelve years after the original Chandu folded,
Morgan and some assistants were again brain-
storming in an effort to create a new radio serial.
Someone suggested a revival of Chandu; then it
was suggested that the original production crew
be assembled to work on it. Director Cyril Arm-
brister was in New York, his credits including
such juvenile shows as Land of the Lost and



Terry and the Pirates. Morgan lured him back
to California. Oldham was reactivated for a light
rewrite of the original scripts, to give them a
modern, faster-moving flavor. When the show
came to be sold, the same executive for White
King Soap bought it. Even the gong that had
introduced the original serial was resurrected. It
opened the show, followed by a deep signature:
CHANNNNDOOOO . . . the Magician!

And the serial began, again with the search for
Robert Regent. Thus did Chandu became one of
the last, as well as one of the first, juvenile ad-
venture shows of its kind.

CHAPLAIN JIM, war drama.

BROADCAST HISTORY: April 20-Sept. 4, 1942,
Blue Network. 15m continuation, weekdays at 10:
45 AM.

Sept. 6, 1942-April 22, 1945, Blue/ABC. 30m,
Sundays at 2.

April 29, 1945-June 30, 1946, Mutual. 30m,
Sundays at 2 until Dec. 9; returned Feb. 3, Sundays
at 10:30 aM.

CasT: John Lund as Chaplain Jim, a kindly young
man of the cloth who served in both theaters of
war and occasionally had time, during a home
leave, to help out families of the fighting men with
personal problems. Don MacLaughlin also as Jim,
for much of the run.

Chaplain Jim was a War Department produc-
tion designed to boost homefront morale. Broad-
cast from New York, it told of the problems,
*‘spiritual, moral, and emotional, of your men in
the Army.”” God Bless America was played as a
musical bridge on the organ. Jim often gave
some postshow cheer and advice and closed with
a prayer.

CHARLIE AND JESSIE, serial drama.

BROADCAST HISTORY: Dec. 16, 1940-Jan. 17,
1941, CBS. 15m, three a week at 11 A.M. Camp-
bell Soups. CasT: Donald Cook as Charlie, a
salesman. Diane Bourbon and Florence Lake as his
wife, Jessie. WRITER: Wyllis Cooper.

CHARLIE CHAN, mystery, with the Oriental
detective wizard of the Earl Derr Biggers novels
and a long run of B-grade films beginning in
1931.
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BROADCAST HISTORY: Dec. 2, 1932-May 26,
1933, Blue Network. 30m, Fridays at 7:30; Sat-
urdays near the end: Heard as part of the Esso Oil
Five Star Theater, which featured a different en-
tertainment each weekday night at 7:30. Three
Biggers novels were dramatized in multichapter
30m installments: The Black Camel ran until Jan.
6; The Chinese Parrot Jan. 13-Feb. 24; Behind
That Curtain March 3-May 26. CAsT: Walter
Connolly as Chan.

Sept. 17, 1936-April 22, 1938, Mutual. 15m
continuation, weekdays at 5:15.

July 6-Sept. 28, 1944, NBC, 30m, Thursdays at
7:30; Summer replacement for The Bob Burns
Show. Heard hereafter as The Adventures of Char-
lie Chan. Lever Brothers for Lifebuoy Soap.
CasT: Ed Begley as Charlie Chan. Leon Janney
as his Number One Son.

Oct. 5, 1944-April 5, 1945, Blue Network, 30m,
Thursdays at 7:30. CasT: Ed Begley, Leon Jan-
ney.

June 18-Nov. 30, 1945, ABC, 15m continua-
tion, weekdays at 6:45. CasT: Ed Begley, Leon
Janney.

Aug. 11, 1947-June 21, 1948, Mutual, 30m,
Mondays at 8, Pharmaco. CAsT: Ed Begley and
Santos Ortega as Chan. Leon Janney as Number
One Son. DIRECTOR: John Cole. WRITER:
Alfred Bester.

Radio Life praised Ed Begley’s Charlie Chan
as ‘‘a good radio match for Sidney Toler’s be-
loved film enactment,”’ citing such Chanisms as
‘“These ancient eyes perceive a cartridge of un-
usual caliber’’ as an example of his detecting
demeanor.

CHARLIE WILD, PRIVATE DETECTIVE,
mystery-detective drama.

BROADCAST HISTORY: Sept. 24-Dec. 17, 1950,

NBC, 30m, Sundays at 5:30; Wildroot Cream Oil.

Jan. 7-July 1, 1951, CBS, 30m, Sundays at 6,
Sustained.

CAsT: George Petrie as Charlie Wild, a New York
detective described by Billboard as a ‘‘hard-guy
hero’” with plenty of ‘‘tough talk and vivid simi-
les.”” Kevin O’Morrison as Charlie Wild as of the
move to CBS, Jan. 7. John McQuade as Wild as
of March 25. Since the show was agency-
packaged, the same production crew worked both
network runs. ANNOUNCER: William Rogers.
PRODUCERS: Lawrence White, Edwin Marshall.
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DiIRECTOR: Carlo De Angelo. WRITER: Peter
Barry.

Charlie Wild was a product of the Red Scare,
NBC’s hurry-up attempt to salvage something
when congressional finger-pointing resulted in
the loss of sponsorship for radio’s most popular
detective, Sam Spade. Both Howard Duff (who
played Spade) and author Dashiell Hammett had
been “‘listed’’ in Red Channels, making Spade
sponsor Wildroot Cream Oil increasingly un-
happy. After weeks of indecision, Wildroot
dropped Spade and shifted to a new detective
hero, hopefully cut from the same cloth. The fi-
nal Wildroot Spade show was Sept. 17, 1950.
The following Sunday Charlie Wild premiered
from the opposite coast (New York). Howard
Duff appeared in character on the first broadcast
with a vocal telegram, wishing the new hero
well. It would be Duff’s last radio appearance
for six years, according to Spade historian John
Scheinfeld.

But Charlie Wild had little of the old magic.
Billboard's lukewarm review took note of the
*‘fantastic descriptions of females,”” especially
one with ‘‘green eyes and flame-colored hair”’
who the critic thought might find work as a traf-
fic signal in her spare time. Charlie’s stock in
trade, said Scheinfeld, was ‘‘getting in a knock-
down drag-out brawl every week.”” Curiously,
Charlie stole Sam Spade’s secretary as well as
his livelihood when, at some point in the run,
Effie Perrine moved to New York and became
Wild's girl Friday. The actress who played the
role is uncertain, as no shows have yet surfaced.
Cloris Leachman played it to Kevin O’ Morrison’s
Charlie on a live TV series.

THE CHARLOTTE GREENWOOD SHOW,
situation comedy.

BROADCAST HISTORY: June 13-Sept. 5, 1944,
NBC, 30m, Tuesdays at 10. Pepsodent; summer
substitute for Bob Hope. CasT: Charlotte Green-
wood with Shirley Mitchell, Arthur Q. Bryan,
Matty Malneck’s Orchestra, and Three Hits and a
Miss. PRODUCER: John Guedel. WRITERS;
Ray Singer, Phil Leslie.

Oct. 15, 1944-Jan. 6, 1946, ABC, 30m, Sun-
days at 3 until April 1945, then at 5:30. Hallmark
Cards. CAsT: Charlotte Greenwood as Aunt
Charlotte, a kind and good woman, quick with a

homily or a word to the wise (“‘a man who seeks
gold for its own sake may succeed in making a lot
of money, but he fails to make anything out of
himseif’’). John Brown, Harry Bartell, Eddie
Ryan, Will Wright, Ed MacDonald, Veola Vonn.
Edward Amold sometimes costarred as Mr. Reyn-
olds the lawyer. ANNOUNCER: Wendell Niles.

In the initial NBC series, Greenwood played
a neophyte reporter on a small newspaper, who
aspired to Hollywood stardom. In the regular
season, she lived in ‘‘the little town of Lake-
view,”” where she took over the raising of the
three Barton children (little Robert and teenagers
Jack and Barbara) and tried to keep the Barton
estate solvent. The estate consisted of a heavily
mortgaged house, ‘‘a lunchroom near the high
school that barely pays for itself, and an unpro-
ductive farm.”” A typical sitcom. Edward Amold
often laughed louder than the audience.

THE CHASE, dramatic adventure anthology.

BROADCAST HISTORY: April 27, 1952-June 28,
1953, NBC, 30m, Sundays at 4: transcribed.
CAsT: Many New York radio actors including
Karl Swenson, Lucille Wall, Kermit Murdock,
Larry Haines, Stefan Schnabel, Luis Van Rooten,
Vinton Hayworth, Wendell Holmes, Norman Rose,
Edgar Stehli, Joe DeSantis, Mandel Kramer,
Amzie Strickland, Donald Buka, Bryna Raeburn,
Grant Richards, Ann Thomas, John Gibson, Elaine
Rost, Staats Cotsworth, Sarah Burton, Helen
Claire, Roger DeKoven, Leon Janney, Nelson
Olmsted, Jan Miner, Maurice Tarplin, Ian Martin,
Virginia Payne, Amold Moss, Paul McGrath, Ed
Jerome, Ivor Francis, Bill Quinn. ANNOUNCER:
Fred Collins. CREATOR-WRITER: Lawrence
Klee. DIRECTORS: Walter McGraw, Daniel Sut-
ter, Edward King, Fred Weihe.

The Chase told tales, highly melodramatic and
often improbable, of people on the run. The con-
cept of “‘hunter and hunted’” was built into the
signatures, with the lone bugle of a fox hunt, the
braying of dogs, the sounds of a man running, a
gunshot, and the slowing footsteps and eventual
fall of the victim.

THE CHASE AND SANBORN HOUR, a long
line of various comedy and variety shows spon-
sored by Chase and Sanborn Coffee in the 8 to
9 p.M. hour, Sundays on NBC: a title usually



applied, occasionally implied but always favored
by the sponsor, as Camel Caravan was used by
Camel Cigarettes.

BROADCAST HISTORY: 1929-31, NBC, 30m
Sundays at 8:30; The Chase and Sanborn Choral
Orchestra, a musical-variety series. Near the end
of the run, Maurice Chevalier became the head-
liner, at $5,000 a week, said to be a record for that
time. Beginning in Jan. 1931, violinist Dave Rub-
inoff (billed as *‘Rubinoff and His Violin’’) was a
featured regular.

Sept. 13, 1931-Nov. 25, 1934, NBC, 60m, Sun-
days at 8, The Chase and Sanborn Hour, starring
Eddie Cantor, covered under THE EDDIE CANTOR
SHOW.

Dec. 2, 1934-March 17, 1935, NBC. 60m, Sun-
days at 8, The Opera Guild, a concert broadcast
with Deems Taylor, host.

March 24, 1935-Sept. 13, 1936, NBC, 60m,
Sundays at 8, Major Bowes’ Original Amateur
Hour, covered under that title.

Jan. 3-May 2, 1937, NBC. 60m, Sundays at 8,
Do You Want to Be an Actor?, with Haven
MacQuarrie. Also heard Dec. 5, 1937-Feb. 20,
1938, 30m, Sundays at 10:30.

May 9, 1937-Dec. 26, 1948, NBC, Sundays at
8; 60m until 1939, then 30m. The Chase and San-
born Hour, with Edgar Bergen and Charlie Mc-
Carthy; also titled The Charlie McCarthy Show,
covered under THE EDGAR BERGEN-CHARLIE
MCCARTHY SHOW.

So well remembered was Edgar Bergen in his
Chase and Sanborn role that the company initi-
ated a yearly remembrance on NBC in the 1960s
with Bergen and his dummy Charlie McCarthy
as ‘‘hosts.”” Writer Carroll Carroll put the spe-
cials together from old transcriptions, with Ber-
gen supplying the narration. The Chase and
Sanborn 100th Anniversary Show aired Nov. 15,
1964; the I0Ist Anniversary (saluting Fred Al-
len) Nov. 14, 1965; the 102nd Nov. 13, 1966.
Records of these shows have become collectors’
items.

CHEERIO, readings, talk, sunny philosophy.

BROADCAST HISTORY: 1925, KGO, San Fran-
cisco; first broadcast said to be June 22.
March 14, 1927-June 14, 1937, NBC, 30m, six
a week at 8:30 A.M.
Sept. 29-Dec. 29, 1936, NBC. 15m, Tuesdays.
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Cheerio’s Musical Mosaics. Sonotone Hearing Aid
Company.

Sept. 26, 1937-April 14, 1940, Blue Network.
30m, Sundays at 10:30 Sustained.

Cheerio was the name taken on the air by
Charles K. Field, a cousin of poet Eugene Field
who became one of radio’s most optimistic dis-
pensers of good tidings. He began with only a
book of poems, given him by his mother, and a
cultivated talent as a toastmaster. His wakeup
greeting, ‘‘Good morning, this is Cheerio,’” was
a well-known salutation in the Bay Area in the
mid-1920s. In 1927 he moved to New York,
where his half-hour organ-and-talk series was a
morning mainstay on NBC. For much of his ca-
reer he broadcast anonymously, refusing inter-
views and declining to have his picture taken in
the hope that his audience would form their own
mental images. He lived on family money, re-
fused to take a fee, and donated most of what
was paid him to charity. Four canaries were
heard as background in his shows, which also at
times included singers and an orchestra. His au-
tobiography, The Story of Cheerio, was pub-
lished by Doubleday in 1936.

CHEERS FROM THE CAMPS, wartime va-
riety.

BROADCAST HISTORY: June 9-Sept. 22, 1942,
CBS, 60m, Tuesdays at 9:30, A cooperative effort
between sponsor General Motors, the War De-
partment, and the USO to highlight the talents of
actors, musicians, writers, singers, and composers
in the service. The show moved to different camps
each week.

THE CHESTERFIELD QUARTER-HOUR,
dance music.

BROADCAST HISTORY: 1931-32, CBS, Five a
week at 10:30. ANNOUNCERS: Ken Roberts,
Frank Knight. SoLOI1STS: Alexander Gray, bar-
itone; Ruth Etting; the Boswell Sisters. ORCHES-
TRA: Nat Shilkret.

1932-33, CBS. Twice a week at 9. SINGER:
Ruth Etting. ORCHESTRA: Lennie Hayton.

*‘Lady Nicotine’s newest baby,’” as the Forum
described the arrival of this ‘‘quarter-hour dance
series.’”’ These were popular for a season; then
their sponsors again shifted budgets into longer
variety shows.
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THE CHESTERFIELD SUPPER CLUB, mu-
sical variety.

BROADCAST HISTORY: Dec. 11, 1944-Sept. 2,
1949, NBC, 15m, weeknights at 7. FEATURED
soLO1sTS: Perry Como (Mondays—Wednes-
days—Fridays); Jo  Stafford  (Tuesdays,
Thursdays); Peggy Lee (Thursdays beginning in
1948, when Stafford cut back her schedule). Vocal
groups: Mary Ashford and the Satisfiers, an aggre-
gation whose name was derived from the much-
used slogan of sponsor Chesterfield Cigarettes—
‘‘they satisfy.”” The Fontane Sisters (Geri, Bea,
and Marge). GUEST STARS: Frankie Laine, Mel
Blanc, the King Cole Trio, Arthur Godfrey, etc.
ANNOUNCERS; Martin Block, Tom Reddy. OR-
CHESTRA: Ted Steele, Sammy Kaye, Lloyd
Shaffer, Glenn Miller (led by Tex Beneke); Mitch-
ell Ayres on Como dates of the late 1940s. Staf-
ford’s husband Paul Weston for her Tuesday show;
Lee’s husband Dave Barbour on Thursdays.

Sept. 8, 1949—June 1, 1950, NBC, 30m, Thurs-
days at 10; ANNOUNCER: Tom Reddy. SoLoO-
1ST: Peggy Lee. GUESTS: Buddy Clark, Johnny
Mercer, etc. ORCHESTRA: Dave Barbour.

The Chesterfield Supper Club was the final
successor to Fred Waring’s Chesterfield Time
(NBC, 1939-44) and Johnny Mercer’s Chester-
field Music Shop (1944). The theme was Smoke
Rings, a seductive invitation to relax ‘‘while a
Chesterfield burns.’”

THE CHICAGO THEATER OF THE AIR,
operetta.

BROADCAST HISTORY: 1940; WGN, Chicago;
first heard May 9.

Oct. 5, 1940-May 7, 1955, Mutual. 60m, Sat-
urdays at 10(at 9, 1941-44),

CAsT: Marion Claire, soprano, resident prima donna
ca. 1940-47. Leading men during her reign in-
cluded James Melton, Morton Bowe, Thomas
Hayward, Thomas L. Thomas, Richard Tucker,
Conrad Thibault, Jan Peerce, Igor Gorin. LATER
CasT: Graciela Rivera, Ann Ayars, Jane
Lawrence, Selma Kaye, Winifred Heidt, Giorgio
Tozzi, Andzia Kuzak, Dorothy Staiger, Attilio
Baggiore, Ruth Slater, Bruce Foote, Earl Willkie,
Allan Jones, Robert Merrill, etc. DRAMATIC
CAST: Bret Morrison, Betty Winkler, Marvin Mil-
ler, Willard Waterman, Barbara Luddy, Les
Tremayne, Betty Lou Gerson, Rita Ascot, many

others from the Chicago radio pool. COMMEN-
TATOR: ‘‘Col.”” Robert R. McCormick. OR-
CHESTRA: Henry Weber. CHORAL
DIRECTOR: Robert Trendler. DIRECTORS:
William A. Bacher, Jack LaFrandre, Joe Ainley,
etc.

The Chicago Theater of the Air grew out of a
listener survey conducted by WGN in 1940,
which revealed that large blocks of its audience
appreciated the music of opera and the escapism
of drama. The two were combined in a long-

running series of popular operettas. The original
works were carefully translated into English by
George Mead and Thomas P. Martin, and the

melodies—already familiar to the mass audi-

ence—were backed up by strong storylines. The

goal was to create a 60-minute broadcast that lost
no essential plot ingredients or any of the im-

portant music.

Soloists came from the stages of the Metro-

politan Opera, the San Carlo Opera Company,
and the Chicago Civic Opera Company. As

many as 100 artists assembled for the individual
broadcasts—soloists in center stage, the dramatic

cast on the left, the 30-voice chorus on the right.
The orchestra was taken from the ranks of the
Chicago Symphony. Conductor Weber initially
gave commentaries at intermission, a job later
assumed by Robert R. McCormick, publisher of
the Chicago Tribune, which owned WGN. Mc-
Cormick gave a dry history lesson, usually of

five-to ten-minute duration. Included among the

featured operettas were The Vagabond King, The

Chocolate Soldier, Madame Butterfly, The Merry
Widow, Carmen, The Student Prince, and other

such evergreens.

CHICK CARTER, BOY DETECTIVE, juve-
nile serial adventure.

BROADCAST HISTORY: July 5, 1943-July 6,

1945, Mutual, 15m, weekdays. CasT: Bill Lipton
as Chick Carter, adopted son of Nick Carter, fa-
mous detective hero of fiction and radio. Leon Jan-
ney as Chick beginning mid-1944. Jean and
Joanne McCoy, sisters, as Chick’s friend Sue. Gil-
bert Mack as Chick's friend Tex. Stefan Schnabel
as the Rattler, the series villain. WRITERS: Wal-
ter Gibson and Ed Gruskin, Nancy Webb, Fritz
Blocki.

CHILD’S WORLD, conversation with chil-
dren.



BROADCAST HISTORY: Oct. 26, 1947-June 27,
1949, ABC, 30m, Sundays at 7 until March 1948,
then Thursdays at 10 until March 1949, then Mon-
days at 9:30. CREATOR-HOSTESS: Helen Park-
hurst, a noted educator who had worked in the
Montessori system and later founded the progres-
sive Dalton School.

Child’s World was a free and unrehearsed talk
show, designed to ‘‘educate parents through the
wisdom of their own children.”” Widely lauded
for its insights into the terrors and joys of child-
hood, it offered a platform to children aged 4 to
15, from all races, nationalities and economic
backgrounds. Hostess Parkhurst chose the sub-
jects: beyond that, the children were free to ex-
press themselves in their own words and
thoughts. Their comments were wire-recorded in
Parkhurst’s New York apartment and later used
on the air. There was no attempt to hide the mi-
crophones, though the engineer was hidden away
in another room to promote spontaneity. Among
the topics were: teachers, playing hookey, God,
jealousy, death, babies, and *‘being Negro.”’

CHIPS DAVIS, COMMANDO, war adventure.

BROADCAST HISTORY: July 18, 1942-Oct. 9,
1943, CBS. 30m, Saturdays at 8:30 until Oct. 1942,
then Sundays at 7 until July 1943, then Saturdays at
5:30. CasT: Clayton ‘‘Bud” Collyer as Chips Da-
vis, ‘‘an American in Britain’s famous fighting
unit.”” Music: Charles Paul on organ. PRO-
DUCER: Bob Shayon. DIRECTOR: John Dietz.

A CHRISTMAS CAROL, annual broadcast of
Charles Dickens’s classic story.

BROADCAST HISTORY: Heard each Christmas, in
various lengths and formats, mostly on CBS, be-
ginning Dec. 25, 1934, until Dec. 20, 1953.

A Christmas Carol with Lionel Barrymore was
perhaps radio’s best-loved single program. For
the 1934 premiere, CBS made a party of it, block-
ing out almost three hours of its Christmas after-
noon schedule for the play and other acts.
Alexander Woollcott was master of ceremonies,
and Beatrice Lillie appeared in support. Barry-
more’s portrait of the miser Ebenezer Scrooge
was coveted thereafter. On Dec. 25, 1935 and
1937, the show was sponsored on CBS by Camp-
bell Soup. Barrymore’s wife died in 1936; his
brother John played the role that year on the CBS
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Hollywood Hotel. Barrymore was absent for the
Dec. 23, 1938, Campbell Playhouse broadcast;
Orson Welles played Scrooge that year, but Bar-
rymore returned to the CBS-Campbell micro-
phone Dec. 24, 1939, and again Dec. 20, 1940. He
crossed to NBC for the Dickens classic on The
Rudy Vallee Show for Sealtest in 194142, both
shows airing Christmas Eve. From 194347, the
sketch was offered on Barrymore’s own show,
Mayor of the Town, during the Christmas week
broadcasts for Noxzema. On Dec. 25, 1948, it was
part of a two-hour CBS special, with many sur-
rounding acts and guest stars. In 1949-50, it was
heard on Mutual; 1951 by transcribed syndica-
tion; on The Hallmark Playhouse Dec. 21, 1952,
and The Hallmark Hall of Fame, Dec. 20, 1953.
Until his death, Nov. 15, 1954, Barrymore cap-
tured as did none other the essence of ‘‘that grasp-
ing, clutching, conniving, covetous old sinner,
Ebenezer Scrooge.”

Edmund Gwenn, Ronald Colman, and Basil
Rathbone also tried it at various times. In 1936
Gracie Allen offered her version on the Burns
and Allen Dec. 23 broadcast. Spoofs were heard
on such diverse series as Dick Powell’s Richard
Diamond, Private Detective and the James Stew-
art western The Six Shooter.

CIMARRON TAVERN, juvenile adventure se-
rial.

BROADCAST HISTORY: April 9, 1945-Sept. 27,
1946, CBS. 15m, weekdays at 5:30. CasT: Paul
Conrad as Star Travis, a Kentucky-bomn Indian
scout (real name Moming Star) who rode a coal-
black Thoroughbred stallion, named Raven in
honor of Sam Houston. Chester Stratton, Ethel Ev-
erett, Stephen Courtleigh, Ronald Liss. AN-
NOUNCER: Bob Hite. DIRECTOR: John Dietz.
WRITER: Felix Holt.

This serial was billed as ‘‘the gateway to the
Old West.”” The juvenile hero was Randy Mar-
tin, who rode with scout Star Travis on the
“‘trails of adventure.’”” Randy, whose family had
been killed by Indians, had come to live at Ci-
marron Tavern, a watering hole in Oklahoma run
by Ma and Pa Buford.

THE CINNAMON BEAR, children’s fantasy.

BROADCAST HISTORY: 1937, transcribed syndi-
cation, repeated yearly in many markets because
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of its universal appeal to children. 26 15m chap-
ters, usually beginning just before Thanksgiving
and ending just before Christmas. At this writing,
the transcriptions are being prepared for new na-
tional syndication, with more than 100 stations
signed.

CAsT: Barbara Jean Wong as Judy Barton; she and
her brother Jimmy are the central characters (the
actor who played Jimmy is unknown). Verna Fel-
ton as Mother Barton. Buddy Duncan as the Cin-
namon Bear. Joseph Kearns as the Crazy Quilt
Dragon. Hanley Stafford as Snapper Snitch the
Crocodile. Howard McNear as Samuel the Seal
and as Slim Pickins the Cowboy. Elvia Allman as
Penelope the Pelican. Elliott Lewis as Mr. Presto
the Magician. Lou Merrill as Santa Claus. Frank
Nelson as Captain Tin Top. Cy Kendall as Captain
Taffy the Pirate and as the Indian Chief. Gale Gor-
don as Weary Willie the Stork and as the Ostrich.
Ted Osbome as Professor Whiz the Owl. Joe
DuVal as Fe Fo the Giant. Martha Wentworth as
the Wintergreen Witch. Dorothy Scott as Fraidy
Cat. Ed Max as Assistant Blotto Executioner. Rosa
Barcelo as Queen Melissa. Lindsay MacHarrie as
Wesley the Whale and others. Bud Hiestand, nar-
rator, also played several roles. VocALs: The
Paul Taylor Quartet. ORCHESTRA: Felix Mills.
Music: Don Honrath, lyrics by Glanville Heisch.
CREATOR-WRITER: Glanville Heisch. Di-
RECTOR: Lindsay MacHarrie.

The Cinnamon Bear was set in a world of fan-
tasy, where giants, pirates, dragons, and witches
lived. The story began in the home of Judy and
Jimmy Barton. Searching their attic for the Silver
Star, traditional ornament for the top of their
Christmas tree, they meet Paddy O’Cinnamon, a
stuffed bear come to life. The Cinnamon Bear
introduces himself with a lovely fantasy song
that becomes the serial’s theme:

I'm the Cinnamon Bear with the shoe-button

eyes

And I'm looking for someone to take by sur-

prise

I go prowling and growling each night after

dark

But the folks say my growl's just a cinnamon

bark

Though I growl—grr-rah!

And I growl—grr-rooh!

My victims only say

Oh, who'’s afraid of you?

From the Cinnamon Bear, Judy and Jimmy learn
that the Silver Star has been stolen by the Crazy
Quilt Dragon, who has escaped to Maybeland.
They learn to ‘‘de-grow,” shrinking to a height
of four inches, and go through a crack in the wall
to a world of make-believe. The chase begins in
Paddy’s airplane, powered by soda pop gasoline.
The quest will take them into the Looking Glass
Valley and across the Root Beer Ocean to the
land of the Inkaboos, where the penalty for tres-
passing is to be thrown into a large black ink-
well. There are melodious and catchy tunes
along the way—~Never Say Boo to a Crazy Quilt
Dragon, The Wailing Whale, The Cockleburr
Cowboys from Lollypop Hill, and others—and
many magical adventures in such places as the
Wishing Woods and Marshmallow Meadows be-
fore the Silver Star is returned.

" An advocacy group, the Cinnamon Bear Bri-
gade, operates in Portland, Ore., and claims 400
members nationwide. The outstanding cast was
identified by Frank Nelson, with additional
names supplied by SPERDVAC, the oldtime ra-
dio society of Southern California. But the actor
who played the male lead, Jimmy Barton, eludes
them all. Not even the most ardent Cinnamon
Bear advocates have been able to supply his
name.

THE CIRCLE, provocative talk by Hollywood
stars.

BROADPCAST HISTORY: Jan. 15-July 9, 1939,
NBC. 60m, Sundays at 10. Kellogg’s Corn Flakes.
CasT: Ronald Colman, Carole Lombard, Cary
Grant, Lawrence Tibbett, and Groucho and Chico
Marx in the original “‘Circle.”” Basil Rathbone re-
placed Colman in Feb.; Madeleine Carroll later
added. Music: Robert Emmett Dolan, orchestra,
and a singing group, the Foursome. CREATOR:
George Faulkner of J. Walter Thompson. DIREC-
TOR: Cal Kuhl. WRITERS: George Faulkner,
Carroll Carroll.

The Circle was a talk show elaborate beyond
anything ever attempted. The stars were temper-
amental, difficult to control, and very expensive.
Writer Carroll Carroll called it ‘‘radio’s most ex-
pensive failure.”” Time thought it ‘‘the most rev-
olutionary idea since Charlie McCarthy.”” The
show would bring together ‘‘the elect of the en-
tertainment world’”’ to discuss in a heavily
scripted but spontaneous-sounding hour ‘‘any-



thing under the radio sun: poetry, music, drama,
death, taxes, fur coats’’—all the topics that
might be expected to ‘‘come up’’ naturally at a
social gathering of such luminaries. Colman and
Grant were obviously cerebral talents; Lombard
and the Marx Brothers, though popularly known
as madcaps, were keenly respected intelligences
among the Hollywood elite. Kellogg’s Comrn
Flakes, the unlikely sponsor, would budget more
than $2 million for the first year, with the stars
each earning $2,000-$2,500 a week. There
would also be at least one major guest on each
show, who might be a singer or a musician able
to fit into the dialogue as well as perform.

The audience heard Lombard explain why
women were more practical than men, thus better
suited to run the world. Colman recounted (with
digs at a modern country ‘‘which shall be name-
less’”) the trial and condemnation of Socrates be-
cause he dared to criticize his government. Grant
explained, ‘‘by chanting the federal radio law
with Gregorian solemnity,”” why interruptions
for station identification were necessary. Early
guests included pianist José lturbi and play-
wright Noel Coward, who ‘‘upstaged everybody
and gave Carole stage fright’’ (Time).

Trouble began in the second month. Colman
quit on a week when Lombard, Grant, and Tib-
bett were scheduled off. Basil Rathbone was
lured in, becoming a member, and Grant was
persuaded to cancel his night off and come in
anyway. The show went on, Time reported, ‘‘dis-
tinguished mainly by the singing of Negro con-
tralto Marian Anderson.”” The problem, said
Carroll Carroll in his memoir, was the lack of
control. Each star was given carte blanche ap-
proval over his or her segment or appearance.
‘It might have worked if actors weren’t all chil-
dren,”” Carroll wrote. But ‘‘each week they’d all
phone each other and ask, ‘Are you going to be
on next Sunday? Oh no? Well, then, I don’t think
I will either.” ** Thus was the concept defeated.
““They all appeared together almost all the time,
and the money ran out fast, fast, fast! There was
either a feast or a famine, and when the famines
came they were deadly.”’

THE CISCO KID, juvenile western adventure.

BROADCAST HISTORY: Oct. 2, 1942-Feb. 14,
1945, Mutual. 30m, mostly Fridays at 8:30 until
Jan. 1944, then Saturdays at 8:30 until Oct. 1944;
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then Wednesdays at 9:30. CAST: Jackson Beck as
the Cisco Kid, ‘‘O. Henry’s beloved badman who
rides the romantic trail that leads sometimes to ad-
venture, often to danger, but always to beautiful
sefioritas.’”” Louis Sorin as Pancho, his fat comedic
sidekick. Support from prominent New York radio
people: Vicki Vola, Bryna Raeburn, etc. AN-
NOUNCER: Michael Rye (Rye Billsbury). Di-
RECTOR: Jock MacGregor.

1946, Mutual-Don Lee, regional. 30m, Mon-
days, Wednesdays, and Fridays at 7:30 Pacific
time. CAST: Jack Mather as Cisco. Harry Lang
as Pancho. PRODUCER: J.C. Lewis. WRITER:
Larry Hays.

1947-56, 30m, transcribed syndication. CAST:
Jack Mather, Harry Lang.

The Cisco Kid was a Mexican adventurer, an
outlaw who victimized the rich and the greedy.
Jackson Beck and Louis Sorin, in the Mutual
series, exchanged an Americanized Mexican di-
alect. “‘Oh, Ceesco, perhaps they weel keel
heem,” Pancho would say in despair. Usually,
however, Cisco and Pancho themselves were on
the run from the law. ‘‘A favorite plot is to have
the sheriff and his posse suspect Cisco and Pan-
cho,”” said Radio Life in 1947, when the series
had moved to California to be recast. ‘‘The two
perpetuate the hoax so the real cowboy-crooks
will let down their guard.”’

The camaraderie of the trail was a constant.
To Cisco, Pancho was ‘“‘Chico,’’ and their alle-
giances were first and foremost to each other.
Though Cisco would often scold his partner for
stupidity, no other man was allowed to denigrate
his friend. Cisco was a fighter, a formidable foe
with fists or guns. The fights, especially in the
Jack Mather syndications, were wildly verbal,
with Cisco and Pancho jabbering away even
in the thick of fisticuffs. And now, hombre, we
shall see if you are as tough as your words!
(Punch-punch-punch) Ah’ll kill you, Cisco!
(Punch-pummel-pound) Oh, I think not! (Punch-
punch-slug) Ceesco! Behind you! (Jab, dance,
punch-punch) I see him, Pancho! And now it is
time to show these hombres that the Cisco Kid
means exactly what he says! A furious finish,
with more chatter, punches, and broken chairs,
and the final sound of a badman taking a fall.
These fights today are hilarious, like a B-movie
western in which the hero never loses his
hat.
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The opening was pure radio: a sound of racing
hoofbeats, then gunshots, then the urgent cries of
the heroes:

Ceesco! The shereef, he ees getting closer!

Thees way, Pancho, vamanos!

And the closings were also done to formula.
There was always a sefiorita, and Cisco always
collected his kiss. Said Radio Life: ‘‘For each
dark-eyed conquest he has a string of pearls
(‘they belonged to my sainted mother’) and a
kiss before he rides off with Pancho into a blaz-
ing desert sunset.”’ Up came the dreamy organ
music: the sefiorita would breathe, ‘‘Ooooooh,
Cisco!”’ and Cisco would answer ‘‘Ooooooh, se-
fiorita!’’ The action would cut to the trail, with
Cisco and Pancho riding away on their horses,
Diablo and Loco. There was always a terrible
closing pun by Pancho, with Cisco reacting in
great disgust.

Oh, PAN-CHO!

Oh, Ceesco!

Whooping laughter, galloping horses, and out.

CITIES SERVICE CONCERTS, music.

BROADCAST HISTORY: 1925-26, trial broadcasts
in local New York market.

Feb. 18, 1927-Jan. 16, 1956, NBC. 60m until
1940; then 30m. Fridays at 8, 1927—49; then Mon-
days at 9:30. This series, one of the longest-
running programs in radio history, was heard under
several titles: The Cities Service Orchestra, 1920s;
The Cities Service Concerts until 1944; Highways
in Melody, 1944-48; and The Cities Service Band
of America, 1948-56. CAST: Jessica Dragonette,
soprano, 1930-37; Frank Parker; Lucille Manners;
Ross Graham; the Cavaliers. ANNOUNCERS:
Graham McNamee, 1927; Ford Bond for many
years. MUSICAL DIRECTORS: Edwin Franko
Goldman, 1927; Rosario Bourdon, June 1927—Feb.
1938; Frank Black, 1938-44; Paul Lavalle, 1944—
56.

The premise behind the Cities Service Con-
certs never changed: that good music, be it Star-
dust or Sibelius, would always attract an
audience. Initially it was an hour-long display of
brass music by Edwin Franko Goldman, whose
cornet-happy group offered lively, if predictable,
concerts. With the arrival of Rosario Bourdon in
mid-1927, the emphasis shifted from brass to
strings: the large aggregation of 30-plus pieces
was decidedly more symphonic, and new vocal

acts such as the Cavaliers quartet were inserted.
But the show truly came of age in 1930, with
the arrival of Jessica Dragonette.

Dragonette was born in Calcutta, India, in
1910. In New York in her youth she studied with
Estelle Liebling, who determined that her voice,
though lovely and clear, was too thin for the con-
cert career she had planned. Liebling suggested
radio: Dragonette auditioned at WEAF and was
scheduled to sing Oct. 26, 1926, when, *‘still a
schoolgirl in pigtails’’ by one account, she gave
her first air performance. She was ‘‘over-
whelmed’’ by the response—*‘an armload of let-
ters”’ from her listeners—and decided at once
that radio was her life. *“The lack of established
tradition appealed to me,”’ she would recall years
later in her memoir Faith Is a Song. *‘1 would
create and help mold the new medium of ex-
pression, instead of following the accustomed
practices of the theater.”

Soon she was broadcasting on NBC. She was
fascinated as the radio business changed before
her: *“The whole picture was a seething mass of
increasing cell growth—technical, financial, ed-
ucational, historical, world-shaking.”’ The ‘‘re-
gion behind the microphone’’ became real to her
as she corresponded with her public. She began
to dress in formal gowns for her broadcasts.

She began to act, taking on the speaking parts
as well as singing the roles of light operettas.
She played Vivian, the Coke girl, anonymously,
in a half-hour serial for Coca-Cola. Letters began
comparing Vivian’s voice to that of the rising
soprano Jessica Dragonette. By 1927 she had a
contract with Philco and a five-year pact with
NBC. She was inserted into Philco Theater
Memories, then the pioneering Philco Hour.
Critics were calling her ‘‘the Jenny Lind of the
air,”” and Nora Bayes christened her ‘‘the girl
with the smile in her voice.”” By 1929 she was
one of radio’s true made-at-the-microphone
stars.

But The Philco Hour was moving to CBS,
leaving Dragonette a conflict. Her contract with
NBC prevailed, and she was inserted into the
Cities Service show as of Jan. 3, 1930. Her rep-
ertoire grew to include 500 songs. ‘‘We never
repeated a number in under six months’ time,”’
she would write. ‘‘Of the seventeen selections
(in a given hour), I was usually involved in
eight—solos, duets, features with the quartet,
singing operatic arias, classics from the song lit-



erature of the world, operetta music, ballads, and
the best of the popular songs, concluding with a
hit of the week—a precursor to the Hit Parade.”’

During her reign, the show drew ratings in the
mid-20s, far beyond the reach of most concert
offerings. Her popularity by 1933 was on a plane
with Amos 'n’ Andy, Eddie Cantor, and Rudy
Vallee. She was among the first American good-
will ambassadors of song to Latin America and
was featured on early experimental television
broadcasts of the late *20s. Her tenure with Cities
had an aura of permanence.

When it came, the split between Dragonette
and the Cities Service Concerts was painful and
shocking. Behind the scenes her disenchantment
had been growing. She was distressed when
Frank Parker left the show for The Jack Benny
Program. Their duets had been sensational, but
Cities refused to pay the tenor more than his
wecekly base salary as a member of the Revelers
Quartet. She had argued his cause without suc-
cess. She was further disturbed when Cities cut
its programs off the network’s West Coast out-
lets. Now people in Los Angeles and San Fran-
cisco “‘had to get me by way of Denver, or by
shortwave.”” But the crux of her discontent was
the unwillingness of Cities and NBC to build
speaking roles into her concerts. She longed
to act as well as sing, but nothing came
of it.

Cities began auditioning sopranos, another an-
noyance. In 1936 her sister and business man-
ager, Nadea Dragonette Loftus, noticed that her
current contract contained no option clause. Was
this an oversight, or had it been left out inten-
tionally? At the same time, Dragonette was being
ardently pursued by Palmolive Soap, which had
offered to double her weekly salary to $2,500
and give her a major voice in shaping a proposed
new series of operettas, soon to be aired.

Dragonette decided to take the Palmolive job
when her Cities contract expired early in 1937.
Palmolive insisted that it all be kept quiet, and
Dragonette signed their contract, unaware, she
wrote in her memoir, that The Palmolive Beauty
Box Theater was being readied for CBS. NBC
executives, when they learned of the deal, were
first surprised, then furious. They issued a re-
lease, usurping the coming Palmolive announce-
ment, claiming that Dragonette had been fired
from Cities Service Concerts in favor of new tal-
ent. Industry scuttlebutt ignited spontaneously:
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rumors spread that she had made outrageous
contract demands and had begun believing her
own press notices. Her release date was Feb. 5,
1937; she was replaced by Lucille Manners, who
had been auditioning for the job and had filled
in for Dragonette during the 1936 vacation
break. A cry of outrage arose from Dragonette
partisans. Some boycotted Cities; some threat-
ened to boycott all of radio until she returned. In
the ensuing years, opinion was divided over
where the blame belonged. The most prevalent
theory is that NBC conspired to wreck her ca-
reer, a charge the network always denied.

The failure of the Palmolive Beauty Box The-
ater prompted her to retire from radio in 1937.
She appeared as a guest soloist on select shows
thereafter, among them The Magic Key and The
Ford Sunday Evening Hour, but the great years
of her radio stardom were finished. Eventually
she found her way into another series, the CBS
Saturday Night Serenade, in 1944. In 1952 she
was invited to Carnegie Hall as part of Cities’
25th anniversary celebration; she accepted and
sang, apparently putting old resentments to rest.
She was never forgotten by her fans. Her pop-
ularity, even in her years off the air, was never
in doubt. In open-air concerts she drew as many
as 150,000 people. Her autobiography would re-
veal little if any pretension: she recounted her
triumphs and her disappointments in the same
steady voice. She died in 1980.

As for the remaining two decades of the Cities
Service show, it was business as usual. Ford
Bond was its longtime voice at announcer. In
addition to music, there was frequent talk, a
guest interview segment beginning May 19,
1933, with an appearance by Amelia Earhart on
the anniversary of her flight across the Atlantic.
Louis McHenry Howe often spoke, beginning
Dec. 8, 1933, on national affairs. Ford Bond be-
gan his baseball commentaries that year, which
gave way to Grantland Rice with football talk as
summer blended into autumn.

Lucille Manners, Dragonette’s replacement,
had been a stenographer in a law office in an
earlier career. She studied voice at night, broke
into radio, and remained with Cities Service for
many years. A prominent male soloist was Rob-
ert Simmons, who, like Parker and another Cities
alumnus, James Melton, came out of the Rev-
elers Quartet. By 1939 Ross Graham was the
featured baritone; the singing group was called
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the Cities Service Singers. In 1942 the regulars
were Manners, Graham, and maestro Frank
Black, who selected all the music and planned
the show weeks in advance. In 1944, with the
arrival of Paul Lavalle as bandmaster, the show
became Highways in Melody. Lavalle brought
the series full circle, returning to the brass band
sound a few seasons later as The Cities Service
Band of America. By then few listeners knew
that they were hearing the last remnant of a true
radio pioneer.

THE CITY, impressionistic drama.

BROADCAST HISTORY: Feb. 2-Aug. 3, 1947,
CBS Pacific Network. 30m, Sundays at 5, Pacific
time. NARRATOR: Frank Goss. PRODUCER:
Sterling Tracy. WRITERS: E. Jack Neuman, Stu
Novins, Beth Barnes, etc. Music: Wilbur Hatch,
Lucien Moraweck. SOUND EFFECTS: Harry
Essman.

The city was personified in this dramatic se-
ries, a difficult goal to attain without sacrificing
listener interest. In one story, the focus was on
a group of office people. The listener soon
learned that one of the elevators was faulty and
that someone—the janitor, the scientist, the
blackmailer, the detective, the stenographer—
was about to fall to his death. As the climax
approached, the sounds of the city blended in
and became one with the action.

CITY DESK, newspaper thriller drama.

BROADCAST HISTORY: Jan. 2-Sept. 27, 1941,
CBS. 30m, Thursdays at 8:30 until July, then Sat-
urdays at 8:30. Colgate-Palmolive. CAST: James
Meighan and Gertrude Warner as Jack Winters and
Linda Webster, reporters who ‘‘scoop the town,
uncovering crimes that inevitably bafflie the po-
lice.”’” Jimmy McCallion as a character named Ca-
ruso. Ethel Owen as Mrs. Cameron. Geoffrey
Bryant as editor Dan Tobin. Music: Charles Paul
on organ. DIRECTORS: Kenneth W. MacGregor,
Himan Brown. WRITERS: Frank Gould, Frank
Dahm, Stuart Hawkins.

CLARA, LU, AND EM, serial drama; radio’s
first soap opera.

BROADCAST HISTORY: 1930, WGN, Chicago;
first broadcast June 16.
Jan. 27, 1931-Feb. 12, 1932, Blue Network.

15m continuation, Tuesday through Saturday
nights at 10:30. Colgate-Palmolive.

Feb. 15, 1932-March 23, 1934, Blue Network.
15m, weekdays at 10:15 A.M. Colgate-Palmolive,
Super Suds.

March 26, 1934-Jan. 10, 1936, NBC. 15m,
weekdays at 10:15 A.M. Off the air July-Oct. 1935,
returned at 5:45. Super Suds.

June 26-Sept. 4, 1936, Blue Network. 30m, Fri-
day nights at 9:30. Frigidaire.

June 8-Dec. 4, 1942, CBS. 15m, three a week
at 11 A.M. Pillsbury.

1945, transcribed syndication.

1930-36: CasT: Louise Starkey as Clara Roach,
a family woman who lived in one side of a duplex
apartment. Isobel Carothers as Lulu Casey, a
widow who lived in an apartment upstairs with her
daughter Florabelle. Helen King as Emma Krue-
ger, another family woman who lived on the op-
posite side of the duplex. ANNOUNCERS: Jean
Paul King, Gene Hamilton. Music: (1936 eve-
ning series) Ted Fio Rito.

1942: CAsT: Louise Starkey as Clara. Harriet Al-
lyn as Lu. Helen King as Em. ANNOUNCER:
Bret Morrison.

(1945 sYNDICATION): CasT: Fran Allison as
Clara. Dorothy Day as Lu. Harriet Allyn as Em.

Clara, Lu, and Em began as a skit in a sorority
house at Northwestern University around 1925.
Urged by their classmates to put it on radio, the
three creators—Louise Starkey, Isobel Caroth-
ers, and Helen King—went to WGN, Chicago,
wheedled a timeslot, and did their first broad-
casts gratis. By January 1931 they had attracted
enough local attention to go on NBC. For a year
it was an evening series, moving to the daytime
schedule for Super Suds Feb. 15, 1932, and be-
coming the first soap opera in broadcast history.

The skirts put on by the three young women
bore little resemblance to what would quickly
become standard soap opera fare. It was a gentle
show about three women in a small-town duplex
who, once a day, got together to talk about their
world and the world at large.

Like other early network serial dramas, it was
lightly scripted, heavily improvised, and almost
wholly conversational. Other characters came to
life almost exclusively through the chatter of the
principals, rather than by appearing at the mike.
If a script ran short, the actresses improvised,
often gossiping their way to the end.




They talked current affairs. An interesting
item in the evening newspaper might be brought
up on the next day’s show. They carped about
the melons down at the grocery store; they
griped about the prices of meat and tomatoes.
They talked of things they wanted to do when
they retired. Clara wanted to be a fine cook. Lu
wanted to live in a real house and make hooked
rugs. Em wanted to travel.

Mostly they talked about their lives. Emma and
her husband Ernest were the parents of six chil-
dren. Em was neglected by Ernest, whose general
irresponsibility was one of the show’s recurring
themes. Ernest was usually out of work, his mat-
tress business having folded. Clara’s husband
Charley was a mechanic in a garage. They had
three sons. As Clara would often say of her Char-
ley, ‘‘He’ll never set the world afire, but if it was
to catch fire he’d be right there with a bucket to
help put it out.”” Lu was often described as puck-
ish, with a playful spirit.

In addition to being the first daytime serial,
Clara, Lu, and Em is believed to be the first to
offer a premium. For a Super Suds boxtop, a
listener would be sent a spoon from the 1933
Chicago World’s Fair.

The sudden death of Isobel Carothers in 1936
sent the show into limbo. Starkey and King de-
cided not to continue without her. Six years later
they attempted a comeback on CBS, with an-
other Northwestern classmate, Harriet Allyn. But
the humor had dated: the nature of Clara, Lu,
and Em was truly a thing of the ’30s. The 1945
syndication also failed.

CLAUDIA AND DAVID, drama, based on the
Redbook magazine stories by Rose Franken and
William Brown Meloney.

BROADCAST HISTORY: July 4-Sept. 26, 1941,
CBS. 30m, Fridays at 8. Summer substitute for The
Kate Smith Hour. General Foods for Grape Nuts
and Grape Nuts Flakes. CAST: Patricia Ryan as
Claudia, ‘‘charming childlike bride.”” Richard
Kollmar as her husband, David Naughton, an ar-
chitect. Jane Seymour as Mrs. Brown, Claudia’s
mother. Irene Hubbard as Mrs. Naughton, David’s
mother. ANNOUNCER: Charles Stark. MusicC:
Peter Van Steeden.

Claudia and David began as a skit on The
Kate Smith Hour June 6, 1941, a month before
becoming a full summer series. Claudia was still
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in her teens when she fell in love with David;
much of the conflict derived from the posses-
siveness of her mother, with the ‘‘everyday
drama’’ focusing on counting pennies, balancing
checkbooks, and repairing items around the
house. The skits on the Smith show developed
the romance; the couple actually wed at *‘City
Hall’’ in the second regular episode, July 11. A
syndication attempt, ca. 1948, starred Katharine
Bard and Paul Crabtree.

THE CLICQUOT CLUB ESKIMOS, early ra-
dio musical act.

BROADCAST HISTORY: 1923-26, WEAF, New
York.

1926-1933, NBC. 30m. Thursdays at 10 until
1927; Thursday at 9, 1927-28; Tuesdays at 10,
1928-30; Fridays at 9, 1930-33.

Jan. 23-July 24, 1933, Blue Network. 30m,
Mondays at 8.

Dec. 21, 1935-Jan. 4, 1936, CBS. 30m, Satur-
days at 8.

Jan. 12-April 12, 1936, NBC. 30m, Sundays
at 3.

PERSONNEL: Harry Reser, banjoist and leader.
Andy Bossen, trumpet; Matthew Collen, trom-
bone; Joe Davis, clarinet and alto sax; Clarence
Doench, tenor sax and clarinet; Paul Rickenbach,
piano; Maurice Black, tuba; Tom Stacks, drums;
and others. ANNOUNCERS: Graham McNamee;
Phillips Carlin; John S. Young; comic Raymond
Knight, who was heard on the air as Bill Borealis;
Merle Johnston; Jimmy Brierly; Everett Clary.

The Clicquot Club Eskimos were of radio’s
first generation, before commercials were al-
lowed on the air, when bands and small groups
had to assume the names of the companies that
subsidized them. Their leader, Harry Reser, was
a frequent performer on WEAF in the years pre-
ceding the rise of the networks. His playing was
sometimes described as ‘‘sparkling’’ in news-
paper columns, and this led George Podeyn,
WEAF production manager, to pitch Reser’s
band to the Clicquot Club Ginger Ale Company.
Clicquot Club was then a leading rival of Canada
Dry and eagerly bought the idea of a ‘‘spar-
kling’’ musical show to promote itself.

In its earliest days, the group operated under
strict rules—no products named or described, no
prices mentioned, no offers, no free samples.
Like The A&P Gypsies and others of the day,
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the Eskimos relied on a groundswell of good
will. By 1927 radio had gone irrevocably com-
mercial, though the older acts kept their spon-
sored names. The Eskimos were initially a
six-piece banjo ensemble. With the show’s
growing popularity, a full orchestra was added,
though even then, said Popular Radio in January
1927, ‘the banjo is made to predominate be-
cause it creates a sensation of the sparkling of
the ginger ale.”” It was said that Reser, who came
out of the early Paul Whiteman, Bennie Krueger,
and Sam Lanin bands, could play every instru-
ment in his orchestra.

The budget for the show was about $200,000
in its first network year. It was perhaps the pi-
oneer in sound effects use, the opening signature
utilizing sleigh bells, Eskimo dogs, and the
cracking of a whip. Reser incorporated a theme,
The Clicquot March, again believed to be radio’s
first such. The show was broadcast from WEAF
and later from the New Amsterdam Roof Studio
on West 42nd Street. Annette Hanshaw was a
frequent guest; Frank Weston wrote commercials
and continuity. The Eskimos also made many
phonograph records for Columbia, at least a few
numbers released under the name ‘ ‘Paul Clicquot
and his Eskimeaux.”

CLOAK AND DAGGER, foreign intrigue,
based on the true-adventure book of the same
name by Corey Ford and Alastair MacBain.

BROADCAST HISTORY: May 7-Oct. 22, 1950,
NBC. 30m, Sundays at 4, with some Fridays.
CAsT: New York radio personnel including Ray-
mond Edward Johnson, Joseph Julian, Berry
Kroeger, Ross Martin, Bill Quinn, Everett Sloane,
Jackson Beck, Inge Adams, Bill Zukert, Leon Jan-
ney, Guy Sorel, Virginia Payne, Lou Sorin, Boris
Aplon, Grant Richards, Ralph Bell, Stefan Schna-
bel, Martin Balsam, Larry Haines, Irene Hubbard,
Amold Robertson, Les Tremayne, Jan Miner,
Chuck Webster, Jone Allison, Eric Dressler, Mau-
rice Tarplin, Guy Repp, Luise Barclay, Janice
Gilbert, Bryna Raeburn, Karl Weber. ANNOUNC-
ERS: Robert Warren, Karl Weber. MusiIc: John
Gart. PROPUCER: Louis G. Cowan. DIREC-
TOR: Sherman Marks. WRITERS: Winifred
Wolfe, Jack Gordon.

Cloak and Dagger was lost in the summertime
NBC schedule, lumped into a mystery block
with several other shows of far inferior quality.

It never attracted a sponsor and got almost no
critical attention, but the recent discovery of the
entire run reveals a gripping show with every
story an unpredictable departure from formula. It
was the story of the wartime activities of the
0OSS—the Office of Strategic Services—*‘this
country’s first all-out effort in black warfare . . .
dropping undercover operators behind enemy
lines, organizing local partisans to blow bridges
and dynamite tunnels, operating the best spy sys-
tems of Europe and Asia.”’ It was a tense half-
hour of patriots and traitors, of love affairs
doomed by war, of triumph, tragedy, and failure.
The stories did not always end with the lovers
embraced and the mad-dog Germans reeling in
defeat: the hero-agent, in accomplishing his mis-
sion, sometimes gave up his life. It opened with
a question by actor Raymond Edward Johnson:
Are you willing to undertake a dangerous mis-
sion for the United States, knowing in advance
you may never return alive? It was transcribed
and had a definite ‘‘canned’’ sound, which may
also have helped turn listeners away.

THE CLOCK, dramatic suspense anthology.

BROADCAST HISTORY: Nov. 3, 1946-May 23,
1948, ABC. Various 30m timeslots. 1946-47:
CAsT: Originally broadcast from New York, with
East Coast radio actors in anthology roles. AN-
NOUNCER: Gene Kirby. Music: Bemard
Green. CREATOR-WRITER: Lawrence Klee.
DIRECTOR: Clark Andrews. 1948: CasT:
Moved to Hollywood, using West Coast acting tal-
ent, notably Jeanette Nolan, Cathy and Elliott
Lewis. Music: Basil Adlam (Bemard Green’s
themes). PRODUCERS: Ed Rosenberg, Larry
White. DIRECTOR: William Spier.

The opening signature of The Clock set forth
the theme: Sunrise and sunset, promise and ful-
fillment, birth and death . . . the whole drama of
life is written in the sands of time. The stories
were narrated by a deep-voiced ‘‘Father Time”’
figure, to a ticking cadence. ‘‘In England they
call me Ben, and I have a large and extremely
showy flat in Westminster Tower . . . but just be-
tween the two of us, I feel much more comfort-
able at the end of a chain. And there’s the quiet
old lady who keeps a favored place for me in
the corner of her room . .. to her, I'm known as
Grandfather.”” It foreshadowed writer Klee’s
suspense series The Chase, aired six years later.




The West Coast run, under William Spier, had a
decidedly different sound, but the themes were
the same.

CLUB FIFTEEN, popular music.

BROADCAST HISTORY: June 30, 1947-Jan. 16,
1953, CBS. 15m, weeknights at 7:30 through
1951, then three a week. Campbell Soups. CAST:
Bob Crosby, singing host. The Andrews Sisters
(Mondays-Wednesdays-Fridays) alternating with
Margaret Whiting and the Modernaires (Virginia
Maxey, Paula Kelly, Hal Dickinson, Johnny
Drake, Fran Scott, and Ralph Brewster), who sang
Tuesdays and Thursdays. Also: Patti Clayton, Jo
Stafford and Gisele MacKenzie, who arrived from
Canada and was discovered on Club Fifteen. Dick
Haymes, singing star, 1949-50. ANNOUNCER:
Del Sharbutt. ORCHESTRA: Jerry Gray. PRO-
DUCER: J. Walter Thompson agency. DIREC-
TOR: Cal Kuhl. WRITERS: Carroll Carroll,
David Gregory.

CLUB MATINEE, comedy-varicty.

BROADCAST HISTORY: 1937-43, Blue Network.
60m, at times 30m, weekdays at 4 in the East;
sometimes six a week; three a week as of 1941.
Chicago origination. CAST: Ransom Sherman,
host and star. Garry Moore, 1939-42. AN-
NOUNCER: Durward Kirby. VocALisTS: The
Three Romeos, the Escorts and Betty, Sam Cowl-
ing, Evelyn Lynne, Johnny Johnston, etc. OR-
CHESTRA: Rex Maupin.

Ransom Sherman channeled his comedy for
the thinking man. A highlight of Club Matinee
was its comic arrangement of musical classics,
played slightly out of tune. Bill Jones, the bass
player, was also featured in comedy routines, his
act done in thick Brooklynese. Garry Moore
made his network radio debut here, at the time
still using his given name, Thomas Garrison
Morfit. In 1940 a woman from Pittsburgh won
$50 in a rename-the-Morfit contest by cutting the
last name, dropping the Thomas, and rearranging
Garrison. Moore alternated with Sherman as host
and wrote part of the show. In later years, he
often referred to Sherman as ‘‘the man who
taught me all I know.”’

THE CLYDE BEATTY SHOW, circus adven-
ture.
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BROADCAST HISTORY: 1950, transcribed syndi-
cation by Commodore Productions, sold to Mutual
for Kellogg’s sponsorship, Dec. 11, 1950-Jan. 18,
1952, 30m, three a week at 5:30. CAST: Vic Per-
rin as Clyde Beatty, circus star and tamer of wild
animals. Eve McVeagh as Beatty's wife Harriet.
PRODUCERS: Shirley Thomas, Walter White Jr.
WRITERS: Frank Hart Taussig, R. T. Smith.

Clyde Beatty’s exploits as owner of the Clyde
Beatty Circus were well known through books
and a film serial. Shirley Thomas brought the
idea for a radio series to her husband Walter
White, whose Commodore Productions had just
struck gold with Hopalong Cassidy. The fiction-
alized stories ranged from circus mysteries to
treks through the wilderness in search of new
animals.

COAST-TO-COAST ON A BUS, children’s
show, known as The Children’'s Hour, 1927-34,
also known as The White Rabbit Line.

BROADCAST HISTORY: 1924-27, WJZ, New
York, beginning in May 1924.

1927-1948, Blue Network/ABC. 60m until
1940; 30m and 45m seasons subsequently heard.
Sundays at 9 A.M. until 1940; then Sundays at 9,
9:15, or 9:30 AM.

CAsT: Child performers Audrey Egan, Jeannie Elk-
ins, Jackie Kelk, Walter Tetley, Billy and Florence
Halop, Bill Lipton, Bill Redfield, Michael O’'Day,
Renee and Joy Terry, Bob Hastings, Jimmy
McCallion, Estelle Levy, Susan Robinson, Eddie
Wragge, Junius and Renee Stevens, Niels Robin-
son, Diana Donneworth, Joyce and Jean Walsh,
Carmina Cansino, the Linden Trio, Marie Skinner,
Dante Sasaceni, Jcan Harris, Edwin Bruce, Ronald
Liss, Eleanor Glantz, Peggy Zinke, Billy and
Bobby Mauch, Pam Prescott, Margaret MacLaren,
Mildred Schneider, Nancy Peterson, Mary Old-
ham, Tommy Hughes, Donald Kelly, Winifred
Toomey, Thomas Brady, Mary Baune, Patsy and
Dotty Dowd, Anne Heather, Edna Roebling, Dabby
Lewis, John Bates, Peter Fernandez, Laddie Sea-
man, Joan Tetzel, Helen Holt, Walter Scott, Andy,
Jimmy and Tommy Donnelly, Mary Small,
Wynn Murray, trumpeter Jimmy Burke. Jimmy
McCallion as driver of the White Rabbit Bus.
Art Scanlon as the Negro bus porter. HOST:
Milton Cross. MUSICAL DIRECTOR: Walter
Fleischer. CONTINUITY AND MUSIC SE-
LECTION: Ethel Hart, Sylvia Altman, Hilda
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Norton. PRODUCER-DIRECTORS: Madge
Tucker, Tom DeHuff. WRITER: Madge Tucker,
who also auditioned the children.

Coast-to-Coast on a Bus began at WJZ as The
Children’s Hour. It became a training ground for
many young singers and radio actors, some of
whom had notable careers. It was said to be ‘‘the
pride and joy’’ of its host, Milton Cross, who
stood at the helm across a two-decade run.

In its heyday, the show was built around the
concept of a bus ride on the White Rabbit Line,
which also was a popular nickname for the se-
ries. Cross was the ‘‘conductor’’ of the bus,
which made many stops during the hour, each
stop punctuated by a blowing horn and a shift in
the entertainment. The bus horn was also used
in the opening signature, blaring away as a child
announcer put the show on the air. ‘‘Coast-to-
Coast on a Bus, the White Rabbit Line, jumps
anywhere, anytime!’’ Then the children, ranging
in age from 3 to 16, sang the theme: Oh, we just
roll along . .. havin’ our ups, havin’ our downs
... havin’ our ups and downs . . . all day long!

The show grew out of a newspaper campaign
to help discover talented children. ‘It has always
remained a one-man show,”” wrote Radio Mirror
in 1936; ‘‘for no matter how many assistants and
child performers came and went, Milton Cross
was always the guiding force behind them.”’
Cross had arrived at WJZ as an announcer in
1921, hoping to become a singer. But it was his
speaking voice that would be famous, first on
The Children’s Hour, later as announcer on the
Metropolitan Opera Broadcasts. The show was
heavily musical, following Cross’s deep interest
in classical music and opera. There might be an
opening hymn, sung by Audrey Egan; then a
poem; then a song from one of the youngest chil-
dren. ‘*‘And who is standing here with her ticket
ready to pay for a ride on the White Rabbit
Bus?’’ Cross would ask; and a small voice would
chirp, *‘It’s Jeannie Elkins, Mr. Conductor.’’
Then came another song, and the members of
the Peter Pig Club would clamor for a story,
which Cross would narrate and the cast act out.
Among the notables to emerge from the show
were Metropolitan Opera star Risé Stevens and
screen actress Ann Blyth. Vivian Smolen, Jackie
Kelk, Walter Tetley, and the Halops had distin-
guished radio careers as adults.

THE COLGATE SPORTS NEWSREEL,
sports legends and tall tales.

BROADCAST HISTORY: Dec. 5, 1937-Oct. 5,
1939, Blue Network. 15m, Sundays at 11:45 A.M.
until Sept. 1938, then Thursdays at 6:30. The Bill
Stern Sports Review.

Oct. 8, 1939-Sept. 28, 1941, Blue Network.
15m, Sundays at 9:45. First broadcasts for Colgate
Shave Cream as The Colgate Sports Newsreel.

Oct. 4, 1941-June 29, 1951, NBC. 15m, Satur-
days at 10 until mid-1943, then Fridays at 10:30.
Colgate.

Nov. 30, 1951-Aug. 14, 1953, NBC. 15m, Fri-
days at 6:15 until April 1953, then five a week at
6:15. Bill Stern Sports. Although Colgate had now
left the series and no longer figured in the title, it
was much the same show.

Sept. 14, 1953-June 22, 1956, ABC. 15m, five
a week at 6:30 for Budweiser until Dec. 1954, then
five a week for Allstate Insurance and other clients.
Sports Today.

HOST-NARRATOR-STORYTELLER: Bill Stern,
one of the most popular sports broadcasters of his
time. ANNOUNCER: Arthur Gary. MUuUSIC:
Murray Ross on organ. WRITER: Mac Davis.
SouND EFFECTS: Chet Hill

True to the old newsman’s adage, Bill Stern
never let the facts get in the way of a good story.
On his Colgate Sports Newsreel, he was known
to tell the same story twice, a year or so apart,
using conflicting facts and passing both versions
as truth. Stern covered his tracks, reminding lis-
teners that his stories were ‘‘some true, some
hearsay, but all so interesting we’d like to pass
them along to you.”” It was his manner that sug-
gested gospel. Stern could put more pent-up
emotion into his voice than anyone else outside
a soap opera. This style helped make his shows
some of the most entertaining quarter-hours ever
aired.

His interest in grand theater was not a hollow
whim. Born July 1, 1907, Stern was captivated
by footlights from an early age. He worked in
vaudeville and in stock companies. By 1931 he
had become assistant stage manager of the Roxy
Theater in New York; he worked at Radio City
in a similar capacity in the mid-1930s. A tryout
with NBC in 1934 changed his career. For four
years he broadcast the Friday night fights on
NBC Blue for Adam Hats, building his popular-




ity with the common man. In 1938 he began his
long association with MGM’s News of the Day
newsreel, which he plugged prolifically on his
weekly sports commentaries.

But it was as host of The Colgate Sports
Newsreel that Stern achieved his greatest fame.
Seldom has a quarter-hour show attracted such a
vocal following. Stern eulogized the great, the
near-great, the obscure. His fantastic tales broke
all rules. He could be tough-sounding one mo-
ment and near tears the next, his voice quivering
as he relayed the strange story of a blind athlete
who won a track meet but lost his love. He told
of horse races won by dead jockeys, of armless
and legless baseball players, of the profound if
tenuous effect that sports had had on the lives of
great national statesmen.

His shows were done on location wherever he
happened to be as he covered the game of the
week. Top stars of screen and radio were his
guests: Orson Welles, Jack Benny, Ronald Rea-
gan, Frank Sinatra, and Brace (The Lone Ranger)
Beemer a few who appeared. Each had a per-
sonal tale that related in some way, however
small, to sports. But it was the ambience, the
atmosphere, that listeners found so seductive.
Stern made full use of color, drama, sound ef-
fects, and music. His narrative style was prone
to relentless repetition, long dramatic pauses, and
the exaggeration of every word in a sentence
(verbs included) in the constant effort to make a
story more dramatic. The organ peppered his
tales with sudden stings, and a male quartet
hummed and sang appropriate melodies through-
out.

The quartet was also used on the signature
themes, opening to the tune Mad’'moiselle from
Armentiéres:

Bill Stern the Colgate Shave Cream man is on

the air!

Bill Stern the Colgate Shave Cream man with

stories rare!

Take his advice and you'll look nice,

Your face will feel as cool as ice,

With Colgate shaves you’'ll be a fan!

The lyrics varied from week to week, as did
the closings:

Bill Stern the Colgate Shave Cream man is on

his way,

Bill Stern the Colgate Shave Cream man had

lots to say:
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He told you tales of sports heroes,
The inside dope he really knows,

So listen in next Fri-day night!
C-0-L-G-A-T-E! Colgate presents Bill Stern!
‘“That’s the three-o mark for tonight,”” Stern
would say, taking his closing jargon from the
traditional symbol—30—that reporters had long
used to end their stories. He usually told three
or four tales in each show, separating them as
Reel One, Reel Two, etc. He closed each seg-
ment with the words “‘Portrait . . . of a hero!”’
or some such. Stern’s career and fight against
drug addiction was candidly told in his autobi-
ography, A Taste of Ashes. He died Nov. 19,
1971, but scores of his shows remain as vivid
examples of radio hyperbole. Newsman-
showman Paul Harvey displays unmistakable
Stern influence today in his daily ‘‘news’’ re-
ports, separating his items into Page One, Page
Two, and so on. Harvey also borrows heavily
from Stern’s personal style—the long pause, the
repetition, the hyped emphasis—to lift ordinary

events out of the ordinary.

THE COLLIER HOUR, the first significant
network dramatic anthology; a variety hour in its
later run.

BROADCAST HISTORY: 1927-32, Blue Network.
60m, Sundays at 8:15, running across the hour.
Collier's magazine. CAST: John B. Kennedy as
the Collier’s ‘‘editor,”” who introduced the stories.
Jack Arthur, Phil Barrison, and Arthur Hughes also
as the editor. Music: Emest LaPrade, brother of
the producer. CREATOR-PROPUCER: Malcolm
LaPrade. DIRECTOR: Colonel Davis.

The Collier Hour was created to boost Col-
lier's magazine, which for most of its run was
locked in a fierce battle for circulation and rev-
enue with the Saturday Evening Post. Initially
heard Wednesdays before publication, the show
soon moved to Sundays to avoid taking the edge
off the stories, which were running concurrently
in the magazine. Complete stories and serials
alike were heard on The Collier Hour, the serials
often of the thriller genre. The best-known Col-
lier serial was Fu Manchu, featuring Sax Roh-
mer’s insidious but brilliant Oriental criminal.
Three complete 12-chapter Fu Manchu serials
were heard: Rohmer himself introduced the May
1, 1931, installment of Yu'an Hee See Laughs.
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In 1929 The Collier Hour, while continuing to
broadcast dramatic offerings, shifted its focus to
include more music, sports, comedy, and news.
The variety hour seemed to fit the magazine’s
general-interest readership. George M. Cohan
made his first appearance on the air at the Collier
Hour microphone in 1929. Other guests were
John D. Rockefeller and Helen Keller, who
amazed the nation with her triumph over her tri-
ple handicaps (being deaf, blind, and mute).

COLUMBIA PRESENTS CORWIN, dramatic
anthology; the works of Norman Corwin. See
also AN AMERICAN IN ENGLAND; AN AMERICAN
IN RUSSIA; THE COLUMBIA WORKSHOP; ONE
WORLD FLIGHT; PASSPORT FOR ADAMS; THE PUR-
SUIT OF HAPPINESS; SO THIS IS RADIO; THIS IS
WAR!

BROADCAST HISTORY: May 4-Nov. 9, 1941,

_ CBS. 30m, Sundays at 10:30. Twenty-Six by Cor-
win, technically a part of The Columbia Workshop
but in fact a continuous series written, produced,
and directed by Corwin. The direct forerunner of
Columbia Presents Corwin. CAST: Everett
Sloane, Ted de Corsia, John Brown, Frank Gallop,
Peter Donald, Kenny Delmar, Karl Swenson, Paul
Stewart, Adelaide Klein, Hester Sondergaard, Luis
Van Rooten, Frank Lovejoy, House Jameson, Jack
Smart, Beatrice Kay, John Gibson, Arthur Vinton,
Larry Robinson (as Runyon Jones), Bartlett Rob-
inson, Martin Wolfson, Joel O’Brien, Perry Laf-
ferty, etc. Music: Alexander Semmler (New
York); Bemard Herrmann, Lyn Murray, Lud
Gluskin, Lucien Moraweck (Hollywood). SOUND
EFFECTS: Ray Kremer, Berne Surrey.

March 7-Aug. 15, 1944, CBS. 30m, Tuesdays
at 10. Columbia Presents Corwin, a 22-week run,
in the same format of and with a few repeats from
the earlier Twenty-Six series. Written, produced,
and directed by Corwin. CAST: Many from the
earlier series, with Kermit Murdock, Joseph Julian,
Minerva Pious, Katherine Locke, Carl Frank, Joan
Alexander, Armold Moss, Ralph Bell, etc. Also
many top-name stars: Orson Welles, Fredric
March, Charles Laughton, etc. Music: Bemard
Herrmann, etc.

July 3-Aug. 21, 1945, CBS. 30m, Tuesdays at
9. Columbia Presents Corwin, summer series,
eight weeks, with a few repeats.

Although Norman Corwin’s Columbia series
ran only in part of the 1944 and 1945 seasons,

the title in a real way summarizes the main-
stream of Corwin’s radio career. He was active
on many fronts, in many series, and with many
special broadcasts, before and after the two CBS
runs that bore his name. His shows were always
sustained by his network, carried as crown jew-
els in that special genre called ‘‘prestige,”’ never
offered for sale to any product or cause. At CBS,
where he toiled for most of his radio career, Cor-
win was given the treatment and almost unlim-
ited freedom of a major star.

He was born in Boston, May 3, 1910. At 19
he became a journalist, joining the Springfield
Republican and quickly establishing himself as
a good ‘‘color man’’ in the newspaper’s col-
umns. He began broadcasting in 1932, when the
newspaper formed an alliance with WBZ,
Springfield, and WBZA, Boston, and carried his
bylined news commentary each evening. In 1935
he was hired as a late-night newscaster at WLW,
Cincinnati, but was fired for violating the sta-
tion’s policies against airing news of labor
strikes. He became the Republican’s radio editor
the same year: among his shows of that period
were Rhymes and Cadences (WBZ), an early ex-
periment with the poetic radio form that would
later make him famous, and Norman Corwin’s
Journal (WMAS). He took a job for 20th Cen-
tury Fox, churning out publicity for mid-1930s
Fox movies. By 1938 he was at WQXR, an un-
affiliated New York radio station known for in-
novative broadcasting. There he initiated Poetic
License, a Wednesday night show that presented
some of the leading poets of the day and pre-
saged what would come to be known as *‘talking
verse”’ or ‘‘conversational poetry.”’ He embel-
lished nursery rhymes and began to dramatize.
The series was reviewed in Variety, and Corwin
appeared as a guest on the NBC variety hour The
Magic Key. Poetic License caught the attention
of W. B. Lewis, CBS vice president: Corwin was
hired by the network in April 1938, and for most
of the next decade CBS was his home.

For about a year he worked in anonymity, de-
clining on-air credit because, as his entry in the
1940 Current Biography put it, ‘‘he didn’t feel
he was good enough.”” He was trying to write
for The Columbia Workshop, the pioneering
CBS experimental series. It was a frustrating ap-
prenticeship. ‘‘He attempted one Workshop
script, a satire,”” his Biography entry noted, ‘‘but
tore it up halfway through.’” Corwin didn’t know




it then, but in less than three years the Workshop
would turn over to him an entire 26-week block
of its schedule to use as he saw fit. So swift was
his rise, once it began, that he seemed to burst
upon the scene a complete, polished, and original
talent. Some critics were calling him radio’s first
home-grown genius.

He was given a Sunday show, titled Words
Without Music (CBS, Dec. 4, 1938-June 25,
1939). Heard in shifting mid-to late-afternoon
timeslots, this was a free-ranging series that util-
ized poetic narrative as radio had seldom if ever
heard it. His Plot to Overthrow Christmas was
pure delight: first heard Dec. 25, 1938, on Words
Without Music, it told of a scheme by the de-
mons of Hell to assassinate Santa Claus. ‘‘Did
you hear about the plot to overthrow Christ-
mas?”’ the narrator began: ‘‘Well, gather ye now
from Maine to the Isthmus/ Of Panama, and lis-
ten to the story/ Of the utter inglory/ Of some
gory goings-on in Hell.”” In Hell, the listener met
as motley a crew of villains as history and lit-
erature had yet devised: Ivan the Terrible, Ha-
man, Caligula, Medusa, Simon Legree, and Circe
(Mercy!). Nero was fiddling, as was his wont,
while Borgia thought of the North Pole jaunt:
“‘Just think how it would tickle us/ To liquidate
St. Nicholas!’’ But the plot failed as Nero, sent
to do the deed, turned into mush at Santa’s feet.
House Jameson starred as Santa, with Will Geer
as the Devil and Eric Burroughs as Nero.

The day after the broadcast, Corwin was
sought out by fellow CBS staffer Edward R.
Murrow, who compared Christmas to the best of
Gilbert and Sullivan. It was the beginning of a
long friendship and great mutual admiration. But
Corwin moved on from the whimsy of Christmas
into the horrors of current events. He had been
angered by Mussolini’s son Vittorio, then on
duty with the Italian air force, who described
blowing up a group of horsemen during a bomb-
ing run as ‘‘exceptionally good fun.”” Corwin’s
response was a play without rhyme but with all
the cadence of dark poetry. They Fly Through
the Air with the Greatest of Ease was aired Feb.
19, 1939, dedicated to ‘‘all aviators who have
bombed defenseless civilian populations.”” It was
the beginning of Corwin’s anti-fascist phase.
Fascism was a tough opponent that would serve
as his audio punching bag throughout the war
years.

Words Without Music ran 25 weeks and was
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followed by a brief series, So This Is Radio, and
a longer one, the acclaimed Pursuit of Happi-
ness. Then came Twenty-Six by Corwin, appear-
ing suddenly in the middle of the 1941 Columbia
Workshop season. He opened with whimsy, a
lighthearted look at the radio industry titled Ra-
dio Primer. In music, prose, and verse he thor-
oughly ribbed his medium with an A-to-Z
accounting of its foibles. But no one could pre-
dict what would strike his fancy from week to
week: his second show, May 11, was The Log
of the R-77, a retrospective story of a sunken
submarine and the crew’s final hours. Appoint-
ment (June 1) was inspired by a single thought—
no man in the history of the world has had more
people wish him dead than Adolf Hitler—but
turned into something else, the story of an es-
caped POW who plots against the commandant
of a concentration camp. One of Corwin’s best-
loved plays was The Odyssey of Runyon Jones
(June 8), a fable of a small boy’s journey to
‘““Curgatory’’ in search of his dog Pootzy, killed
by an automobile. He wrote Mary and the Fairy
(Aug. 31) especially for Elsa Lanchester and
Ruth Gordon, Lanchester playing a young radio
listener who writes a jingle and wins five wishes
to be granted by a fairy (Gordon). He had Gale
Sondergaard in mind for Anatomy of Sound
(Sept. 7), and she did a “‘colossal job,”” he would
write later, in a demanding solo performance.
The fare varied from serious to fantastic, but the
dark images of a world at war were never far
away. The series closed with Psalm for a Dark
Year on Nov. 9, a month before Pearl Harbor.
Narrated by its author, it was an observance of
Thanksgiving in a troubled world.

Corwin was now considered radio’s ‘‘poet
laureate.”” When President Roosevelt suggested
to Archibald MacLeish that radio be prodded to
help celebrate the 150th anniversary of the Bill
of Rights, Corwin was given the job. It was an
enormous undertaking, a 60-minute broadcast to
air on the four national networks simultaneously.
But We Hold These Truths was to have a special
meaning, for the Japanese had attacked Pearl
Harbor the week before, and the show arrived on
an unprecedented wave of patriotism. It was es-
timated by Crossley, the national barometer of
radio listenership, that 60 million people tuned
in that night, Dec. 15, 1941. Corwin had ar-
ranged a stellar cast. James Stewart played the
lead, ‘‘a citizen’’ who was the sounding board
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for the cascade of opinions, historical perspec-
tives, and colloquialisms that flooded the hour.
Also in the cast were Edward Amold, Lionel
Barrymore, Walter Brennan, Bob Burns, Walter
Huston, Marjorie Main, Edward G. Robinson,
Rudy Vallee, and Orson Welles. Bernard Herr-
mann conducted in Hollywood, and there were
cutaways to the East, where Leopold Stokowski
led the New York Philharmonic. Roosevelt
spoke from Washington. The show was ‘‘mag-
nificently produced and directed,”” wrote histo-
rian Erik Barnouw: Corwin’s first assignment as
‘‘unofficial laureate’’ had been ‘‘to dedicate a
war.”’

Next came another unprecedented venture: an
entire series to be heard on all four networks
simultaneously. This Is War! opened Feb. 14,
1942, and closed May 9: Corwin directed the 13
weeks and wrote six. This was followed by one
of his finest series, An American in England,
shortwaved from London in August and Septem-
ber 1942. Passport for Adams and An American
in Russia were brief Corwin shows of 1943.
Then came Columbia Presents Corwin.

Unlike the Twenty-Six by Corwin series of
three seasons earlier, Columbia Presents Corwin
had no existing Columbia Workshop run with
which to blend. The Workshop had been sus-
pended in 1942, and Corwin’s 1944 show,
though generally considered a kind of revival,
was a series unto itself. The March 7 opener
struck the same whimsical chord, with Movie
Primer giving the ABCs of the film world in
music and verse. Again there was an immediate
shift to the sobering reality of current events as
The Long Name None Could Spell (March 14)
took up the agony of occupied Czechoslovakia.
The Lonesome Train (March 21) was a folk bal-
lad telling of the journey of Lincoln’s corpse
from Washington to its resting place in Spring-
field, Ill. Burl Ives was the singer. There were
some repeats from his earlier series, but in the
main Columbia was filled with new pieces. In
You Can Dream, Inc., Corwin imagined a busi-
ness that sold daydreams; Dorie Got a Medal
(April 25) took a musical look, in jazz and with
an all-Negro cast, at a naval hero’s life; and The

Moat Farm Murder (July 18) examined a true -

turn-of-the-century murder and confession, with
Charles Laughton as the killer and his wife Elsa
Lanchester as the victim. Corwin found material
everywhere. His El Capitan and the Corporal

(July 25) was the story of a man and woman,
their meeting on a three-day train ride, and a
poignant promise for the future: the memorable
mad scramble to ‘‘make’’ the train in Kansas
City was the result of a real experience in that
same terminal for Corwin and conductor Bernard
Herrmann. As on Twenty-Six, he closed with an
introspective piece: There Will Be Time Later
(Aug. 15) was a challenge to House Jameson,
who carried it virtually alone, cataloguing the
trivial events that must be shelved while ‘‘lib-
erty, that dog-eared parchment signed by Christ,
the angels, and a most impressive list of sponsors
big and little, gets dusted off again.”’

There were two major specials between the
closing of Columbia Presents Corwin and the
summer series of the same name the following
year. Corwin’s Democratic National Committee
Program, aired on the four networks Nov. 6,
1944, was a remarkable piece of radio, not the
least so for its eleventh-hour election-swaying
scheduling and the results it obtained. This was
a 60-minute commercial for Roosevelt, but writ-
ten as a documentary and aired the night before
the election. A parade of stars came to the mi-
crophone to sing the president’s praises, Judy
Garland starting it off with a song playing to a
rolling train motif (Now were on the right track,
right track, right track/Now we’re on the right
track, we’'re gonna win the war!/Right behind
the president, the president, the president,/Right
behind the president in 1944!). Then came Hum-
phrey Bogart: ‘‘Personally, I'm voting for Frank-
lin Delano Roosevelt because. . . .”" After a few
lines of personal conviction, Bogart introduced
the first in a parade of unknowns, a man who
had lost a son, who himself had been disabled
in the war. Now Corwin took off the gloves. *‘If
our president is defeated,”’ the old vet declared,
“I will feel as though I were defeated. I don’t
want to risk my third son’s life at the hands of
a city district attorney.”” A young soldier then
told why, even in his home state of New York,
Gov. Thomas E. Dewey faced many skeptics in
his bid to prevent Roosevelt’s fourth term. So it
went: for an hour Roosevelt was deified and
Dewey pummeled. Tallulah Bankhead and Lu-
cille Ball gave endorsements, interspersed be-
tween the tributes of the ‘‘common man.”
Millions of Americans went to bed with the
show ringing in their ears and got up the next
morning to vote. The result was a Roosevelt vic-




tory, closer than it looked in the electoral col-
lege, and a new set of standards for radio. Never
again would such a program be allowed. A line
had been crossed: radio was the most powerful
communications medium yet devised, and turn-
ing over the entire broadcast facilities of the na-
tion for a partisan cause to an artist-playwright
who was constitutionally unable to write any-
thing in less than his strongest voice was, at best,
less than prudent. Roosevelt was simply grateful,
amazed that Corwin could pack so much into an
hour.

Corwin was soon at work on another hour that
would be widely praised as one of his finest. He
was readying a show for the end of the war, a
celebration of the coming victory. The only
question now was when the end would come,
and Corwin worked on his play over the months
leading up to V-E Day. When the day was de-
clared, May 8, 1945, On a Note of Triumph was
ready both as a radio show and as a book. Martin
Gabel narrated the show, which featured vi-
gnettes and voices from every front. The show
was widely praised and was repeated May 13. It
seemed to put a closing parenthesis around Cor-
win’s career at CBS. There was more to come,
but not much more: ‘‘He had opened and closed
a war,”” Erik Barmmouw would write; he had
“‘dedicated a parliament of nations and provided
an ode to lay presidents to rest.”” Triumph con-
tained most of the lavish Corwin production
techniques: the score by Bernard Herrmann
(conducted by Lud Gluskin) was dramatic and
sharp; the Berne Surrey sound effects just about
perfect. Gabel’s reading of Corwin’s rhythmic
prose was broken by mini-scenes of Nazi arro-
gance and the searching questions of American
GlIs. William L. Shirer had a speaking part, a
cutaway to San Francisco. In terms of popular
and critical response, On a Note of Triumph was
Corwin’s crowning touch, exceeding even the
landslide of kudos that came with We Hold
These Truths four years earlier.

In July and August 1945 came the second run
of Columbia Presents Corwin. Three of the eight
shows were repeats from the prior run, but the
others were typically strong, funny, unpredicta-
ble. In The Undecided Molecule (July 17), Cor-
win returned to the spirit and form of The Plot
to Overthrow Christmas with a comedy in verse
about a molecule (X) that refused to be classi-
fied, leading to a fantasy trial. The casting was
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inspired: Groucho Marx as the judge; Robert
Benchley as the prosecutor; Norman Lloyd as
the clerk; Sylvia Sidney as Miss Anima, spokes-
woman for the animal kingdom; Elliott Lewis as
the vice president in charge of physiochemistry;
and Keenan Wynn busy with four disparate
roles. Carmen Dragon wrote the score, which
Lud Gluskin conducted. On Aug. 14, with the
dropping of an atomic bomb on Japan, Corwin
turned his slot into a quarter-hour statement
called Fourteen August. Orson Welles gave the
words a fiery reading (God and uranium were
on our side . .. the wrath of the atom fell like a
commandment, and the very planet quivered with
implications) and pronounced the occasion ‘‘the
father of great anniversaries.”’ An expanded ver-
sion, God and Uranium, was aired the following
Sunday, with Olivia De Havilland joining Welles
at the microphone.

Corwin’s shows, though sustained, were given
the same first-class ticket on CBS as comedy
teams bringing in millions a year. CBS chief
William S. Paley was quoted to the effect that
there was too much sponsor control in radio,
leading to a proliferation of Hollywood names
on the air rather than quality material. Corwin
was the antithesis of all that, Paley suggested, a
departure from safe, proven formulas designed
to capture the largest markets at the lowest costs.
It was the first time, said Newsweek, that CBS
had deliberately reserved a part of its prime
schedule for a sustaining show. Corwin was grat-
ified to be on the cutting edge of the new wave.
‘‘Radio should ultimately produce a great heroic
race of writers,”” he told Tune In. “*‘Our language
today has tremendous vigor, and radio is the per-
fect medium for transmitting it.”’ He admitted a
Shakespearean influence. ‘‘He loves the sweep,
texture, cadence and rhythms of those [Elizabe-
than] days, and believes they can be translated
into common modern terms.”” The magazine
cited his ‘‘acute ear for down-to-earth idiom, an
almost wicked sense of the banalities of every-
day speech, which he transfers to paper so slyly
that few actors could get the nuances without the
author’s own direction.”” His style was marked
by staccato narrative and colorful, colloquial
speech. Among his favorite themes was the mag-
nificence of the common man, the injustices he
suffered and the tyrants he overcame. He was a
heavy rehearser. He would fret over each script
““as if it were his first” (Radio Life), and he re-



168 The Columbia Workshop

mained a stickler for detail. ‘‘Usually he keeps
rehearsing right up to air time, going over the
script line by line until he gets the effect he’s
striving for.”

That he was one of radio’s giants seems in-
disputable, though his work was sometimes con-
sidered too heavy and extreme. He was
‘*savagely lampooned’’ by Abe Burrows, ac-
cording to Time, and was seen by some critics
as a ‘‘poor man’s MacLeish.”” The most brutal
criticism was given him by Bernard DeVoto,
who demolished On a Note of Triumph in Har-
per’s magazine. ‘‘Overblown oratory,”’ *‘vulgar
travesty,”” ‘‘flip rhetoric,”” and ‘‘dull, windy,
opaque, pretentious, and in the end false’’ were
a few of DeVoto’s complaints. But Time, whose
own criticisms could be cutting, noted that
DeVoto ‘‘rarely likes anything,”’ and DeVoto
himself admitted that, in his blast at Corwin, he
was standing virtually alone. Corwin’s response
was to reprint the most scathing of DeVoto’s re-
marks when Triumph was anthologized (Untitled
and Other Radio Dramas). By then his play had
received international praise and many awards.
One of his prizes was the 1946 Wendell Willkie
One World Award, given to the writer in com-
munications who best exemplified Willkie's
‘“‘one world’’ concepts. It included a trip around
the world, which became the basis for Corwin’s
1947 series One World Flight.

But his days at CBS were numbered. When
he met William Paley on a train after the war,
there was no more talk of too much sponsor con-
trol. What Corwin would remember of that meet-
ing was Paley’s suggestion that future scripts be
geared more for a mainstream audience—in
other words, be more commercial. The writing
was on the wall: when, in his next contract, CBS
tried to usurp half his subsidiary rights money,
Corwin quit.

He joined United Nations Radio and in 1948
produced one of his most powerful plays. Doc-
ument A/777 was his plea for an ‘‘International
Bill of Human Rights,”” with the action set dur-
ing a role call of the U.N. General Assembly. As
each country is named, the delegate votes on the
bill. But some countries are worth a closer look,
and the action freezes while incidents from that
country’s history are dramatized. Raw, brutal
chapters waft up from the nation’s dungeons;
wicked little despots are stripped and paraded
before the microphone. The action was carried

by a great international cast: Richard Basehart,
Charles Boyer, Lee J. Cobb, Ronald Colman,
Joan Crawford, Maurice Evans, Jose Ferrer,
Reginald Gardiner, Van Heflin, Jean Hersholt,
Lena Horne, Marsha Hunt, Alexander Knox,
Charles Laughton, Laurence Olivier, Vincent
Price, Edward G. Robinson, Robert Ryan, Hilda
Vaughn, Emlyn Williams, and, as the voice of
the roll call, Robert Young. Aaron Copland com-
posed the score, which was played by the Boston
Symphony Orchestra.

Also from the U.N. came Citizen of the World,
starring Lee J. Cobb and given an airing on CBS
July 10, 1949. Corwin’s wishful play Could Be,
‘‘a synopsis of what could happen if the nations
of the world got together and attacked common
problems with the same vigor, determination, and
resources with which, from time to time, they
have attacked each other,”’ was produced by the
U.N. and heard on NBC Sept. 11, 1949. Ben
Grauer, Robert Trout, Martin Gabel, and a sup-
porting cast of New York radio actors gave it
voice. Alexander Semmler conducted for both
shows. Corwin has remained active as a writer.
Among his books are Overkill and Megalove
(1963) Holes in a Stained Glass Window (1978),
Greater than the Bomb (1981), and Trivializing
America (1983). He lives and writes in California.

THE COLUMBIA WORKSHOP, experimen-
tal dramatic anthology.

BROADCAST HISTORY: July 18, 1936-Nov. 8,
1942, CBS. 30m, Saturdays at 8 until Feb. 28,
1937; Sundays at 7 until Dec. 9, 1937; Thursdays
at 10:30 until Jan. 8, 1938; Saturdays at 7:30 until
Sept. 15, 1938; Thursdays at 10 until Jan. 9, 1939;
Mondays at 10:30 until July 6, 1939; Thursdays at
10 (also 10:15 and 10:30) until May 5, 1940; Sun-
days at 10:30, then at 2:30, until June 12, 1942
(encompassed within this schedule was Twenty-Six
by Corwin, May 4-Nov. 9, 1941); Fridays at 10:
30 through July 3, 1942; Mondays at 10:30, July
13-Oct. 19, 1942; a lone show, Sunday at 8, Nov.
8, 1942.

March 7-Aug. 15, 1944, CBS, 30m, Tuesdays
at 10; and July 3-Aug. 21, 1945, Tuesdays at 9.
See COLUMBIA PRESENTS CORWIN,

Feb. 2, 1946-Jan. 25, 1947, CBS. 30m, Satur-
days at 2:30 until April 21, then Sundays at 4 until
Sept. 21, then Saturdays at 6:15. Continued as
Once upon a Tune until April 26.



Jan. 27, 1956-Sept. 22, 1957, CBS. 30m Fri-
days at 8:30 until Nov. 1956, then Sundays at 4.
See THE CBS RADIO WORKSHOP.

CasTs: Many New York actors in anthology roles:
Karl Swenson, Neil O’Malley, Fred Stewart, Min-
erva Pious, Orson Welles, Burgess Meredith, Carl
Frank, Joan Alexander, Amold Moss, etc. AN-
NOUNCERS: John Reed King, Robert Trout,
Niles Welsh, Harry Clark, Sandy Becker, Don
Baker, David Ross, Bert Parks, John Tillman,
Tony Marvin, etc. Music: Bemard Herrmann,
Alexander Semmler, Lyn Murray, Mark Warnow,
Raymond Scott, Howard Barlow, John Cage, Vic-
tor Bay, etc. DIRECTORS: Irving Reis (1936—
38), William N. Robson (late 1930s), Brewster
Morgan, Earle McGill, Norman Corwin, Marx
Loeb, Betzy Tuthill, James Fassett, Albert Ward,
Carl Beier, Richard Sanville, Perry Lafferty, Guy
della Cioppa, George Zachary, Martin Gosch,
Howard Barnes. WRITERS: (original material
and adaptations by) Charles R. Jackson, Margaret
Lewerth, Irwin Shaw, Val Gielgud, Stephen Fox,
Pauline Gibson, Vick Knight, Sheldon Stark,
Charles Tazewell, William Merrick, Milton
Geiger, Max Wylie, Charles Vanda, Brian J.
Byme, James Frederick, David Redstone, James
and Elizabeth Hart, etc. SOUND EFFECTS: Wal-
ter Pierson, Henry Gauthier, Charles Fenton, Al
Binnie, Charles Range, Jerry McCarty, Bob Maut-
ner, George Lehman, etc., all CBS New York;
Ray Erlenborn, Al Span, Dick James, etc., CBS
Hollywood.

The importance of The Columbia Workshop in
the history of radio is underscored by the state
of the art in mid-1936. Network radio was just
a decade old. For much of that time, what was
heard was a crude product by its later standards.
Radio spent its earliest years groping with fun-
damental issues. Would it be commercial or a
public entity? What would be allowed in the
name of ‘‘art””? Was radio by its nature simply
another vehicle for pop culture, to be absorbed
by the lowest common denominator and imme-
diately forgotten? Among those who had little
respect for the new medium was a sizable per-
centage of the country’s writers, actors, and mu-
sicians. If radio was to become a serious art
form, clearly that direction had to come from
within the industry. Radio had to develop its own
artists, writers, actors, musicians.

When The Columbia Workshop opened,
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‘‘there was no show on the air without many
limitations, taboos, and sacred cows,”’ wrote
CBS executive Douglas Coulter in Columbia
Workshop Plays. ‘‘The way was clear for the
inauguration of a radio series without precedents,
one that would experiment with new ideas, new
writers, new techniques; a series that would
stand or fall by the impression made on a public
of unbiased listeners, with no restriction save the
essential and reasonable one of good taste.’’

Into this breech stepped Irving Reis, *‘a jittery
onetime control engineer who thought the pro-
duction, not the play, was the thing’’ (Time, July
17, 1939). Reis had been lobbying for such a
show for months, but only with the arrival at
CBS of William B. Lewis did the idea solidify.
Lewis ‘‘had little originality, but he quickly rec-
ognized it in others, and he set them going,”’
wrote Erik Barnouw in The Golden Web. Lewis
listened to Reis’s pleas for a Columbia Work-
shop, then wrote it into the schedule. It was that
simple.

Reis himself had written three plays, St. Louis
Blues, The Half-Pint Flask, and Meridian 7-
1212. Lewis, seeing before him a man of many
talents, made Reis the director of the new show.
With production help from Phil Cohan and Shir-
ley Ward, the Workshop was soon on the air. The
premiere was less than thrilling. Reis had put
two one-act plays, Comedy of Danger and Fin-
ger of God, into the single half-hour, and the
effect was ragged and unsatisfying. But the sec-
ond broadcast, wrote Coulter, ‘‘really sounded
the keynote of the Workshop.”” The play was
Broadway Evening, a cascade of audio impres-
sions, ‘‘a noisy job, at times incoherent and hard
to listen to, but it demonstrated conclusively that,
with laboratory experimentation on the air, new
techniques and ideas could be developed that
would raise the standards of all radio programs.’’
Written by Leopold Proser, Broadway Evening
was simply a stroll up the famous street between
42nd Street and Central Park, and the discovery
in sound of what the walking couple found
there—‘‘milling crowds, the roar of the sub-
ways, the pitchmen on the curbs, the barkers in
front of the movie palaces, the sirens of the fire
engines and ambulances, bits of conversation
overheard at juice stands, the inevitable street
brawl.”” The third show, Cartwheel, was an ex-
periment in compression—nine actors performed
34 characterizations, eating up 22 scenes in 30
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minutes. Perhaps a medium other than radio
could do such a thing, but that has yet to be
demonstrated.

The rather glib assessment that Time would
offer (‘‘the production, not the play, is the
thing’’) was already proving—three years before
it was written—to be shallow and a little false.
The most effective Columbia Workshops would
respect technique and the play on an equal foot-
ing. And there were limitations. ‘‘A microphone
cannot create the whole picture of life,”” wrote
CBS director Earle McGill. ‘“Wondrous and
magical gifts pour from the loudspeaker. It can
give back the sound of a voice that is far away,
but in this year of grace can offer no substitute
for the twinkle in a maiden’s eye. The moment
you try to push its boundaries beyond their nat-
ural limits you are committed to folly.”” The in-
terpretation of lines, McGill asserted, should not
be lost in the rush by soundmen and directors to
infuse a play with noise. Sometimes an effect
could be achieved with music, as Bernard
Herrmann did for the Workshop production The
Devil and Daniel Webster (Aug. 6, 1938). Web-
ster’s race by carriage to Jabez’s farm to argue
the farmer’s case before ‘‘Old Scratch’’ the devil
is accomplished in a scene of just under a min-
ute. Herrmann’s ‘‘ride music,’’ coupled with the
horses’ hoofbeats and the crack of a whip, was
all that was needed. The perfect harmony was
achieved when music and sound combined with
a lively, imaginative script in the hands of a di-
rector who knew how to do it.

McGill, Brewster Morgan, and William N.
Robson were three such directors. There were
many others at CBS in the *30s, and most were
exhilarated at a chance to serve on The Columbia
Workshop. 1t had become apparent that what
Reis had begun could not be continued by one
man. ‘‘Reis was not merely the director,”” wrote
Coulter; he also ‘‘looked over all the manu-
scripts submitted, answered fan mail, took care
of music and sound effects, edited and cast all
the productions, and ran the publicity.”” Already
the Workshop was known as a ‘“‘writer’s thea-
ter’’; the pay was only $100 per script, but
‘‘manuscripts were pouring in at an unforeseen
rate, sound and music became more and more
specialized, and more extensive promotion was
needed to acquaint the public with the experi-
ments being made.”’

Soon the network was getting 7,000 plays a

year: the result was that, in the course of time,
almost every director at CBS would have a hand
in The Columbia Workshop. They *‘sweated with
oscillators, electric filters, and echo chambers to
produce some of the most exciting sounds ever
put on the air’’ (Time); they worked with new
parabolic microphones, picking voices out of
crowds ‘‘as a spotlight picks out faces’’ (New-
sweek). Walter Pierson, head of the CBS sound
department, was challenged to come up with
‘“‘the footsteps of the gods’ for one play and
*‘the sounds of fog’’ for another. Many of the
effects were already in the soundman’s library:
it was a matter of new and creative applications,
of embellishments. Indeed, a look at the library
of recorded effects at CBS in those days is im-
pressive. As given by McGill in his book Radio
Directing, it fills 13 pages of very small type,
with four additional pages of manual effects and
devices. The recordings are detailed and specific,
noting the differences between various kinds of
birds, dogs, and lions. There are categories for
voices and applause, automobiles and motorcy-
cles, airplanes, trains, weather, rivers, trees
(crashing and chopping), fires, traffic, boats, ma-
chinery, construction, war, whistles, bells,
clocks, carnivals, miscellaneous sounds, and ra-
dio itself.

In 1937, for the Workshop’s most famous play
(The Fall of the City, by Archibald MacLeish),
McGill would discover that recordings of a
crowd, played under the sounds of a real crowd
performing live on the air, gave an effect ‘‘of
having a much greater mob of people than was
actually appearing in the broadcast.’” This made
the show all the more chilling.

But the greatest thing about the series, those
who worked it generally agree, was the sense of
freedom it offered. There was no pressure to hit
a home run every week. The show was sustained,
its timeslot earmarked ‘‘withheld from sale,”’ so
there were no sponsors or agency men to satisfy.
As with any form of experiment, some of the
shows were unexciting, poorly conceived, or just
plain dull. But many, as Coulter put it, ‘‘were
milestones on the path of creative thinking and
writing in radio.”’

There were straight demonstrations of sound
(Oct. 10, 1936), radio music (Nov. 7, 1936), and
a look at the control booth mixer on a radio show
((Jan. 9 and 16, 1937). There were adaptations:
The Happy Prince, by Oscar Wilde (Dec. 26,



1936), and The Signalman, by Charles Dickens
(Jan. 23, 1937). In A Voyage to Brobdingnag
(Sept. 12) and A Voyage to Lilliput (Jan. 9), new
voice filters enabled engineers to play with the
speech of giants and pygmies, interpreting Jon-
athan Swift in ways that could not have been
done before. Orson Welles, 21 years old and un-
known, offered Shakespeare: Hamlet (Sept. 19
and Nov. 14, 1936) and Macbeth (Feb. 28,
1937). On Oct. 3, 1936, Reis directed his own
play St. Louis Blues, one of the earliest ‘‘radio
looks at itself’’ pieces ever done: the story con-
cerns a radio jazz show, with cutaways at inter-
vals to see how the music affects listeners in half
a dozen different settings. The Workshop may
have been the first major show to fully utilize
the slice-of-life technique—a little piece of ac-
tion that illuminates the whole range of the pro-
tagonist’s existence in 29 minutes and 30
seconds. Like a good short story, the radio drama
was a prism through which that life was seen,
the action merely a cutting edge, a moment of
truth when the character is revealed in all his
dimensions. The present hinted at the past, and
the climax offered a roadmap—clear and certain,
unstated but inescapable—to what the future
held. A good radio play was so much like a short
story that, when one declined in the 1950s, the
concurrent decline of the other should have come
as no great surprise.

From beginning to end, it was a director’s
showcase. No fewer than four directors worked
on The Fall of the City, the trailblazing broadcast
of April 11, 1937. That a playwright with the
stature of Archibald MacLeish would write it for
radio assured keen attention from the press. It
was an allegory in verse, dark and chilling in a
time when the Nazi war machine was on the rise.
The action took place in the square of a city,
which managed while remaining unnamed to
suggest both antiquity and a hereafter. The city
seemed eternal: its imminent fall was, through
the understated technique, rendered all the more
powerful from the opening lines.

As the play begins, a thoroughly frightened
populace awaits the arrival of a conqueror. Fear
mounts throughout. A harbinger (a voice from
the dead) warns that *‘the city of masterless men
will take a master,”” while the narrator (Orson
Welles) describes the movements of the people
in the manner of an unfolding newscast. The
crowds mill about, buzzing with nervous excite-
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ment, listening to speeches, fretting, anticipating.
The writing is filled with bitter irony (The city
is doomed! ... Let the conqueror have it!...
He's one man, we are but thousands! ... Who
can defend us from one man?), and the one ter-
rible constant is the noise of the crowd.

It was a technical challenge. Too often, as
McGill would note, recorded mob effects
sounded exactly like what they were—recorded
mob effects. Reis suggested moving the broad-
cast out of the studio and into an environment
more acoustically suitable—the Seventh Regi-
ment Armory in New York—and doing the
show with a real mob, 200 students from the
City College. William N. Robson directed the
crowd, Brewster Morgan the cast, and McGill
the sound effects, while Reis synchronized and
gave it overall direction. An isolation booth was
constructed for Orson Welles, giving his voice a
strange kind of detached intimacy. A crisis
arose when tennis players arrived on the after-
noon of the broadcast, claiming they had
booked the Armory for a game. Another
cropped up that night when, just before air time,
the National Guard came in for its regular Sun-
day maneuvers. But promptly at 7 .M. the show
went on, an unrated, unheralded, sustained half-
hour on which the actors, from Orson Welles to
Burgess Meredith (the pacifist) to Edgar Stehli
(the high priest), collected their union-mandated
minimum paychecks: $18.50.

But The Fall of the City was not just another
radio show. *‘It seemed to go to the terror of its
time,” Barnouw would write; and it opened the
way for radio as a new and accepted art form.
There was now an understanding, said News-
week, ‘‘that radio drama, in both the writing and
presentation, was something radically different
from drama of the stage and screen.’”’ Suddenly
established writers were taking note. Pare Lor-
entz, Alfred Kreymborg, Stephen Vincent Benét,
Dorothy Parker, and William Saroyan were ap-
pearing in credits on The Columbia Workshop.
MacLeish wrote an encore—Air Raid (Oct. 27,
1938)—and this strong, technically intricate anti-
war statement in verse was acclaimed as loudly
as his first. Norman Corwin, still struggling to
find his voice, was soon to emerge as radio’s
most creative product. His play My Client Curley
(March 7, 1940), though adapted from an un-
published Lucille Fletcher fantasy, served notice
of Corwin’s arrival as a Workshop force.
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With the departure of Irving Reis for Para-
mount Pictures, William N. Robson became the
Workshop’s main director. One of the interesting
spinoffs of the late *30s was The Ghost of Ben-
Jamin Sweet (Jan. 8, 1938, with a sequel on
March 5), a spook show with a ghost-as-hero
twist. This became its own series, running on
CBS later that year. In 1939, celebrating its third
anniversary, the Workshop offered a ‘‘summer
festival’> from July 6 through Sept. 28: four new
plays by such as Benét, Saroyan, and Lord Dun-
sany were mixed with Workshop classics, ending
with a Fall of the City rebroadcast. The show
remained alive and well until 1942, when CBS—
recalling the panic caused by the Orson Welles
War of the Worlds broadcast on the 1938 Mer-
cury Theater, and citing the Workshop’s own Air
Raid as a disturbingly similar simulation of life—
classified the series as ‘‘too frolicsome for war-
time consumption’’ and canceled it.

It resumed after the war. Corwin opened it
Feb. 2, 1946, with Homecoming, a bittersweet
slice of life about a GI who comes home to the
farm. The show continued as if there had been
no gap: Slim (March 3), a story of a young hobo
riding the rails with a ghostly companion, was
followed two weeks later by a straight T. S. Eliot
reading of his Four Quartets. The second run
was unfortunately brief, the finale Jan. 25, 1947,
with a thing called The Natural History of Non-
sense. Then, for three months, the Workshop was
given over to a musical series, Once upon a
Tune, which had begun on January 5 and broad-
cast three installments as its own entity before
being merged with The Columbia Workshop on
February 1. Thirteen episodes of Once upon a
Tune were then heard as an announced part of
the Workshop, closing April 26, 1947.

A third series, The CBS Radio Workshop, is
covered under that title in this book.

More than 225 of the 1930s Columbia Work-
shop and its 1946—47 revival are available on
tape. That this was not a show for the masses is
especially true today. Some of these shows, on
first listening, seem to move at a glacial pace;
some seem quite old and dated. The techniques
they pioneered have become so routine, their
high-tech counterparts bombarding people in ra-
dio commercials around the clock, that a listener
seldom gives a thought to a time when they
didn’t exist. Reis, Robson, McGill, and the oth-
ers put a modern listener on notice: you may

come to the picnic, but you must bring some-
thing to it. The listener is offered nothing less
than a full partnership.

COMEDY OF ERRORS, quiz; contestants
from the studio audience tried to spot the mistake
in a skit, for a prize of $5 per round.

BROADCAST HISTORY: Dec. 24, 1949-Feb. 2,
1952, Mutual. 30m, Saturdays at 7:30. HOST:
Jack Bailey. ANNOUNCER: Fort Pearson. Mu-
sic: Eddie Dunstedter on organ.

COMEDY THEATER, comedy variety-drama.

BROADCAST HISTORY: Oct. 29, 1944 June 10,
1945, NBC. 30m, Sundays at 10:30. Old Gold Cig-
arettes.

STAR/FORMAT: Harold Lloyd, silent film star
whose antics on building ledges and swinging
from giant clock hands thrilled an earlier gen-
eration, introduced condensations of movie com-
edies (such as True to Life, with Victor Moore).
Though he attempted to preside ‘‘in the manner
of Cecil B. DeMille,’’ said the New York Times,
he was too often burdened by *‘dreadful gags,’’
and his voice had a ‘‘flat, high quality’’ not con-
ducive to radio. As a consequence, said the
critic, his timing and inflection suffered.

THE COMEDY WRITERS SHOW, a
‘‘comedy-writing session on the air, starring the
writers for America’s greatest comedians.’’

BROADCAST HISTORY: June 6-Sept. 5, 1948,
ABC. 30m, Sundays at 10. HOsT: Ben Brady.
CREATOR-PRODUCER: Sy Fischer.

Working from a rough outline sent in by a
Hollywood celebrity, teams of professional radio
writers attempted to fashion an acceptable script
in 30 minutes. In one show, Loretta Young asked
for ‘‘a Fred Allen-type program.”” The writers
included Sherman Burns (then working for
Groucho Marx), Roger Price (Bob Hope), Leon-
ard Stern (Abbott and Costello), and Sidney
Fields (Eddie Cantor). The writers worked
through an opening skit in which Allen would
discuss vacations with Portland Hoffa, an ‘‘Al-
len’s Alley’’ routine, and a celebrity skit with
Allen and guest Jack Haley looking for gold in
the Yukon. Each writer also told some behind-



the-scenes story about the famous comedian who
employed him. The show was transcribed at 45
minutes and edited for a 30-minute timeslot. A
purist might consider that fudging, but not much.
Comedy writers might reasonably expect two
full days to rough out a script for a 1940s radio
show.

COMMAND PERFORMANCE, spectacular
wartime variety.

BROADCAST HISTORY: March 1, 1942-Dec. 20,
1949, Special Services Division of the War De-
partment; Armed Forces Radio Service from 1943.

Oct. 7, 1945-April 21, 1946, CBS. 30m, Sun-
days at 9. Spinoff series; Request Performance.
Campbell Soups.

CAsT: Major personalities in performances re-
quested by servicemen. ANNOUNCERS: Paul
Douglas, Ken Carpenter. CREATOR: Louis G.
Cowan. PRODUCERS: Vick Knight, Maury Hol-
land, Cal Kuhl. DIRECTOR: Glenn Wheaton.
WRITERS: Melvin Frank, Norman Panama.

Command Performance was lauded by Time
as ‘‘the best wartime program in America,”’
though few Americans at home ever got to hear
it. The show was produced by the War Depart-
ment for direct shortwave transmission to troops
fighting overseas. It was estimated that $75,000
a week would be needed to produce such an ex-
travagant hour, yet Command Performance had
no budget and paid no money to anyone. All
talent was donated, including the production
staff. Both CBS and NBC gave free use of net-
work studios for production. Such stars as Bing
Crosby, Bob Hope, the Andrews Sisters, Red
Skelton, Edgar Bergen, Ethel Waters, Spike
Jones, Dinah Shore, Kay Kyser, and Charles
Laughton could be heard on a single show. The
radio acts of Lum and Abner and Fibber McGee
and Molly were sandwiched between Vincent
Price, Bob Burns, Judy Garland, Frank Sinatra,
Jimmy Durante, and George Burns and Gracie
Allen.

The show arose when the War Department
asked Lou Cowan of its Radio Division to think
up a format for entertaining troops overseas. The
troops were desperate for American radio, and
Cowan decided to let them choose their own
fare. It would be a “‘command performance’’—
the GI ‘‘who was trained to obey commands
could now command anything he wanted from
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the radio world,”” wrote Edward M. Kirby and
Jack W. Harris in Star-Spangled Radio. Once the
premise was settled, the show was literally writ-
ten from the battle fronts.

The initial shows were put together from ver-
bal requests, but soon the mail poured in. For
producers Wheaton and Knight, every mailbag
was an adventure. One soldier wanted only to
hear actress Carole Landis sigh. Another re-
quested that Charles Laughton instruct Donald
Duck in the finer points of elocution. The bizarre
fed upon itself, and engineers were sent to record
the sounds of birds chirping in one soldier’s In-
diana hometown and, for another, the sounds of
a nickel slot machine paying off a jackpot. The
show was described by Bob Burns as ‘‘so im-
portant and expensive that only Uncle Sam is big
enough to sponsor it.”’

After its first year, the series was transferred
to the new Armed Forces Radio Service and
moved from New York to California so the flood
of requests involving Hollywood screen stars
could be more easily filled. Ken Carpenter took
over as announcer from Paul Douglas and as-
sorted hosts. The move created havoc for Vick
Knight, who finally resigned a $1,000-a-week
job producing Fred Allen’s New York-based
comedy show and moved west to work gratis on
Command Performance.

Among the show’s highlights were these: a
special Christmas Eve broadcast in 1942, heard
domestically for the first time and carried on all
four networks; an all-jive show with the orches-
tras of Tommy Dorsey, Lionel Hampton, Count
Basie, and Spike Jones; a ‘‘fiddle fight’’ between
Jascha Heifetz and Jack Benny; and the six-girl
harmony that became the traditional closing
number at Christmas (the first year the singers
were Judy Garland, Dinah Shore, Ginny Simms,
Frances Langford, Connie Boswell, and Shirley
Ross). On Feb. 5, 1945, an all-star cast spoofed
America’s most popular comic strip in an hour-
long play, Dick Tracy in B-Flat; or, For Good-
ness Sake, Isn’t He Ever Going to Marry Tess
Trueheart? The stars were Bing Crosby as Dick
Tracy; Dinah Shore as Tess Trueheart; Harry
Von Zell as Old Judge Hooper; Jerry Colonna as
the Chief of Police; Bob Hope as Flat Top; Frank
Morgan as Vitamin Flintheart; Jimmy Durante as
the Mole; Judy Garland as Snowflake; the An-
drews Sisters as the Summer Sisters; Frank Sin-
atra as Shaky; and Cass Daley as Gravel Gertie.
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Though the main reason for the show’s exis-
tence ended with the war, Command Perfor-
mance continued through the *40s, shortwaving
specials to American servicemen all over the
world. There were more than 400 shows, from
half-hours to two-hour specials. A spinoff series,
Request Performance (see entry under that title),
lacked the urgency and punch of the the original
and lasted only one season.

COMMUNITY SING, comedy-variety.

BROADCAST HISTORY: Sept. 6, 1936-Aug. 29,
1937, CBS. Sundays at 10. 45m until April 1937
then 30m. Also titled The Gillette Original Com-
munity Sing, for the sponsor, the Gillette Razor
Company. CASsT: Wendell Hall, “the Red-
Headed Music Maker’’; Billy Jones and Emie
Hare, singing duo; Eileen Barton; Betty Garde; co-
medians Tommy Mack, Milton Berle, and Bert
Gordon (as Mischa Moody). ORCHESTRA:
Andy Sannella. PRODUCER: Myron Kirk.
WRITER: Irving Brecher.

Community Sing is notable as one of the ear-
liest radio efforts of comedian Milton Berle.
Though the show was obviously heavy on com-
edy, the title derived from the group-singing of
the studio audience. Wendell Hall, aided by Billy
Jones and Ernie Hare (best known as the Hap-
piness Boys), led the songfests, while the audi-
ence was aided by slide projections of the lyrics.
Radio Mirror found Berle’s ‘‘machine-gun com-
edy’’ well rehearsed—no fault *‘if he can keep
it up.”’ In his autobiography, Berle recalled that
the show’s theme was Let’s All Sing Like the
Birdies Sing, to which the audience would sing
out, ‘‘Tweet, tweet, tweet, tweet, tweet!

CONCERT BROADCASTS, ‘‘serious music’’
as opposed to band remotes, usually done in-
studio by large symphony orchestras under the
batons of celebrated maestros.

Despite the handicaps of oppressive costs and
the initial reluctance of renowned soloists to
‘‘stoop to the masses,’’ the concert music sched-
ule on all four national chains was varied and
rich. CBS had been formed by Arthur Judson,
who, in alliance with the Columbia Phonograph
Company, sought mainly to put a symphony or-
chestra on the air with classical music. Its open-
ing program, Sept. 18, 1927, was auspicious but
indicative of the problem: the group went broke,

and the network passed to William S. Paley. But
the first decade of national broadcasting saw a
rise in musical consciousness that only radio
could have achieved. Both NBC and CBS had
in-house symphony orchestras of long standing.
By the mid-1930s, the music columns of Radio
Guide had bulged to two pages. People in Wis-
consin and rural Kansas could now hear the sym-
phony orchestras of Rochester, Cleveland, or
Indianapolis on a weekly basis, and the names
of Toscanini, Walter, Ormandy, and others—
long famous in their fields—became known in
the heartland. Soon the great soloists came along
as well: Jascha Heifetz, for one, changed his
early opinion that his music was for the elite and
realized that, through radio, millions of people
might be added to the thousands who might
come to a concert hall.

What follows is a checklist of the season-
spanning concert series. Certain commercial pro-
grams (e.g. The Voice of Firestone, The
Telephone Hour, Cities Service Concerts) are
discussed under their own main entries.

AMERICA PREFERRED, Alfred Wallenstein, conduc-
tor; Deems Taylor, commentator. July 13, 1941-
May 30, 1942, Mutual, 45m, Sundays at noon,
then, Saturday evenings.

AMERICAN Music HALL, Paul Whiteman, maestro;
Glenn Osser last five months. Aug. 17, 1952-Dec.
13, 1954, ABC, 60m, Sundays at 8.

ANDRE KOSTELANETZ, heard largely in concert for-
mats, though with much crossover into commercial
work and popular appeal. Kostelanetz was well
known, his career spanning 20 years on CBS. Born
in Russia in 1901, he arrived in the United States
in the early 1920s, well schooled in the classics.
His first radio appearance was on The Arwater-
Kent Hour in 1924. He joined CBS in 1929, con-
ducting on many shows with titles like Snowdrift
Melodies and Threads of Happiness. All series
listed are CBS.

Feb. 8-Nov. 5, 1931, 15m, Sundays at 5:30;
Tuesdays and Fridays beginning in May. Mary
Eastman, featured soloist. Manhattan Soap.

1931-34, many series of short duration. Heard
Wednesdays at 10:15 in a 15m format for Amer-
ican Chain and Cable, Nov. 1931-Feb. 1932. Con-
currently Thursdays at 9 for Southern Cotton Oil,
Dec. 1931-Feb. 1932. Tuesdays at 9:15, 15m for
Spool Cotton, Sept. 1932~June 1933. On Dec. 28,



1932, he opened a run for General Motors: heard
for Pontiac Wednesdays, then Thursdays at 9:30
in 1932-33, and Saturdays at 9:15 in 1933-34; for
Buick Thursdays at 9:15 Dec. 1933-Feb. 1934,
with comic Robert Benchley.

April 2, 1934-June 22, 1938, the Chesterfield
broadcasts for Liggett & Myers Tobacco. Also
heard as The Chesterfield Show and Chesterfield
Presents. Various 30m timeslots, usually Wednes-
days at 9 (1934-38) but often supplemented by
Monday, Friday, or Saturday shows. The orchestra
had now grown to 65 pieces and a 16-voice chorus.
It featured soloists Rosa Ponselle and Grete
Stueckgold (1934), Lily Pons and Nino Martini
(1935-36), Kay Thompson and Ray Heatherton
(1936-37), and Lawrence Tibbett (1937-38).

Jan. 12, 1939-June 24, 1940, Thursdays at 10
in a 45m format until June 1939, then Mondays at
8. Tune-Up Time. Ethyl Gasoline. With Walter
O’Keefe, Kay Thompson, Tony Martin.

Dec. 1, 1940-Dec. 10, 1944, 30m, Sundays,
various times, often 4:30, The Pause That Re-
Jreshes on the Air. Coca-Cola.

Sept. 6, 1945-May 30, 1946, 30m, Thursdays
at 9. Chrysler.

THE ARMCO IRON MASTER, a brass band directed
by Frank Simon, heard on NBC (mostly Blue) for
American Rolling Mills for six seasons beginning
Nov. 10, 1933. Timeslots: 1933-34, Fridays at 10;
1934-35, Red Network, Sundays at 6:30; 1935-
36, Mondays, later Wednesdays at 8:30; 1936-37,
Tuesdays at 10. Also Jan. 15-April 9, 1939, Sun-
days at 3. All 30m.

THE BosTON SYMPHONY ORCHESTRA, whose ma-
jor series of broadcasts spanned the entire era of
network radio. Russian-born conductor Serge
Koussevitzky was said to be able to look at pho-
tographs of himself conducting and name the
pieces being played. The Boston Symphony was
first heard on the Blue Network in 1926, in a two-
hour Saturday night timeslot starting at 8:15. Also:
1932-33, Blue Network, 120m, Saturdays at 8:15;
1933-34, NBC, 105m, Saturdays at 8:15; 1935-
36, Blue, 60m, Saturdays at 8:15; 1942-43, Blue,
60m, Saturdays at 8:15; 194346, Blue/ABC, 60m,
Saturdays at 8:30 for Allis Chalmers; 1947, ABC,
60m, Tuesdays at 8:30 for John Hancock; 194748,
ABC, 60m, Tuesdays at 9:30; 1948-49, beginning
a 30m daytime series, NBC, Mondays at 12:30;
1949-50, NBC, 30m, Mondays at 1; 1950-51,
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NBC, 30m, Saturdays at 9:30 A.M.; 1954-55,
NBC, 60m, Saturdays at 8:30; 1955-56, NBC,
45m, Mondays at 8:15. The BSO slots were some-
times taken in the summer months by Arthur Fied-
ler and his Boston Pops Orchestra (noted on the
Blue in the 1936-38 seasons), which specialized
in familiar semi-classics and light masterworks not
usually heard in the regular season.

THE CADILLAC SYMPHONY ORCHESTRA, Bruno
Walter, conductor. Dec. 24, 1933-May 5, 1935,
Blue Network, 60m, Sundays at 8 Cadillac Motor
Car Co.

THE CARBORUNDUM HOUR, Edward d’Anna, direc-
tor; Francis Bowman, host. 1929-38, CBS, various
timeslots for Carborundum Abrasives: 1929-30,
60m, Tuesdays at 7; 1930-35, 30m, Saturdays at
9; 1935-38, 30m, Saturdays at 7:30.

CARNEGIE HALL broadcasts, ABC, 30m, Sundays at
7:30, 1948—49; Tuesdays at 8, 1949-50. American
Oil.

THE CASTORIA PROGRAM, Donald Voorhees, con-
ductor. 1933-34, CBS, 30m, Wednesdays at 8:30.
Violinist Albert Spalding and singer Conrad Thi-
bault.

THE CHICAGO A CAPELLA CHOIR, Noble Cain, di-
rector. NBC, four seasons beginning in 1932:
1932-33, Blue Network, Sundays at 4; 1933-34,
Red Network, Sundays at 2:30 for Hoover Vacu-
ums; 1934-35, Blue Network, Tuesdays at 4:30;
1936-37, Blue Network, Thursdays at 5. All 30m.

THE CHiCcAGO CiviC OPERA, the first regular opera
company of the air, heard on KYW, the Westing-
house outlet in Chicago in Nov. 1921. Chicago
Opera became a force over the next ten years with
the refusal of the Metropolitan Opera to allow its
programs to be aired. It was part of the first-year
NBC schedule, 192627, heard on 22 outlets in a
45m Friday night timeslot at 10:30. In 1927 it
moved to the Blue Network, where it ran on the
following schedules: 1927-28, Tuesdays at 10;
1928-29, Wednesdays at 10; 1929-30, Saturdays
at 10, all 60m sponsored by Baulkite. Also, 1931-
32, 30m, Saturdays at 9. The company failed in
1932, and subsequent companies were formed in
later years. See METROPOLITAN OPERA.

THE CHICAGO C1vic ORCHESTRA, NBC: 1930-31,
Blue Network, 60m, Saturdays at 10; 1931-32,
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Red Network, 30m, Saturdays at 8. Also, The Chi-
cago Symphony Orchestra, 1938, Blue Network,
Saturdays at 9:15, Frederick Stock, conductor.
Also, The Chicago Women's Symphony Orchestra,
194041, CBS, 30m, Sundays at 5.

THE CINCINNATI CONSERVATORY SYMPHONY, Al-
exander von Kreisler, conductor, for most of the
run, all CBS: 1935-36, 60m, Saturdays at 11 A.M.;
1936-37, 90m, Fridays at 3; 1937-38, 30m, Fri-
days at 3 and 60m, Saturdays at 11 A.M.; 1938-
41, 60m, Saturdays at 11 A.M. Also, brief runs
1941, 1946.

THE CLEVELAND SYMPHONY ORCHESTRA, Artur
Rodzinski, conductor ca. 1932—43; Erich Leinsdorf
thereafter. 1932-33, NBC, 60m, Sundays at 1:30;
1933-34, CBS, 120m, Saturdays at 2:30; 1935-36,
NBC, 30m, Sundays at 4:30; 1936-38, Blue Net-
work 60m, Wednesdays at 9; 1941-43, CBS, 60m,
Saturdays at 5; 1943-47, Mutual, 60m, Sundays at
9 (1943-44), Saturdays at 6 (1945-47).

THE COLUMBIA SYMPHONY ORCHESTRA, Howard
Barlow, conductor; Bernard Herrmann occasion-
ally. Barlow arrived at CBS in 1927 and quickly
enlarged the house band of 16 pieces to symphonic
size, believing that symphony music could be
scheduled as popular entertainment. 1929-30,
30m, Mondays at 10:30; otherwise heard irregu-
larly. See also CONCERT BROADCASTS—EVERY-
BODY’S MUSIC.

THE CuURTIS INSTITUTE MUSICALE, Fritz Reiner, di-
rector of a 90-piece orchestra. 1933-34, CBS,
45m, Thursdays at 3:45; 1934-38, CBS, 45m,
Wednesdays at 4 or 4:15; 1938-40, CBS, 60m,
Mondays at 3 or 4; 194041, NBC, 30m, Satur-
days at 5:30; 194142, CBS, 30m, three a week at
4.

THE DETROIT SYMPHONY ORCHESTRA, Fritz Rei-
ner and John Barbirolli, frequent conductors.
1944-45, Mutual, 60m, Saturdays at 8:30 for
Reichold Chemicals; 1947, ABC, 60m, Sundays at
4 for Reichold; 194748, ABC, 60m, Sundays at
8 for Music Digest; 1948-49, ABC, 45m, Tues-
days at 9:45. See also THE FORD SUNDAY EVENING
HOUR.

THE EASTMAN SCHOOL OF MUSIC SYMPHONY,
conducted by Dr. Howard Hanson, director of the
Eastman School at the University of Rochester. In
the main, afternoon concerts emphasizing Ameri-

can works. 1932-42, NBC, Blue Network until
1938, Red thereafter: 1932-33, 45m, Thursdays at
4; 1933-35, 45m, Thursdays at 3:15; 1937-38,
30m, Thursdays at 9; 1938-39, 30m, Saturdays at
11:30 A.M.; 194042, 30m, Saturdays at noon.

THE EDWIN FRANKO GOLDMAN BAND, a large

brass band that offered free summer concerts in
New York’s Central Park and other sites, many of
these broadcast on network radio. Goldman, aided
by a Guggenheim grant, never missed a perfor-
mance from 1918 until 1955, and the band contin-
ued after his death under the direction of his son.
Praised by critics for its musicianship, Goldman’s
band was said to be a ‘‘symphony orchestra in
brass,”’ and Goldman was considered the musical
successor to John Philip Sousa. His summer con-
certs were aired by WEAF in 1925. The band was
on hand for NBC’s Nov. 15, 1926, inaugural
broadcast and over the next 15 years was carried
in the summer on all networks at one time or an-
other.

EVERYBODY’S MUSIC, a series of 60m concerts by

Howard Barlow and the Columbia Symphony Or-
chestra; not a broadcast of popular music, but a
serious offering of classics. May 3, 1936-Oct. 17,
1937, CBS, Sundays at 2: also, May 15-Oct. 23,
1938, 60m, Sundays at 3.

THE GENERAL ELECTRIC CONCERT, with tenor

Richard Crooks and orchestra. NBC, 1931-32,
30m, Sundays at 5:30; 1932-33, 30m, Sundays at
9. General Electric.

GENERAL MOTORS CONCERTS, heard in several for-

mats on the two NBC networks between 1929 and
1937. 1929-31, Red, 30m, Mondays at 9:30, Frank
Black, conductor. 1935-37, Red, 60m, Sundays at
10, with maestro Emo Rapee and such soloists as
tenor Lauritz Melchior, violinists Erica Morini and
Yehudi Menuhin, and sopranos Florence Easton,
Lotte Lehmann, and Kirsten Flagstad. In April
1937 this series moved abruptly to the Blue Net-
work, becoming The General Motors Promenade
Concerts: it ran 60m, Sundays at 8 until June 1937,
featuring male and female leads in shows with
themes (such as a broadcast of Victor Herbert mu-
sic with Rose Bampton and Jan Peerce). For the
fall, GM announced a sensational new series, ra-
dio’s first concert stock company, comprised of the
biggest names of the day: Grace Moore, Helen
Jepson, Maria Jeritza, Ema Sack, Richard Tauber,



Donald Dickson, Jussi Bjoerling, and Joseph
Schmidt, with two, three, or more slated for each
broadcast. Emo Rapee returned as maestro; John
B. Kennedy told dramatic stories of science, and
Milton Cross announced. Critics predicted back-
stage feuds and shivered at the expense while ap-
plauding GM for its courage. Whatever the reason,
this imposing General Motors Concert ran only its
initial 13 weeks, Oct. 3-Dec. 26, 1937, Blue Net-
work, 60m, Sundays at 8, and the company was
dissolved.

GREAT MOMENTs IN Music, George Sebastian,
conductor. A symphony orchestra with vocal so-
loists (Jan Peerce, Jean Tennyson, etc.). 1941-46,
CBS, 30m, Wednesdays at 10.

THE HELEN TRAUBEL PROGRAM, early 1937, Blue
Network, 30m, Sundays at 7.

THE HOOVER SENTINELS, 1933-35, NBC, 30m,
Sundays at 5. Hoover Vacuums. Mme. Emestine
Schumann-Heink, vocalist.

THE INDIANAPOLIS SYMPHONY ORCHESTRA, Fa-
bien Sevitzky, director. One of the newest groups
in the nation (est. 1930), moving quickly to na-
tional prominence because of Sevitzky’s ability to
secure network radio contracts. Sevitzky (short-
ened from Koussevitzky to avoid confusion with
his uncle, Serge Koussevitzky of the Boston Sym-
phony) was a champion of American composers,
and his programs reflected this. 1937-38, Mutual,
90m, Sundays at 9:30. Then on CBS: 1938-39,
60m, Wednesdays at 3; 193940, 30m, Wednes-
days at 10:30; early 1941, 30m, Sundays at 10:30
AM.; 1942-43, 30m, Thursdays at 3:30.

Jack FRoOST MELODY MOMENTS, a 30m symphonic
series named for the sponsor. 1929-31, NBC,
Thursdays at 9:30; Eugene Ormandy, conductor.
1931-34, Blue Network, Wednesdays at 8:30
(1931), Mondays at 9:30 (1932-34); Josef Paster-
nack, conductor.

THE LONGINES SYMPHONETTE, a series of time-
honored classics, sponsored by *‘the world’s most
honored watch.”” Prerecorded, it played on many
Mutual stations in nightly quarter-hours, ca. 1943—
49. Also, 1949-57, CBS, 30m, Sundays at 2.
Macklin Marrow, initial conductor; Mishel Piastro
for most of the run. Frank Knight, announcer. The
Longines Choraliers was a popular offshoot, heard
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on CBS in various 30m timeslots, March 13,
1949-April 22, 1955.

THE Los ANGELES SYMPHONY ORCHESTRA: 1946—

47, Mutual, 30m, Saturdays at 4.

THE MaxweLL HoUse HOUR, early Blue Network
concert series, initially with tenor Richard Crooks;
later with soprano Frieda Hempel. 192628, 60m,
Thursdays at 9; 1928-32, 30m, Thursdays at 9:30,
with maestro Donald Voorhees.

THE MINNEAPOLIS SYMPHONY ORCHESTRA, Eu-
gene Ormandy, conductor. NBC, 1933-34, 30m,
Sundays at 10:30; 1935-36, 30m, Thursdays at
11:30.

MosiLoiL CONCERT, Emo Rapee, conductor; James
Melton, tenor, on the early shows. 1929-32, NBC,
30m, Wednesdays at 8 until 1930, at 8:30 until
1931, then at 9:30.

Music AMERICA Loves BEsST, 194445, NBC,
30m, Saturdays, then Sundays, for RCA. This title
was also used as a descriptive phrase on The RCA
Victor Show, heard in various 30m Sunday slots
on NBC, 194549, with baritone Robert Merrill.

THE NATIONAL SYMPHONY ORCHESTRA, early 60m
series with Walter Damrosch, conductor. 1926-27,
NBC, Saturdays at 9; 1927-28, Blue Network, Sat-
urdays at 8; 1928-29, NBC, Saturdays at 8.

THE NBC STRING SYMPHONY, a 30-piece group or-
ganized by Dr. Frank Black in 1933 and heard in
summer concert runs most years until 1939-40, its
first full season; 30m, Sundays at 2 through 1940-
41.

THE NBC SYMPHONY ORCHESTRA, Arturo Tosca-
nini, conductor, Nov. 13, 1937-April 4, 1954. Tos-
canini’s personal appearances were usually limited
to fewer than 20 concerts per season, beginning
Christmas Day 1937. Artur Rodzinski, coconduc-
tor, 1938; Leopold Stokowski, coconductor, 1941
44. Among others who led during Toscanini's
overall directorship were Pierre Monteux, Adrian
Boult, Bernardino Molinari, George Szell, Fritz
Reiner, Dimitri Mitropoulos, and Guido Cantelli.

Timeslots: 1937-38, Red Network, 90m, Satur-
days at 10. 1938-40, Blue Network, 90m, then
60m, Saturdays at 10; 194041, Blue, 85m, Sun-
days at 9:35; 194142, Blue, 90m, Saturdays at 9,
also 60m, Tuesdays at 9:30; 1942-43, 60m, Sun-
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days at 5 on Blue and 45m, Saturdays at 2 on Red.
With the breakup of NBC, the Symphony re-
mained with the main NBC Network, as the Blue
became ABC. 194346, 60m, Sundays at 5 for
General Motors. 194647, 60m, Sundays at 5, sus-
tained. 1947-53, Saturdays at 6:30 with timeslots
varying from 60m to 90m, E. R. Squibb sponsor-
ing 1950-52. Also, 60m, Mondays at 10, 1950
51. 1953-54, 60m, Sundays at 6:30 for Socony
Oil. Announcers: Howard Claney; Ben Grauer for
most of the run.

The NBC Symphony Orchestra was unique. As
Thomas A. DeLong noted, ‘‘never before or since
has a radio network or corporate entity created
an orchestra of this calibre or size.”” That it was
a tribute to one man made it all the more remark-
able.

It was created for Toscanini in a successful at-
tempt by NBC’s David Sarnoff to draw the world-
famed maestro out of retirement in his native Italy.
Toscanini had left his post as head of the New
York Philharmonic in 1936. Sarnoff’s emissary
concluded a deal that paid Toscanini $40,000 (tax-
free, as NBC agreed to pick up the tax bill as well)
for ten broadcasts with a world-class orchestra of
the maestro’s own choosing, no limit on expenses.
Maestro Artur Rodzinski of the Cleveland Sym-
phony Orchestra was engaged to select and train
the musicians and to serve as conductor for half
of the season.

The news of Toscanini’s return created a sen-
sation in radio circles. He was widely believed to
be the world’s greatest living musician, one whose
interpretations of the old masters (Brahms, Bee-
thoven, Mozart, Verdi, and Wagner) were de-
scribed by critics in such superlatives as ‘‘the
purest and noblest of all time.”” From that first
broadcast, the press covered the NBC Symphony as
a musical event rather than a radio broadcast. The
networks’s large studio, 8-H, seated 1,200 people,
and there were reports of ticket bootlegging for as
much as $100.

This became Toscanini’s orchestra: here he
remained for 17 seasons, still conducting in his
87th year. He permitted no clocks in his studio,
and his performance often ran over the allotted
time. Noted Radio Guide: ‘‘Toscanini and Presi-
dent Roosevelt are the two people who can run
long or short without being cut off by the net-
works."’

A disagreement with NBC in 1941 almost led
to his resignation. He withheld his services, and Leo-

pold Stokowski took his place. But Samoff sug-
gested that Toscanini lead the orchestra in a series
of concerts to benefit the war bond drive, and by
the beginning of the 1942-43 season he had re-
turned as director. He and Stokowski split the sea-
son, but further disagreements resulted in
Stokowski's departure in 1944. Toscanini re-
mained at the helm thereafter, retiring in April
1954, three years before his death.

NEw FRIENDS OF Music, 193841, Blue Network,

60m, Sundays at 6. Initially a showcase for small
groups; later, a 40-piece orchestra under the direc-
tion of Fritz Stiedry.

TiIE NEW YORK PHILHARMONIC ORCHESTRA, the

main CBS counter to the strong NBC concert
schedule: Arturo Toscanini, conductor in the early
radio years, sharing the schedule at one point with
Willem Mengelberg; John Barbirolli, conductor
upon Toscanini’s retirement in 1936; Artur
Rodzinski, conductor ca. 1942—47. Guest conduc-
tors: Bruno Walter (1932-35), Otto Klemperer
(1935-36).

Timeslots: (all CBS): 1927-29, 120m, Thurs-
days at 8:30; 1930-50, 120m, later 90m, Sundays
at 3, sponsored by U.S. Rubber 1943—47, Socony
Oil 1948-49; 1950-51, 90m, Sundays at 1; 1951-
63, 90m, Sundays at 2:30, sponsored by Willys
Motors 1952-53.

Under Toscanini in the early 1930s, the New
York Philharmonic achieved a distinct sound,
drawing praise from critics and the maestro’s
peers. Stokowski called him the ‘‘supreme master
of all conductors.”” Britain’s John Barbirolli in-
fused the orchestra with his personality and style
upon assuming the baton in 1936. Noted soloists
included violinist Efrem Zimbalist, soprano Kir-
sten Flagstad, and pianists Jose Iturbi, Josef Hoff-
man, and Artur Rubinstein. Deems Taylor was
commentator on many shows.

The Philharmonic also aired a long-running se-
ries of Children’s Concerts, Saturdays at 11 AM.,
ca. 1931-37. Emest Schelling conducted until
1935; Rudolph Ganz thereafter.

THE OKLAHOMA CITY SYMPHONY ORCHESTRA,

1949-56, Mutual, various times.

THE OLp COMPANY PROGRAM, 1928-29, NBC,

30m, Sundays at 7, starring Reinald Werrenrath for
Old Company Coal. Also, 1931-32, NBC, 15m,
Sundays at 1:45 with conductor William Wirges.



OPERA CONCERT, 1949-52, Mutual, 30m, 45m, and
60m, Sundays at 9; in-house maestro Sylvan
Levin.

OPERA GUILD BROADCASTS, 1934-35, NBC, 60m,
Sundays at 8, with commentary by Deems Taylor;
Chase and Sanborn, sponsors.

THE PHILADELPHIA SYMPHONY ORCHESTRA, Le-
opold Stokowski, conductor, 1931-35; Eugene Or-
mandy, 1935-36; Stokowski and Ormandy in a
shared program, 1937-38; Ormandy made per-
manent director in 1938.

Timeslots: 1931, CBS, 15m, Sundays; 1932-33,
CBS, 30m, Tuesdays at 10; 1933-34, CBS, 15m,
six nights a week at 9 for Chesterfield; also 1933~
34, CBS, 90m, Fridays at 2:30; 1936-37, CBS,
30m, Fridays at 10 for American Banks; 1937-38,
Blue Network, 60m, Mondays at 9 for American
Banks: 1939-40, CBS, 60m, Saturdays at 11 A.M.,
PSO Children’s Concerts, 1945-48, CBS, 60m,
Saturdays at 5; 1953-57, CBS, Saturdays, various
lengths and timeslots.

Also prominent were the orchestra’s seasonal
Robin Hood Dell Concerts, heard on Mutual in the
summer of 1938 and on the Blue Network in 1939.
The broadcasts originated from a wooded amphi-
theater in Fairmount Park on the Schuylkill River,
where the natural surroundings were said to be
acoustically superb.

Rabio City Music HALL OF THE AIR, Erno Rapee,
conductor. 193242, Blue Network, 60m, Sun-
days, usually at noon, 12:15, or 12:30. At various
times the series featured tenor Jan Peerce, baritone
Robert Weede, and a Stradivarius string quartet.
The fare was rich, sometimes daring: Rapee’s
seven-symphony Sibelius cycle in 1937 was de-
scribed as a ‘‘marathonic undertaking never
attempted previously in radio.”

RCA RADIOTRONS, 1926-27, Blue Network, 60m,
Wednesdays at 9; an early forum for singer John
Charles Thomas.

THE RCA VicToR HOUR, 1927-28, Blue Network,
60m, Fridays at 10, with tenor John McCormack.
Also 1930-31, NBC, 30m, Sundays at 7:30.

THE ROCHESTER CIVIC ORCHESTRA, Guy Fraser
Harrison, director. A Blue Network mainstay for
ten seasons: 1929-31, 30m, Mondays at 10; 1933-
40, many afternoon and evening timeslots, some
concurrent; 1941-42, 30m, Mondays at 7:30.
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THE ROCHESTER PHILHARMONIC ORCHESTRA,
scattered seasons, Blue Network: 1929-30, 60m,
Fridays at 3:15; 1935-37, 30m, then 60m, Thurs-
days at 8:30; 1939-41, 30m, Thursdays at 9;
194142, 30m, Wednesdays at 10, with singers
Conrad Thibault and Vivian Della Chiesa. Jose
Iturbi became the director in 1936.

Roxy SymMPHONIC CONCERT, 1928-31, Blue Net-
work, 60m, Sundays at 2 (1928-30), then at 11
(1930-31); 1931-32, CBS, 30m, Sundays at 9 with
the Fred Waring Orchestra.

THE ST. Louis SYMPHONY ORCHESTRA, 1931-32,
CBS, 30m, Sundays at midnight; 1934-35, NBC,
60m, Mondays at 11:30.

SINFONIETTA, Alfred Wallenstein, conductor of a
small symphony orchestra, originally 16 and later
30 pieces. According to Radio Guide, Wallenstein
“‘discovered an immense literature for small en-
sembles’” and held the Mutual air with this series
for a decade, 1935-45; various evenings, mostly
30m timeslots.

THE SoNORrRA HOUR, 1928, CBS, 60m, Thursdays at
9; 1929, 30m, Thursdays at 9:30. Sonora Radios.

THE SQuUIBB GOLDEN TREASURY OF SONG, 1940—
41, CBS, 15m, five a week at 3:15, with tenor Jan
Peerce. 194142, 15m, five a week at 6:30, with
Frank Parker. E. R. Squibb, sponsor.

STEEL HORIZONS, 194445, Mutual, 30m, Sundays
at 9. Allegheny Steel.

THE STRADIVARI ORCHESTRA, 1943-45, NBC,
30m, Sundays at 12:30, with Paul Lavalle. Also:
March-May 1946, ABC; Oct.-Dec. 1946, CBS.

SYMPHONIC STRINGS, 193743, Mutual, various
evening timeslots, Alfred Wallenstein, conductor.

TREASURE HOUR OF SONG, 1942-47, Mutual, var-
ious evening timeslots. Josephine Tuminia, color-
atura soprano, featured with the Alfred Antonini
Orchestra, 1942; also, Licia Albanese. Solid ti-
meslot, 30m, Thursdays at 9:30, 194447, spon-
sored by Conti.

UNITED STATES MILITARY BANDS: United States
Army Band heard in brief runs from the earliest
days of the networks; noted on CBS in 1938, con-
ducted by Capt. Thomas d’Arcy. Full seasons be-
ginning 1940, Blue Network, through 1943;



180 Confession

Mutual, 1942-43; NBC, 1952-53; ABC, 1953-55;
also, NBC, 1953-54; Mutual, 1955-56; ABC,
1955-56. Often heard under the titles Musical
Express or Front and Center.

United States Marine Bands: Blue Network,
1940-41; CBS and NBC, 1941-42; Blue, 1942-
43; NBC, 1943-44; NBC, 1950-51; ABC, 1951-
56; also NBC, 1952-54; Mutual, 1954-56.

United States Navy Bands: Blue and Mutual
Networks, 1940-41; Mutual, 1941-42; NBC,
1943-44; ABC, 1949-56.

THE VINCE PROGRAM, another early sponsor-named
series, begun on the Blue Network Oct. 11, 1933,
as a forum for singer John McCormack, 30m,
Wednesdays at 9:30, with William Daly’s Orches-
tra. For the 1935-36 season John Charles Thomas
was added; 30m, heard Wednesdays at 9, later at
10; it became known as Our Home on the Range,
then as John Charles Thomas and His Neighbors.
Frank Tours led the orchestra. Final broadcast:
April 15, 1936.

CONFESSION, crime drama anthology.

BROADCAST HISTORY: July 5-Sept. 13, 1953,
NBC. 30m, Sundays at 9:30. CasT: Hollywood ra-
dio character actors including Paul Frees, Virginia
Christine, Herb Butterfield, Jonathan Hole, Don
Diamond, Jack Moyles, Peter Leeds, Parley Baer,
Barney Phillips, etc. ANNOUNCER: John Wald.
INTERMISSION COMMENTATOR: Richard
McGee, director of the California Department of
Corrections. PRODUCERS: Warren Lewis, Ho-
mer Canfield. DIRECTOR: Homer Canfield.

Confession had a texture and sound not unlike
Dragnet: indeed, the Dragnet influence was evi-
dent throughout. These were true stories of crime
and punishment, the most obvious difference that
Dragnet began with the crime while Confession
unfolded in reverse order, from the end. Confes-
sion was less noisy: its theme was played on a sin-
gle piano, but there was still the deadpan
dialogue, the thief or killer giving his confession
with an air of resignation and defeat. The criminal
thus became a stream-of-consciousness narrator,
with the action frequently cutting away into
drama. Names were changed *‘to protect the legal
rights of the subject,”’ and a capsule summary at
the end told the results of the trial, ‘‘in the Supe-
rior Court, State of California, in and for the
Country of Los Angeles.”

CONSTANCE BENNETT CALLS ON YOU,
talk, Hollywood news, interviews.

BROADCAST HISTORY: May 21, 1945-March 15,
1946, ABC. 15m, weekdays at 1:15.

Film star Constance Bennett and announcer
Bob Latting talked about ‘‘families, friends,
world events, books, home, new hats, funny little
things that happen to her and you.”” There was
a ‘‘woman of the week’’ segment: in one show
a New York dealer in pearls. Latting spent some
time discussing Bennett’s wardrobe, and Fridays
were given to answering mail.

THE CONTINENTAL CELEBRITY CLUB,
variety.

BROADCAST HISTORY: Dec. 8, 1945-June 29,
1946, CBS. 30m, Saturdays at 10:15. Continental
Can Company. CasT: John Daly, host, Jackie
Kelk, comic. Margaret Whiting, vocalist. Ray
Bloch, orchestra. DIRECTOR: Marx Loeb.

Jackie Kelk, long known as Homer Brown on
The Aldrich Family, delivered his lines in much
the same voice here. His opening routines with
host Daly (a well-known CBS Radio newsman)
were cascades of one-liners. There were a couple
of songs, an orchestra number, and a short drama
built around such guests as Carole Landis and
Bonita Granville.

CORRECTION, PLEASE, quiz show based on
misinformation.

BROADCAST HISTORY: Sept. 25, 1943-Dec. 2,
1944, CBS. 30m, Saturdays at 8, then at 10:15.
Tums.

June 15-Sept. 14, 1945, NBC. 30m, Fridays at
10. Ipana. HosTs: Jim McWilliams, 1943-44;
Jay C. Flippen, 1945.

Contestants from the studio audience were
given $10 each, bid against each other to see
who could spot mistakes in a series of questions,
then bid again for a chance to correct the mis-
takes. Wrong answers were penalized; correct
ones could increase bankrolls tenfold.

THE COTY PLAYGIRL, music and song.

BROADCAST HISTORY: March 8-May 31, 1931,
CBS. 15m, Sundays at 9. Coty Cosmetics. STAR:




Irene Bordoni as the Coty Playgirl. ORCHES-
TRA: Eugene Ormandy.

Irene Bordoni had a brief air career, its nos-
talgic value greater than its importance. Her pri-
mary career was on the musical stage, where she
starred in saucy revues from the mid-teens
through the ’30s. Born in France in 1895, she
hit her pinnacle in the stage show Paris, which
was, according to theater historian Gerald Bord-
man, ‘‘as succinct, sophisticated, and naughty as
its title and star could make it.”’

On the air, she sang a few songs and spoke in
broken English that the audience found charm-
ing. She frequently referred to a small notebook
for the English translations of song lyrics, but on
one occasion she lost her place and thumbed the
book for 18 frustrating seconds while the music
droned on. Her on-air reaction—*‘Zis ees terri-
ble!’’—was simply more endearing to her fans,
who remembered her for years after her short
radio series ended. She died in 1953.

THE COUNT OF MONTE CRISTO, adven-
ture drama, based on the novel by Alexandre Du-
mas.

BROADCAST HISTORY: 194445, Don Lee Net-
work, West Coast only. Tuesday nights.

Dec. 19, 1946-June 26, 1947, Mutual. 30m,
Thursdays at 8:30.

194748, Mutual. Summers only.

June 12, 1949-Jan. 1, 1952, Mutual. 30m, Sun-
days at 9 until mid-Sept. 1949, then various time-
slots.

1944 WEST COAST RUN: CasT: Carleton
Young as Edmond Dantes, the enigmatic and
swashbuckling Count of Monte Cristo. Anne Stone
as the Count’s friend and conspirator, the lovely
Marie Duchene. Ferdinand Munier as Rene, the
Count’s faithful manservant and ardent admirer.
Supporting players: Joseph Kearns, Barbara Lee,
Vic Rodman, Paul Marion, etc. ANNOUNCER:
Rod O’Connor. DIRECTOR: Thomas Freebaim-
Smith.

MuTuAL RUN: CAsT: Young as Dantes. Parley
Baer as Rene. Support from William Conrad, Jay
Novello, Virginia Gregg, Howard McNear, John
Dehner, etc. DIRECTOR: Jaime del Valle.

The weekly stories followed Edmond Dantes,
who escaped from an infamous French prison in
the early post-Napoleonic era and rose to be-
come one of literature’s great crusaders for jus-
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tice. Originally imprisoned on a false charge of
treason, Dantes became established as the count
of the island of Monte Cristo, and from this
home base he poured reprisals upon the heads of
his evil and hated enemies.

COUNTERSPY, espionage adventure drama.

BROADCAST HISTORY: May 18, 1942-Aug. 31,
1950, Blue Network/ABC. Many 30m timeslots
including Mondays at 9 for Mail Pouch Tobacco,
1942-44; Wednesdays at 8:30 for Mail Pouch,
early 1945; Wednesdays at 10 for Pharmacraft,
1945; Sundays at 5:30 for Schutter Candy, 1946~
48; Tuesdays and Thursdays at 7:30 for Pepsi
Cola, 1949-50.

Oct. 13, 1950-Sept. 24, 1953, NBC. 30m, Fri-
days at 9:30, then Sundays at 5, 1950-51; Thurs-
days at 9:30, 1951-52; Sundays at 5:30, 1952-53;
Thursdays at 9, mid-1953. Gulf Oil, 1951-53.

Oct. 5, 1953-Nov. 29, 1957, Mutual. 30m,
Mondays at 8:30, 1953; Sundays at 4, early 1954,
Fridays at 8, 1954-57. Multiple sponsorships.

CAsT: Don MacLaughlin as David Harding, chief
of ‘‘United States Counterspies,”’ who were ‘‘es-
pecially appointed to investigate and combat the
enemies of our country, both at home and abroad.’’
Mandel Kramer as Peters, his assistant. Supporting
roles by New York radio actors. ANNOUNCERS:
Roger Krupp, Bob Shepherd, etc. CREATOR-
PRODUCER: Phillips H. Lord. DIRECTORS:
Bill Sweets, Marx Loeb, Leonard Bass, Robert
Steen, Victor Seydel. WRITERS: Milton J. Kra-
mer, Stanley Niss, Emile C. Tepperman, etc.
SOUND EFFECTS: Joe Cabbibo, Walt Gustafson,
Harry Nelson.

The plots on Counterspy were exactly what
the title implies. In the beginning, this meant
counterespionage against Germany's Gestapo
and Japan’s Black Dragon. The approach was
slightly above the juvenile. Perhaps one reason
for its durability was its reputation for upstaging
the news. The Case of the Missing Soldier (Oct.
24, 1945) related the cruel rackets feeding on the
families of dead war heroes just two days before
a sensational arrest in a real such case. The series
also beat by two days the arrest of ‘‘the unchal-
lenged Mata Hari of World War II,”” a woman
whose photographic memory was used for es-
pionage.

After the war, the activities of agent David
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Harding and his counterspies were expanded,
with the focus more generic: it became much the
same kind of show as This Is Your FBI and The
FBI in Peace and War. For years the opening
remained basically the same: Washington calling
David  Harding, counterspy! ... Washington
calling David Harding, counterspy! Then, after
a frantic burst of teletype activity: Harding,
counterspy, calling Washington! and the theme
up full.

COUNTY FAIR, audience game show.

BROADCAST HISTORY: July 10-Nov. 27, 1945,
Blue Network. 30m, Tuesdays at 7:30. Borden’s
Milk.

Dec. 8, 1945-April 1, 1950, CBS. Various 30m
timeslots, notably Saturdays at 1:30, Borden’s
Milk.

HosT: Jack Bailey; later Win Elliot. HOST Assis-
TANTs: Larry Keating, Lois Januvary. AN-
NOUNCER: Lee Vines. PRODUCER: Bill
Gannett.

The motif of County Fair was a stroll down a
fair midway, where players would find every-
thing from a dart game to apple-ducking and a
wheel of fortune. A *‘rollicking calliope’* pro-
vided the background, and games were staged
between celebrity guests and the audience.

COUNTY SEAT, serial drama.

BROADCAST HISTORY: Oct. 27, 1938-Aug. 26,
1939, CBS. 15m, five a week at 7 until April then
30m, Saturdays at 7:30. CAsT: Ray Collins as
Doc Will Hackett, a town philosopher with feet of
clay who owned a drugstore in the little hamlet of
Northbury. Cliff Carpenter as Jerry Whipple, his
wisecracking nephew, a high school student often
in love. Charme Allen as Sarah Whipple, Jerry’s
mother, Will’s sister and a widow. Elaine Kent as
Lois Johnson, Jerry’s would-be girlfriend, who
kept Jerry running while flirting with his fresh and
sassy rival Billy Moorehead. Jackie Jordan as
Billy. Lucille Meredith as Laura Paige, a young
widow and town councilwoman. Guy Repp as Dr.
Abernathy. Luis Van Rooten as George Priestly,
the high school chemistry teacher with the mys-
terious past. DIRECTOR: Norman Corwin.
WRITER: Milton Geiger.

County Seat was notable for the early Norman
Corwin appearance as director. The serial was

set in a town of 5,000 people that might be any-
where. It had a Main Street, library, school, and
college, “‘just around the bend of the river.”” It
was 60 miles from ‘‘the big city.’’ The hero, Doc
Hackett, had a sharp wit ‘‘whetted in banter.”’

THE COUPLE NEXT DOOR, serialized
comedy-drama.

BROADCAST HISTORY: 1935-37, WGN, Chi-
cago, for the Holland Furnace Company. Also:
Mutual Network run, April 12-Sept. 16, 1937,
15m weekday continuation; Procter & Gamble for
Oxydol. CAsT: Olan Soulé and Elinor Harriot as
Tom and Dorothy Wright. ANNOUNCERS: Jack
Brinkley (1936), Picrre Andre, 1937. THEME:
Love Nest.

Dec. 30, 1957-Nov. 25, 1960, CBS. 15m, week-
days. CasT: Peg Lynch and Alan Bunce as the
unnamed married leads. Margaret Hamilton as
Aunt Effie. WRITER: Peg Lynch.

The revival of The Couple Next Door in 1957
had Peg Lynch and Alan Bunce playing the same
characters they had created on Ethel and Albert.
But the characters referred to each other only as
‘‘dear’’ and were never named.

THE COURT OF HUMAN RELATIONS,
dramatized human interest.

BROADCAST HISTORY: Jan. 1-April 22, 1934,

NBC. 45m, Mondays at 7, then Sundays at 7.

May 4, 1934-Aug. 30, 1935, CBS. 30m, Fridays
at 8:30

Sept. 6, 1935-May 26, 1938, NBC. 30m, Fri-
days at 9:30.

Oct. 9, 1938-Jan. 1, 1939, Mutual. 30m, Sun-
days at 4:30.

CAST: Percy Hemus as *‘the Judge.’* Character roles
enacted by top New York radio actors including
Lucille Wall (usually cast as a wronged wife or de-
serted sweetheart), Helene Dumas (heartbreaker
roles), Florence Baker (expert screamer), Rita Vale,
Hanley Stafford, Wilmer Walter, Vera Allen, Alice
Reinheart, Ned Wever, Betty Worth, etc. AN-
NOUNCERS: Charles O’Connor, Paul Douglas
(ca. 1935). Music: Amold Johnson. WRITER-
PRODUCER-DIRECTOR: William Sweets.

The Court of Human Relations, sponsored by
True Story magazine, presented real-life legal
dramas, with the audience challenged to render



verdicts. The stories came from current issues of
the magazine.

THE COURT OF MISSING HEIRS, true hu-
man interest drama; also known as The Board of
Missing Heirs and Are You a Missing Heir?

BROADCAST HISTORY: Oct. 11, 1937-July 10,
1938, CBS regional. Heard Mondays in the Mid-
west for Skelly Oil. Originally from Chicago.

Dec. 19, 1939-Sept. 29, 1942, CBS. 30m, Tues-
days at 8:30 until mid-1940, then Tuesdays at 8.
Ironized Yeast.

March 31-June 9, 1946, ABC. 30m, Sundays at
5, then at 4. Also, Jan. 26-April 6, 1947, Sundays
at 6, then at 7.

CAsT: Anthology roles by New York radio actors
including Jeanette Nolan, Everett Sloane, Kenny
Delmar, Carl Frank, etc. James Marshall, narrator,
1947. Music: Rosa Rio, organ. CREATOR:
James Waters. PRODUCER: Alfred Shebel. Di-
RECTOR: John Loveton, Charles Harrell, 1947.
WRITER: Ira Marion, 1947.

The Court of Missing Heirs was created as a
book manuscript by young lawyer James Waters.
When no publisher would take it, Waters brought
it to radio.

Waters had long found the stories of probate
cases more interesting than the law involved in
settling them. His cases were heavily dramatized,
the stories unfolding almost in a March of Time
style. In reviewing it, Time magazine pegged its
target audience as that ‘‘which succumbs to bank
night and sweepstakes tickets and dreams of un-
foreseen inheritances.”” People everywhere
imagined themselves as missing heirs.

Two cases were dramatized each week. By the
beginning of his third show, Waters had found
his first heir, the nephew of a recluse who had
died leaving $18,000 in the bank. The show took
off from there. Using an urgent-sounding hook
in the opening signature (Are you the heir to
$10,000?), Waters soon found a sizable audi-
ence. Skelly, always quick with premium tie-ins
(see THE AIR ADVENTURES OF JIMMIE ALLEN),
published a Court of Missing Heirs bulletin, giv-
ing details of open cases: less than two months
into the show, Time reported that a print order
of 500,000 copies had been exhausted in one
day.

During the run, Waters and his partner Alfred
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Shebel found more than 150 heirs worth more
than $800,000. Most had no idea they were any-
one’s heir;, many were destitute; some were
found just as deadlines were about to expire for
filing their claims. The show employed five in-
vestigators who combed through probate records
of more than 3,000 county courts. Waters and
company took no fees for finding the heirs, prof-
iting only by what the show earned on the air.
Fifty years after its premiere, the basic idea was
being used as part of the TV show Unsolved
Mpysteries.

COUSIN WILLIE, situation comedy.

BROADCAST HISTORY: July 7-Sept. 29, 1953,
NBC. 30m, Tuesdays at 9:30. CAsT: Bill Idelson
as Willard O. Knotts, ‘‘Cousin Willie’’ to the Sam-
ple family, who came from Milwaukee to ‘‘visit”
his California relatives and showed little inclina-
tion to leave. Marvin Miller as Marvin Sample.
Patricia Dunlap as Fran Sample. Dawn Bender and
Stuffy Singer as Susie and Sandy Sample. Bob
Sweeney, Frank Nelson, Les Tremayne, and others
from Hollywood’s Radio Row. ANNOUNCER:
Jimmy Wallington. ORCHESTRA: Robert Arm-
bruster. PRODUCERS-DIRECTOR: Homer Can-
field. WRITERS: Doris and Frank Hursley.

CREEPS BY NIGHT, horror melodrama.

BROADCAST HISTORY: Feb. 15-Aug. 15, 1944,
Blue Network. 30m, Tuesdays at 10:30. Heard
from California until May 23, then from New
York. CasT: Boris Karloff, host, narrator, and
star from Hollywood, with Peter Lorre occasional
star. Unnamed host, known only as ‘‘Dr. X,”’ from
New York. New York radio personnel: Jackson
Beck, Ed Begley, Mary Patton, Juano Hernandez,
Everett Sloane, Abby Lewis, etc. MuUsIC: Albert
Sack, Joseph Stopak, etc. PRODUCER: Robert
Maxwell. DIRECTOR: Dave Drummond.

THE CRESTA BLANCA CARNIVAL OF
MUSIC, also known as The Carnival of Musical
Contrasts because of the mix of classical, pop-
ular, and jazz music it offered.

BROADCAST HISTORY: Oct. 14, 1942-April 7,
1943, Mutual. 45m, Wednesdays at 9:15. CAST:
Comedian Jack Pearl, straight man CIliff Hall. OR-
CHESTRA: Morton Gould.
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April 14, 1943-May 30, 1944, CBS. 30m,
Wednesdays at 10:30 until May 1944, then Tues-
days at 9:30. Cresta Blanca Wines. HosT: Frank
Gallop. MuSICAL COMMENTATOR: Eric
Hatch. ORCHESTRA: Morton Gould.

The memorable commercials on Cresta
Blanca Carnival began with a cascade of music,
indicating a verbal pouring of wine. Then, in a
catchy jingle out of an echo chamber, with each
letter punctuated by a plunking violin: C-R-E-S-
T-A B-L-A-N-C-A . . . Cresta Blanca!

THE CRESTA BLANCA HOLLYWOOD
PLAYERS, dramatic Hollywood fare, with a
company of film stars in rotating roles.

BROADCAST HISTORY: Sept. 3, 1946-Feb. 26,
1947, CBS. 30m, Tuesdays at 9:30 until Dec., then
Wednesdays at 10. Cresta Blanca Wines. CAST:
Claudette Colbert, Joseph Cotten, Bette Davis,
Joan Fontaine, John Garfield, Paulette Goddard,
Gene Kelly, and Gregory Peck in a standing rep
company. MusIc: Bernard Katz.

“‘Each week a great star, each week a great
story’” was the calling card of Hollywood Play-
ers. It offered such plays as Golden Boy, by Clif-
ford Odets, starring John Garfield; Elizabeth the
Queen, with Bette Davis; and Fifth Avenue Girl,
with Paulette Goddard. For Christmas 1946 the
sponsor pulled out the stops and used up four
male leads (Garfield, Kelly, Cotten, and Peck) in
support of starlet Janet Leigh, who was making
her radio debut. The series might have had a
longer run but for the glut of similar Hollywood
shows then on the networks.

CRIME AND PETER CHAMBERS, detective
drama, based on the novels of Henry Kane.

BROADCAST HISTORY: April 6-Sept. 7, 1954,
NBC. 30m, Tuesdays at 9:30. CAST: Dane Clark
as Peter Chambers, ‘‘a private investigator, duly
licensed and duly sworn.”” Bill Zuckert as Lt. Par-
ker. Transcribed in New York with support by
Evelyn Varden, Patricia Wheel, Roger DeKoven,
Bryna Raeburn, William Griffis, Elaine Rost, Leon
Janney, Fran Carlon, Everett Sloane, Lesley
Woods, Edgar Stehli, Lawson Zerbe, etc. CREA-
TOR-PRODUCER-WRITER: Henry Kane. Di-
RECTOR: Fred Weihe.

Peter Chambers was an undistinguished half-
hour, filled with glib dialogue that played into
Dane Clark’s image as a screen tough guy.

THE CRIME CASES
LAWES, prison melodrama.

OF WARDEN

BROADCAST HISTORY: Oct. 20, 1946-Sept. 23,
1947, Mutual. 15m, Sundays at 1, then at 2; Tues-
days at 8 beginning in April 1947. Triamount,
Clipper Craft Clothes. ANNOUNCER: Cy Har-
rice. PRODUCER: Bernard J. Prockter. DIREC-
TOR: Amold Michaelis. WRITER: Max Ehrlich.

Crime Cases dramatized stories from the files
of Lewis E. Lawes, former warden at Sing Sing
Prison. It followed and was a shadow of Lawes’s
trailblazing Twenty Thousand Years in Sing Sing,
a radio show that spanned almost the entire *30s,
and a book of the same name.

CRIME CLASSICS, historical crime drama
with witty undertone.

BROADCAST HISTORY: Audition disc, Dec. 3,
1952.

June 15, 1953-June 30, 1954, CBS. 30m, Mon-
day at 8 until Sept., then Wednesday at 9:30.
CAST: Lou Merrill as the narrator, Thomas
Hyland, ‘‘connoisseur of crime, student of vio-
lence, and teller of murders.”” Hollywood radio
regulars in anthology roles: Mary Jane Croft, Herb
Butterfield, Bill Johnstone, Ben Wright, Paula
Winslowe, Jeanette Nolan, Betty Harford, Jack
Kruschen, Irene Tedrow, John Dehner, Sam Ed-
wards, Lillian Buyeff, Barney Phillips, Norma
Varden, Alec Harford, etc. ANNOUNCERS: Bob
LeMond, Roy Rowan. Music: Bemard Herr-
mann. CREATOR-PRODUCER-DIRECTOR:
Elliott Lewis. WRITERS: Morton Fine, David
Friedkin.

Crime Classics grew out of a long-standing
and deep interest of actor-director Elliott Lewis
in history’s great murder cases. Lewis had com-
piled an extensive library of true crime cases,
often primary source material dating from the
17th century. He decided to re-create not only
the facts of the crimes but also the times in
which they had occurred. This would encompass
the sounds of an Edinburgh street in the 1830s
as well as the dialects, the attitudes, and the way
people thought in that distant time.

Writers Morton Fine and David Friedkin



would dramatize lightly: their routine (as described
to Radio Life) was more a matter of discussion than
writing. With Lewis, they would comb through the
original periodicals, seldom rewriting but making
““verbal revisions’’ as they went. Once they got an
outline down, the scripting was easy. They took lit-
tle literary license, staying with the facts while cre-
ating a humorous edge to the narratives. It wasn’t
enough to make light of murder, said Radio Life:
*‘just enough to let a breath of fresh air enter their
tale-of-horror scripts.”’

In fact, the humor was extraordinary. The nar-
rator, Thomas Hyland, was played absolutely
deadpan by Lou Merrill. Over the sound of rain-
fall came his droll voice. ‘“That’s the way it
sounded when it rained, because the room was
just below gutter level, and the rainwater rushed
by the room’s only window, and many lodgers
caught cold in this room. They were lucky. Many
other lodgers wound up on dissecting tables.
They were murdered, by Mr. Burke, who smoth-
ered, and by Mr. Hare, who held. So tonight, my
report to you, If a Body Needs a Body, Just Call
Burke and Hare.”” Other stories had similar ti-
tles: John Hayes, His Head, and How They Were
Parted; The Younger Brothers—Why Some of
Them Grew No Older; and Good Evening, My
Name Is Jack the Ripper.

The music also contributed greatly to the
show’s period flavor. Bernard Herrmann caught
precisely the right mood, usually employing only
one or two instruments in a given play. The sto-
ries spanned the ages, going back as far as A.D.
62 for Your Loving Son, Nero, and the many
amusing attempts by the Roman emperor to
murder his mother. The series at one point ran
back-to-back with another exceptional Lewis an-
thology, On Stage. On Dec. 9, 1953, Lewis gave
in to the inevitable urge to link them by offering
The Assassination of Abraham Lincoln on Crime
Classics and the play that Lincoln was watching
at Ford’s Theater, Our American Cousin, on On
Stage. This was a mistake, Lewis admitted years
later: Our American Cousin was dull beyond sal-
vation, and it earned him the only rebuke he ever
received from CBS chief William Paley. The
next morning there was a note on his desk. It
said: ‘‘Interesting idea. Don’t do it again.”

CRIME CLUB, murder-mystery anthology,
based on and featuring some of the stories in the
Doubleday Crime Club novel imprint.
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BROADCAST HISTORY: Dec. 2, 1946-Oct. 16,
1947, Mutual. 30m, Mondays at 8 through Dec.,
then Thursdays at 10; also heard Wednesdays and
Sundays. CAsT: Barry Thomson as the “‘librar-
ian’’ of the Crime Club, host of the series. PRO-
DUCER-DIRECTOR: Roger Bower.

Sample opening: ‘‘Yes, this is the Crime Club
...I’m the librarian. Silent Witness? Yes, we
have that Crime Club story for you. Come right
over.”” Then the ‘‘reader’’ (listener) would ar-
rive, and the ‘‘librarian’’ would put him in *‘the
easy chair by the window.”” The book was
opened, and the story began.

An earlier series, The Eno Crime Club, was
also composed in part from Crime Club novels.

CRIME DOCTOR, crime drama.

BROADCAST HISTORY: Aug. 4, 1940-Oct. 19,
1947, CBS. 30m, Sundays at 8:30. Philip Morris.
CasT: Ray Collins as Dr. Benjamin Ordway,
criminal psychologist; House Jameson, John Mc-
Intire, Hugh Marlowe, Brian Donlevy and Everett
Sloane also as Ordway. Walter Greaza as Inspector
Ross. Jeanette Nolan, Edith Amold, Elspeth Eric,
etc: many radio regulars of both New York and
Hollywood. ANNOUNCER: Ken Roberts. PRO-
DUCER-WRITER: Max Marcin. DIRECTORS:
Paul Monroe, Jack Johnstone, etc. SOUND EF-
FECTS: Al Binnie, Jimmy Dwan, Al Hogan, Jerry
McCarty, Charles Range, etc.

Dr. Benjamin Ordway, the hero of Crime Doc-
tor, was one of radio’s classic amnesia cases.
Originally a criminal himself, he lost his memory
after a blow on the head. With the help of a kind
doctor, he built a new life and a new identity,
studying medicine and eventually going into
psychiatry. When Dr. Ordway regained his mem-
ory, his new life was complete: he decided to
specialize in criminal psychology because of his
understanding of the criminal mind.

Early in the series, Ordway was appointed to
the parole board, listening to the pleas of con-
victs who appeared before him. Each show ex-
plored a different case, and the fate of the
prisoner was decided by a ‘‘jury’’ assembled
from the studio audience. The jury was evenly
divided between men and women: the prisoners
were granted release on a two-to-one margin, it
was said, because women jurors tended to vote
in their favor.
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By the mid-1940s the format had changed:
Ordway had retired from public service and op-
erated out of his home, called in by police for
special cases. By 1945 his appearance was often
delayed until the second act, when he appeared
to trap a murderer whose motive and crime had
been dramatized in the first half. The killer was
known to listeners throughout: the challenge was
trying to guess how he would trap himself. The
announcement at the end became a catchphrase:
‘“‘Ladies and gentlemen, in exactly 57 seconds,
Dr. Ordway will be back to tell you the piece of
evidence overlooked by the suspect.”’ The evi-
dence was usually guilty knowledge, a trick of
semantics, or some other old-hat device.

Ray Collins, John Mclntire (through early
1942), and Hugh Marlowe (beginning in June
1942) were the leads from New York. Brian
Donlevy took the role with the first West Coast
broadcast, Nov. 8, 1942. Everett Sloane became
Ordway Jan. 31, 1943. Edith Arnold played gun
moll roles throughout the *40s: by one estimate,
she had **bumped off more than 200 guys’’ on
the air. Producer Max Marcin got unusual pre-
title billing when, in 1945, the show was titled
Max Marcin’s Crime Doctor. In 1943 the radio
show was the basis for a film, with Warner Bax-
ter as Ordway. This became an inevitable series,
with ten films produced in the *40s.

CRIME DOES NOT PAY, crime drama, based
on the Metro Goldwyn Mayer short film series
of the same name.

BROADCAST HISTORY: Transcribed at WMGM,
the Metro Goldwyn Mayer station in New York,
and originally aired there Oct. 10, 1949-Oct. 10,
1951 (including repeats).

Jan. 7-Dec. 22, 1952, Mutual. 30m, Mondays
at 8:30.

CAsT: Anthology roles by Donald Buka, John Loder,
Joan Lorring, Everett Sloane, Lionel Stander, Ed
Begley, etc.; even Bela Lugosi took one role. Mu-
StC: John Gart, composer-conductor. DIREC-
TOR: Marx B. Loeb. WRITER: Ira Marion.

This series had all the trademarks of tran-
scribed drama, the “‘canned’’ sound that propo-
nents of live radio found so objectionable. The
stories were message pieces, in keeping with the
title; the stars usually returned after the play for
talks with the audience.

CRIME FIGHTERS, crime drama.

BROADCAST HISTORY: Nov. 7, 1949-Aug. 2,
1956, Mutual. Various 30m timeslots, with fre-
quent schedule gaps. CAsT: New York radio per-
sonnel including Raymond Edward Johnson, Abby
Lewis, Allan Stevenson, lan Martin, etc. DIREC-
TOR: Wynn Wright. SOUND EFFECTS: Joe
Keating.

This was the story of policemen on all fronts:
“‘master manhunters to match master criminals,
shrewd experts in a thousand rackets, or simple
men who study human nature—the city dicks
who work in teams, county sheriffs covering
lonely regions—federal men with a nation to po-
lice or scientists whose weapon is the labora-

tory.”’

CRIME FILES OF FLAMOND, psychological
crime drama.

BROADCAST HISTORY: 1946-48, transcribed
syndication.

Jan. 7-July 1, 1953, Mutual. 30m, Wednesdays
at 8. General Mills, Lever Brothers, etc.

April 4, 1956-Feb. 27, 1957, Mutual. 30m, Sun-
days at 8:30, then at 8.

CAsT: Arthur Wyatt as Flamond, ‘‘the most unusual
detective in criminal history . . . famous psycholo-
gist and character analyst ... who looks beyond
laughter and tears, jealousy and greed, in order to
discover the reason why.”” Myron ‘‘Mike’’ Wal-
lace as Flamond, ca. 1948. Everett Clarke as Fla-
mond, 1950s. Patricia Dunlap as his secretary,
Sandra Lake (Wallace version). Muriel Bremner as
the secretary in the 1950s.

The cases of Flamond were dramatized as
*‘Card Files,”” with the psychologist-detective
explaining the definitive clue in the last scene.

THE CROUPIER, tales of fate, sometimes with
supernatural themes.

BROADCAST HISTORY: Sept. 21-Nov. 16, 1949,
ABC. 30m, Wednesdays at 9:30. CasT: Holly-
wood character actors, Dan O’Herlihy, Howard Cul-
ver, Margaret Brayton, Paul Frees, etc, sometimes
with such film star leads as Vincent Price. Music:
Rex Koury on organ. DIRECTOR-WRITER: Mil-
ton Geiger.

Radio’s Croupier played strongly upon Web-
ster’s definition of the word—an attendant who



collects and pays money at a gaming table. The
host was omniscient, offering wry commentary
on the movements of the characters. I am the
Croupier. . . . I spin the wheel of life. ... Ma-
dame et monsieur, place your bets! The wheel
stops, the ball drops, and a long feminine sigh is
heard. Thirteen black! ...and the wondrous
voice of the male player: I've won! It was billed
as ‘‘man’s eternal conflict with fate,”” moments
of truth when life itself is sometimes at risk.

THE CUCKOO HOUR, -comedy-variety;
groundbreaking pioneer of satire.

BROADCAST HISTORY: Jan. 1, 1930-April 30,
1932, Blue Network. 30m, Wednesdays at 9:30
until fall 1930; Tuesdays at 10:30 until Feb. 1931;
15m, Saturdays at 10:15 thereafter.

March 21-Sept. 8, 1934, NBC. Blue Network,
30m, Wednesdays at 9 until June 13. Returned Red
Network July 7, 15m, Saturdays at 10. AC Spark
Plugs.

May 6, 1935-March 9, 1936, Blue Network.
30m and 60m versions, Mondays at 10.

CAsT: Raymond Knight as himself, master of cer-
emonies at ‘‘Station KUKU.”’ Knight also as Am-
brose J. Weems, who ran the mythical radio
station. Adelina Thomason as Mrs. George T. Pen-
nyfeather, who offered absurd hints for the home
with her ‘‘Personal Service for Perturbed People.’’
Mary Hopple, Ward Wilson, Sallie Belle Cox, Carl
Matthews, and singers Mary McCoy and Jack Ar-
thur. Supporting players, 1934: James Stanley,
Wilfred Pelletier. Music: Robert Armbruster.
PRODUCER: Joe Rines.

Raymond Knight was a radio original. He
came to the medium with no prior experience in
vaudeville or burlesque. Born in Salem, Mass.,
Knight studied law at Boston University and
passed the bar in his home state. But drama had
a greater appeal than law, and he returned to
school to study acting and writing at Harvard’s
renowned 47 Workshop. Later he studied at
Yale.

He thought of radio as a career while confined
to a sickbed in 1928. A job at NBC followed, a
time of writing continuity and commercials, and
in late 1929 he was asked by NBC programmer
Bertha Brainard if he could come up with a com-
edy show to fill a gap in the Blue Network
schedule. She suggested ‘‘something cuckoo’
and got The Cuckoo Hour.
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Knight wrote the show, enacted the two main
roles, and played ‘‘a lot of other disreputable
characters’’ as well. His standard self-intro was
as ‘‘the voice of the diaphragm, e-nun-ciating.”’
He referred to his listeners as ‘‘fellow pixies,”’
and his show mixed satire and the lampoon quite
effectively for its day, paving the way for Stoop-
nagle and Budd a year later. Knight kidded al-
most everything that could be printed in a daily
newspaper. He was dubbed radio’s top wit in a
1932 newspaper poll.

Knight believed his lack of vaudeville expe-
rience to be one of the main reasons for his suc-
cess: his comedy avoided most of the ancient
gags that clogged the air in network radio’s first
decade. His rapid rise on The Cuckoo Hour led
to new shows on NBC. Making the Movies (Blue
Network, March 20-June 12, 1932, Sundays at
9:45 for Kelly-Springfield Tires) offered
Knight’s backstage view of such early film series
as Kelly Komedies, The Hazards of Helen, and
the Kelly News Reels. Then there were two quar-
ter-hour sketch shows for Wheatena on NBC:
Wheatenaville Sketches (Sept. 11, 1932-May 4,
1933, Sundays through Thursdays at 7:15) and
Billy Bachelor Sketches (Sept. 25, 1933-April
20, 1934, weekdays at 7:15, with a second sea-
son Aug. 27, 1934-March 22, 1935, weekdays
at 6:45). As Billy Bachelor, he played the editor
of a small-town newspaper.

Khnight tried his hand at playwrighting after his
series left the air. He returned to radio as a di-
rector in the 1940s and died Feb. 12, 1953. His
comedy was a major influence on Bob Elliott of
Bob and Ray fame.

CURTAIN TIME, romantic drama.

BROADCAST HISTORY: July 22, 1938-March 31,
1939, Mutual. 30m, Fridays at 10. Kix Cereal.

July 4, 1945-June 27, 1946, ABC. 30m,
Wednesdays at 9 until Oct. 1945, then Thursdays
at 10. Mars Candy.

July 13, 1946-March 29, 1950, NBC. 30m, Sat-
urdays at 7:30 until Oct. 1948, then Wednesdays at
10:30. Mars Candy. 1938-39: CaAsT: Olan
Soulé as the featured male lead in anthology roles,
with various Chicago actresses (Betty Lou Gerson,
Louise Fitch, etc.) as costars. ANNOUNCERS:
Don Gordon, etc. Music: Henry Weber. Di-
RECTOR: Blair Walliser. 1945-48: CAsT:
Harry Elders and Nannette Sargent in anthology
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roles for much of the series. Chicago personnel Nighter Program a radio powerhouse. It had a
including Betty Winkler, George Cisar, Beryl theater setting, announcements that the curtain
Vaughn, Sunda Love, Sidney Ellstrom, Maurice was ‘‘about to go up,”’ and the same fare, gener-
Copeland, and Michael Romano in support. ally bubbly boy-girl romances. There was an
HosT: Patrick Allen, ca. 1948. ANNOUNCER: usher in the later run, who called out *‘Tickets,
Myron ‘‘Mike’’ Wallace. Music: Bert Farber. please, thank you, sir,”’ and escorted ‘‘theatergo-
DIRECTOR: Harry Holcomb. ers’’ to their imaginary seats in ‘‘seventh row

center, seats seven and eight.”’ The announcer,
In both runs, Curtain Time attempted to play to Myron Wallace, became famous decades later as

the same sizable audience that had made The First the tough TV reporter on 60 Minutes.



THE DAMON RUNYON THEATER, dra-
matic anthology: the stories of Damon Runyon.

BROADCAST HISTORY: 1948, transcribed syndi-
cation, Mayfair Productions; 30m, 52 shows pro-
duced on records. Premiere dates: Jan. 11, 1949,
on KFI, Los Angeles; June 22, 1950, WOR, New
York; sold well into the mid-1950s.

CasT: John Brown as Broadway, narrator, in
Brooklynese, of Runyon’s ‘‘guys and dolls’’ tales
of old Manhattan. Anne Whitfield as Little Miss
Marker. Gerald Mohr as Sorrowful Jones. William
Conrad as Dave the Dude. Alan Reed as Little
Mitzi. Herb Vigran as Harry the Horse. Also:
Frank Lovejoy, Sheldon Leonard, Eddie Marr,
Luis Van Rooten, Joe DuVal, Willard Waterman,
Ed Begley, Jeff Chandler, Sam Edwards, Hans
Conried, Parley Baer, and other Hollywood radio
talents. PRODPUCER: Vern Carstensen. DIREC-
TOR: Richard Sanville. WRITER: Russell
Hughes.

In an era when radio emphasis was on Hol-
lywood stars in film adaptations, The Damon
Runyon Theater was like a cool breeze. The se-
ries had charm: the guys were guys, the dolls
were dolls, and a gun was a roscoe. ‘‘Runyon
mobsters are naive, easily hurt, and endowed
with hearts of gold and the childlike whimsies
of Margaret O’Brien,”” wrote Radio Life. The
range was broad, from comedy to tragedy.

Here were some of Runyon’s best-known
tales: Butch Minds the Baby; Hold 'Em, Yale;
Baseball Hattie; All Horseplayers Die Broke.
The central character, known only as Broadway,

led his listeners in a thick present-tense vernac-
ular through a world of thugs and touts, dames
and palookas. Broadway’s New York had a crisis
each week, though the streets had a rose-tinged
aura. The sad shows then were all the sadder:
plays like For a Pal had a special poignance.
The bulk of Runyon’s work had been untapped
by radio, and the well was deep.

DAN HARDING’S WIFE, soap opera.

BROADCAST HISTORY: Jan. 20, 1936-Feb. 10,
1939, NBC. 15m, weekdays at 1:30, 1936-37; at
9:45 A.M., 1937-38; and finally at noon. Nabisco,
Jan. 3-Sept. 30, 1938.

CAST: Isabel Randolph as Rhoda Harding, a widow
who tries to find a new life and her own identity
after her husband’s death. Merrill Fugit and Lor-
etta Poynton as the teenage twins Dean and Donna
Harding. Carl Hanson as Arnie Topper. Cliff Sou-
bier in several roles. Also: Templeton Fox, Herb
Butterfield, Herb Nelson, Willard Farmum. AN-
NOUNCERS: Les Griffith, Norman Barry. Di-
RECTOR: J. Clinton Stanley. WRITER: Ken
Robinson.

DANGER, DR. DANFIELD, detective melo-
drama.

BROADCAST HISTORY: Aug. 18, 1946-April 13,
1947, ABC. 30m, Sundays at 3, later at 2; syndi-
cated into the 1950s.

CAST: Michael Dunne (heard on other shows as
Steve Dunne) as Dr. Dan Danfield, criminal psy-
chologist. JoAnne Johnson as Danfield’s pert and
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sassy secretary Rusty Fairfax, who usually had too
much to say and said it badly. PRODUCER:
Wally Ramsey. WRITER: Ralph Wilkinson.

DANGEROUS ASSIGNMENT, globetrotting
adventure and generic espionage.

BROADCAST HISTORY: July 9-Aug. 20, 1949,

NBC. 30m, summer series, Saturdays at 9:30.

Feb. 6, 1950-Feb. 13, 1953, NBC. Many 30m
timeslots. Largely sustained; Ford Motors on a few
early shows; General Mills, mid-1950.

Feb. 18-July 1, 1953, NBC. 25m, Wednesdays
at 10:35.

1954, transcribed syndication; produced in Aus-
tralia.

CAST: Brian Donlevy as Steve Mitchell, world-
traveling troubleshooter for some Big Brother—
type government agency. Herb Butterfield as the
Commissioner, Mitchell’s boss. Betty Moran as
the Commissioner’s secretary. A top cast of Hol-
lywood supporting players including Betty Lou
Gerson, Dan O’Herlihy, Paul Frees, GeGe Pear-
son, and Ken Peters. PRODUCER: Don Sharpe.
WRITER: Bob Ryf.

There was a week-to-week sameness about
Dangerous Assignment. ‘‘Yeah, danger is my as-
signment, I get sent to a lot of places I can’t even
pronounce, they all spell the same thing, though,
trouble,”” agent Steve Mitchell said each week
in a gush. First he’d be summoned to the office
of his boss, a nameless administrator who’d
heard about trouble about to erupt in some vital
hotspot around the globe. Mitchell’s job: crack
into the bed of discontent, rout the perpetrators,
and get it all under control again. One week he’d
be sent to Egypt; the next week, Saigon. It never
mattered much, the results were the same. Star
Brian Donlevy narrated in first-person present
tense, giving it more immediacy than it might
have had but never quite overcoming the abso-
lute predictability of the stories.

The 1954 syndications came packaged to a
memorable signature. An opening musical sting
was followed by the announcement: Bagdad!
Martinique! Singapore! And all the places of the
world where danger and intrigue walk hand in
hand—there you will find Steve Mitchell, on an-
other dangerous assignment! Lloyd Burrell
played Mitchell on the transcriptions.

DANGEROUS PARADISE, romantic adven-
ture serial.

BROADCAST HISTORY: Oct. 25, 1933-April 2,
1934, and Oct. 1, 1934-Dec. 31, 1935, Blue Net-
work. 15m continuation, Wednesdays and Fridays
at 8:30, 1933-34; Mondays, Wednesdays, and Fri-
days at 7:45, 1934-35. Woodbury Soap.

CasT: Elsie Hitz as Gail Brewster and Nick Dawson
as Dan Gentry, castaways on a desert island; the
setting moved to the wild north in 1934-35, with
Dawson playing a Canadian mountie.

Hitz and Dawson were perhaps radio’s first
romantic adventure duo. At its peak, Dangerous
Paradise drew 1,000 letters a week, many for
Elsie Hitz, who was described by radio colum-
nists as having the most beautiful speaking voice
on the air. Dawson and Hitz were also paired in
similar serials, The Magic Voice and Follow the
Moon, described under those titles.

THE DANNY KAYE SHOW, comedy-variety.

BROADCAST HISTORY: Jan. 6, 1945-May 31,
1946, CBS. 30m, Saturdays at 8 until April 1945;
Fridays at 10:30 until March 1946; then Fridays at
10. Pabst Blue Ribbon Beer.

CasT: Danny Kaye, Eve Arden, Lionel Stander.
Frank Nelson as Mr. Pabst, the sponsor. The show
was aired from Hollywood and later from New
York, with a good mix of East Coast (Kenny Del-
mar, Everett Sloane, etc.) and West Coast talents
(singer Joan Edwards, dialect comedienne Butter-
fly McQueen, etc.). ANNOUNCERS: Ken Niles in
Hollywood; Dick Joy in New York. Music:
Harry James, Lyn Murray, David Terry, Harry
Sosnik. DIRECTOR: Dick Mack. WRITERS:
Sylvia Fine, Goodman Ace, Abe Burrows.

Danny Kaye was an energetic comedian with
a nimble tongue, a master of tongue-twisters, of
double-and sometimes triple-talk. It was said that
he was at home with almost any dialect. ‘‘He
loves the sound and rhythm of foreign lan-
guages,”” wrote Radio Life soon after his radio
premiere. ‘‘He can double-talk them perfectly,
although he doesn’t understand a word. He has
given some of his best performances on the spur
of the moment for his family and intimate
friends.”

One of his famous routines, first heard in his
breakthrough musical, Lady in the Dark, and
performed on his opening broadcast, was a song




that merely rattled off the names of Russian
composers—>50 of them delivered in 30 seconds.
He scat-sang his way into and out of his radio
shows: asked by Radio Life where the words
came from, he said, ‘‘I just start singing and out
they come.”” With some variation, they came out
*‘Get-gat gittle de-de reep fasan, get-gat gittle
de-de reep fasan, gat-gat gittle de-de BEEP!"’

He was born David Daniel Kaminski, Jan. 18,
1913. His first appearances on the air were on
WBBC, Brooklyn, in the early ’30s. In 1939 he
met writer-composer Sylvia Fine during a sum-
mer engagement in Pennsylvania: they were
married Jan. 3, 1940, and she took charge of his
career. She was ‘‘his personal director, coach,
critic, and occasionally his accompanist,’”’ said
his entry in the 1952 Current Biography. His
radio show followed his first major film, Up in
Arms (1944). Eddie Cantor was his first guest.
The series consisted of unrelated skits, separated
by Harry James swing numbers, or by music
from one of the other bands heard on the run.
Eve Arden was largely wasted. Lionel Stander
gave a gravelly performance in a Brooklyn dia-
lect and was referred to by Arden as the show’s
‘‘Sandpaper Sinatra.”’ The commercials were of-
ten integrated, as in one skit when announcer
Ken Niles picked up the entire troupe in a Pabst
Beer truck loaded with 33 barrels and thus play-
ing on the company’s slogan, ‘‘33 fine brews,
blended into one great beer.’’

Kaye was quick to credit his wife for his suc-
cess, once quipping that ‘‘Sylvia has a fine head
on my shoulders.”” Others were not so generous.
Goodman Ace had a strained relationship with
Sylvia Fine, departed, and later described the
show as a ‘‘bomb.’” It drew lukewarm ratings,
in the 12s. Kaye died March 3, 1987, leaving at
least a score of shows on tape, packed with such
semantical high spots as his ‘‘Oh, really’’—
““O’Reilly’” skit and his comedic treatment of
the vocal chestnut Dinah (Dena [his daughter’s
name), is there anyone feenah . . .).

DARK VENTURE,
drama.

psychological thriller

BROADCAST HISTORY: May 30, 1945-Feb. 10,
1947, ABC, West Coast regional until Feb. 19,
1946, then full network. 30m, various evening
times. Brief sponsorship by Wildroot; otherwise
sustained.
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CAsT: Betty Moran, Dwight Hauser, etc.; anthology
roles. NARRATOR: John Lake. Music: Dean
Fossler. PRODUCER: J. Donald Wilson. DIREC-
TOR: Leonard Reeg.

This series grew out of a deep interest in psy-
chology on the part of producer Wilson. It ex-
plored the moment when a character stood at the
brink of a crime, stepped over the brink, and was
brought to account.

DARTS FOR DOUGH, quiz-participation hy-
brid.

BROADCAST HISTORY: 1943, WFAA, Dallas.
Aug. 6, 1944-Dec. 25, 1947, Blue Network/
ABC. 30m, Sundays at 4, 1944-46; Sundays at 5,
1946-47; Thursdays at 9:30 from Oct. 1947. Dr.
Pepper.

HosT: Orval Anderson. DARTMASTER: Stewart
Dean. PAYMASTER: Bert Mitchell (his wife Jill,
while he was in the Army). ANNOUNCERS:
Frank Graham, Ted Meyers. CONTESTANT ES-
CORT: Poni Adams. CREATORS: Orval Ander-
son and Bert Mitchell GAG WRITER: Eddy
McKean.

Darts for Dough began on local Texas radio
and became so popular that it soon won the sum-
mertime network slot replacing Al Pearce. When
Pearce did not return, his sponsor, Dr. Pepper,
carried Darts on into the regular schedule.

Contestants were selected from the studio au-
dience. By answering an initial question, a con-
testant won three darts, which he threw at the
“‘Dr. Pepper dartboard.’” The board was ten feet
high and contained circles with values ranging
from $2 to $16. Three darts in the $16 circle
netted a contestant the top preliminary prize,
$48. If a contestant missed his question, he was
given the chance to win his darts anyway,
through a variety of forfeit stunts. In one such,
a woman had to keep her composure and try to
hit the dartboard while sitting on the lap of a
stranger, a soldier from the audience. In a finale,
the contestants were assembled, given numbered
darts, and allowed to compete in a one-shot-only
toss at the bull’s eye for a $100 grand prize.

A DATE WITH JUDY, teenage situation com-
edy.

BROADCAST HISTORY: June 24-Sept. 16, 1941,
and June 23-Sept. 15, 1942, NBC. 30m, Tuesdays
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at 10. Summer replacement for The Bob Hope
Show. Pepsodent. Also: June 30-Sept. 22, 1943,
NBC. 30m, Wednesdays at 9. Summer replace-
ment for The Eddie Cantor Show. Bristol Myers.

Jan. 18, 1944-Jan. 4, 1949, NBC. 30m, Tues-
days at 8:30. Tums.

Oct. 13, 1949-May 25, 1950, ABC. 30m,
Thursdays at 8:30. Revere Cameras and Ford Mo-
tors.

CAsT: 1941: Ann Gillis as Judy Foster, ‘‘lovable
teenage girl who’s close to all our hearts.”” Paul
McGrath as Melvin Foster, Judy’s father. Margaret
Brayton as Dora Foster, Judy’s mother. Tommy
Bond as Randolph, Judy’s kid brother. Lurene Tut-
tle as Gloria, Judy’s “‘friend in mischief.”” CAST:
1942: Dellie Ellis as Judy. Stanley Farrar as Mr.
Foster. Louise Erickson as Mitzi, Judy’s new co-
conspirator. CAST: 1943-50: Louise Erickson as
Judy. Joseph Kearns as Mr. Foster, 1943; John
Brown as Mr. Foster from 1944. Bea Benaderet as
Mrs. Foster, 1943; Georgia Backus and Lois Cor-
bet as Mrs. Foster, 1944; Myra Marsh as Mrs. Fos-
ter from 1945. Dix Davis as Randolph. Harry
Harvey as Oogie Pringle, Judy’s boyfriend; Rich-
ard Crenna as Oogie from ca. 1946. Sandra Gould
as Judy's friend Mitzi. ANNOUNCERS: Ken
Niles, Marvin Miller. CREATOR-WRITER:
Aleen Leslie. PRODUCER-DIRECTORS: Tom
McAvity; Helen Mack from ca. 1943. SOUND
EFFECTS: Robert Holmes, Clara Groves.

A Date with Judy and its CBS counterpart,
Meet Corliss Archer, were the female answers to
The Aldrich Family and Archie Andrews: typical
'40s teenage craziness. The show took shape
when Pepsodent began looking for a summer
show to replace Bob Hope. While filming at Par-
amount, Hope had met 14-year-old Ann Gillis:
he introduced her to his radio sponsors; she au-
ditioned and won the title role in an adolescent
comedy being prepared by writer Aleen Leslie.

Leslie had come up through the Hollywood
ranks the hard way: she had worked for (and
been fired from) the shorts department at Colum-
bia Pictures; she had written lines for Deanna
Durbin, Mickey Rooney, and Henry Aldrich
films and was well versed in the patter. She had
written the lead with her friend Helen Mack in
mind for the role. But Mack was soon to have a
child and had to decline. In three summertime
runs, two for Hope and one for Eddie Cantor,
Judy was played by three different actresses.

Louise Erickson, whose voice was heard on nu-
merous sitcoms of the day, was best known in
the role, outgrowing the summer status and play-
ing it for seven years. After the birth of her child,
Mack came in as producer-director, relieving her
husband Tom McAvity, who was already pro-
ducing and directing Meet Corliss Archer and
the Joan Davis show. In the mid-1940s, Mack
was radio’s only female director.

In the storyline, Judy’s father Melvyn owned
the Foster Can Company. Her mother was a typ-
ical radio housewife. Her brother Randolph had
a large vocabulary and a ‘‘supreme distaste for
girls’’ (Radio Life). Oogie Pringle, Judy’s boy-
friend, was a paragon of radio adolescents. Her
friends were named Gloria, Mitzi, Eleanor,
Stinky Edwards, and Jo-Jo Duran. The plots
were almost interchangeable with others involv-
ing teenagers of either sex: less zany, certainly,
than The Aldrich Family, about on a par with
Corliss Archer, and perhaps more palatable than
Archie Andrews.

Many of the shows revolved around Judy’s
life on the telephone, arranging, discussing, and
lamenting the lack of dates. ‘‘Her idea of the end
of everything is the night the phone doesn’t ring
by 6:30 (signoff time in the West) to announce
the arrival of a super date,”’ wrote Radio Life in
the summer of 1943. To ‘‘not rate a date,”” for
three nights in a row was for Judy her “‘absolute
low.”” The characterization combined an infec-
tious giggle and a good dose of teenage slang
(‘“‘oh, how dreeeaaamy!”’ ... ‘‘that’s just sen-
sash!’’) with the usual teenage breathlessness.
More than 30 shows are available on tape. They
are high spots to those who grew up with them,
but like most of their kind, they sound old today.

THE DAVE GARROWAY SHOW, talk with
music.

BROADCAST HISTORY: Ca. 1946, WMAQ, Chi-
cago. The 11:60 Club.

Circa 194748, WMAQ-NBC, Chicago. The
Dave Garroway Show. HosT: Dave Garroway.
ANNOUNCER: Charles Chan. MusIC: Art Van
Damme Quintet. PRODUCER: Parker Gibbs.

Nov. 21, 1949-Dec. 11, 1950, NBC. 30m, Mon-
days at 10:30; at 11:30 beginning Feb. 1950.

Dec. 21, 1949—Oct. 30, 1953, NBC. 15m, week-
days at 11:15 A.M., 1949-50; at 12:15, 1950-51; at
11:45 AM., 1951-52; at 2, 1952-53. Reserved for



Garroway. Title changed to Dial Dave Garroway
with sponsorship by Armour Meats, 1950-53.
HosT: Garroway VocALIsTS: Connie Russell,
Jack Haskell. Music: by the Art Van Damme
Quintet (jazz).

April 18, 1954-June 17, 1955, NBC. 120m,
Sundays at 8; later 90m, Fridays at 8:30 as Fridays
with Dave Garroway.

Even in his earliest days, as a local radio per-
sonality, Dave Garroway could be heard in many
states via WMAQ’s 50,000-watt signal.

DAVID HARUM, soap opera.

BROADCAST HISTORY: Jan. 27, 1936-Jan. 10,
1947, NBC. 15m continuation, weekdays at 11
AM. until Oct. 1940, then at 11:45 A.M. Babbitt
Corporation for Bab-O Scouring Powder.

Feb. 2, 1942-May 14, 1943, CBS. Concurrent
15m broadcast weekdays at 3.

Jan. 13, 1947-Jan. 6, 1950, CBS. 15m contin-
uation, weekdays at 10:45 AM. (3 P.M. in 1948).
Bab-O.

Jan. 9, 1950-Jan. 5, 1951, NBC. 15m continu-
ation, weekdays at 11:45 A.M. Bab-O.

CAST: Wilmer Walter as David Harum, banker in
the small town of Homeville; a town-philosopher
figure typical of aftemoon serials. Craig Mc-
Donnell and Cameron Prud’Homme also as David
Harum. Peggy Allenby as Susan Price Wells, his
friend; Gertrude Warner and Joan Tompkins also
as Susan. Philip Reed, Donald Briggs, and Ken
Williams as Brian Wells. Charme Allen and Eva
Condon as Aunt Polly. Ethel Everett as Elsie An-
derson. Junius Matthews as Grandpa Eph. Richard
McKay as Henry Longacre. Roy Fant as Deacon
Perkins. Joseph Curtin as John Lennox. William
Shelley as Lish Harem. Florence Lake as Tess Ter-
williger. Ray Bramley as Silas Finke. Marjorie Da-
vies and Claudia Morgan as Clarissa Oakley.
Arthur Maitland as villain Zeke Sweeney, ca. late
1930s to mid-1940s. ANNOUNCER: Ford Bond.
PRODUCERS: Frank and Anne Hummert. Di-
RECTORS: Ed King, Martha Atwell, Art Hanna,
etc. THEME: Sunbonnet Sue, hummed and played
on guitar by Stanley Davis.

Typical of many Hummert serial creations,
David Harum always had a shoulder for a friend
to cry on and a pointed opinion that could reach
deep into another person’s business. He spoke
with a slight twang and had a good measure of
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spunk. As he told John Lennox one winter day
in 1940: ““If you do one thing to hurt Susan, I'm
gonna beat the livin’ tar outta ya. .. and when I
get through, you'll be such a sight that no
woman would want to have anything a-tall to do
with ya.”’

His friends were Susan Price, Aunt Polly,
Deacon Perkins, Henry Longacre, Grandpa Eph,
Clarissa Oakley (Clarissy to David), and, yes,
despite the ominous warning, John Lennox.
These characters and others formed the little
community of Homeville.

The serial was based on the 1934 Will Rogers
film, and the character went beyond that to an
1898 novel. David Harum made his living as a
banker, but his passion was horse trading. His
office in the bank was open to all. Many of the
shows began there, fading in upon David as he
sang a little song. A survey of four 1940 epi-
sodes reveals the typical Hummert trappings:
John Lennox is not sure that he still wants to
marry Susan Price; Silas Finke has absconded
with $5,000 from the poorhouse and David is
being charged with the theft, leading easygoing
Henry Longacre to observe that his friend is
looking more and more like a quitter. David has
also taken up photography, and a listener just
knows that the tiny candid camera he obtained
from young Gene Evans will figure prominently
in the plot. Sure enough, Bab-O offers one as a
premium: a real camera can be yours for just 25
cents and one green Bab-O label. The serial was
a great premium-giver: according to Raymond
William Stedman, 400,000 responses arrived for
the show’s first contest, to rename David’s horse.
For a time, Stedman said, the sponsor gave away
a horse a week, and at last David’s steed was
named Table Talk.

A DAY IN THE LIFE OF DENNIS DAY, sit-
uation comedy.

BROADCAST HISTORY: Oct. 3, 1946-June 30,
1951, NBC. 30m, Thursdays at 7:30 until Jan.
1947; Wednesdays at 8 until Aug. 1948; Saturdays
at 10 until June 1949; then Saturdays at 9:30. Col-
gate for Lustre Creme Shampoo.

CasT: Dennis Day in the same naive addlebrained
role he'd been playing since 1939 on The Jack
Benny Program. Sharon Douglas as Mildred An-
derson, his girlfriend; Barbara Eiler and Betty
Miles also as Mildred. Francis ‘‘Dink’> Trout as




194 Deadline Dramas

Mr. Anderson, Mildred’s henpecked father. Bea
Benaderet as Mrs. Anderson, Mildred’s mother.
John Brown as Mr. Willoughby, owner of a store
where Dennis worked. ANNOUNCERS: Verne
Smith, Jimmy Wallington, Frank Barton. MusIc:
Charles Bud Dant, Robert Armbruster. PRO-
DUCER-DIRECTOR: Frank O’Connor. WRIT-
ERS: Arthur Alsberg, Frank Galen, Bill
Davenport, Frank Fox.

A Day in the Life of Dennis Day, also known
as The Dennis Day Show, had several formats
in its five-year run. Day was a man of great vo-
cal and comedic talent, an accomplished tenor,
and Irish to his toes. In his earliest series, he
was a singing soda jerk in the town of Weav-
erville. His name was Dennis Day, but not, he
emphasized, the same Dennis Day as that bright
young man on the air with Jack Benny. He
could sing as well (some said better), and his
ability with dialect humor kept the soda foun-
tain lively.

His problems revolved around his girlfriend,
Mildred Anderson, his efforts to impress her un-
impressible parents, his lowly status in the
world, and the fact that he was usually broke.
The parents were more inclined to favor Mil-
dred’s other suitor, the heel Victor Miller. Later,
Dennis was found working in Willoughby’s
store. In yet another era, ca. 1950, the show took
on a variety format, with Day as master of cer-
emonies. Throughout, he played the wisecrack-
ing innocent. Day continued his role on The Jack
Benny Program all through his own show and
beyond. It became a running gag with Benny,
that Day and Phil Harris each had two shows
while he, Benny, rated only one.

Ken Carson sang the memorable Lustre Creme
commercial:

Dream girl, dream girl,

Beautiful Lustre Creme girl;

You owe your crowning glory to

A Lustre Creme shampoo . . .

DEADLINE DRAMAS, improvisational drama,

BROADCAST HISTORY: Dec. 29, 1940-July 20,
1941, NBC. 30m, Sundays at 10:30. CasT: Bob
White, Ireene Wicker, William Fadiman.

Dec. 26, 1943-Sept. 24, 1944, Blue Network.
30m, Sundays at midnight. CAST: Bob White,
Joan Banks, Elsie Gordon (‘‘the girl with 100
voices’’); later Ireene Wicker.

CREATOR: Bob White.

Bob White was quick to point out that he had
cribbed the idea for Deadline Dramas from a
medieval court game. In the 15th century, Italian
jesters would improvise short plays from plots
offered by noblemen. In the 1930s, when White
was working in Chicago radio, he and his wife
often staged the game for friends who dropped
in—mostly radio people who could think on
their feet. Eventually it occurred to White that
his game might in itself make an interesting ra-
dio show.

Listeners submitted plot situations of no more
than 20 words. White and his cast of two would
retire to a soundproof control room where they
had just two minutes to work out a fully devel-
oped plot. While they frantically picked at story
threads, a soundman listened in via earphones,
improvising his effects and devising cues for or-
ganist Rosa Rio. When the three players
emerged, they delivered a polished seven-minute
playlet, to the amazement of those listening at
home.

While most of the skits sounded quite profes-
sional on the air, ‘‘the studio audience is aware
of the tension and strain as they watch the taut
bodies and nervous fingers of the three players,’”
said Tune In in July 1944. Three playlets were
developed on each broadcast, with prizes of $25
war bonds given for ideas. The plays were
praised by trade magazines, some calling them
worthy of Poe. White, the plotmaster, had by his
account written more than 1,000 radio scripts
and habitually thought in terms of situations and
characters. At the time of his 1944 series, he was
directing Dick Tracy and writing another serial,
The Sea Hound. Ireene Wicker, who appeared
on both runs, was well versed in the game,
having played it as a guest in White’s home.

DEADLINE MYSTERY, crime drama with a
newspaper background.

BROADCAST HISTORY: April 20-Aug. 31, 1947,
ABC. 30m, Sundays at 2. Knox (pharmaceutical)
Company.

CasT: (Michael) Stephen Dunne as Lucky Larson,
fast-talking columnist syndicated in more than 250
newspapers around the world. Hollywood regulars
in support: June Whitley, Sam Edwards, Jack
Kruschen, etc. DIRECTOR: Dave Titus.




DEATH VALLEY DAYS, western adventure
anthology.

BROADCAST HISTORY: Sept. 30, 1930-Aug. 11,
1931, NBC Red. 30m, Tuesdays at 9:30. Pacific
Borax Company and its products, 20 Mule Team
Borax and Boraxo.

Aug. 17, 1931-June 3, 1938, Blue Network.
30m, Mondays at 8 through Sept. 1932, then
Thursdays at 9 until Sept. 1936, then Fridays at
8:30. Borax.

June 10, 1938-June 27, 1941, NBC. 30m, Fri-
days at 9:30 until Oct. 1939, then Saturdays at
9:30 through April 1940, then Fridays at 8:30. Bo-
rax.

July 3, 1941-Aug. 3, 1944, CBS. 30m, Thurs-
days at 8 until July 1942, then at 8:30. Borax.

Aug. 10, 1944-June 21, 1945, CBS. 30m,
Thursdays at 8:30. Death Valley Sheriff. Borax.

June 29, 1945-Sept. 14, 1951, ABC. 30m, Fri-
days at 9:30. The Sheriff. Borax through March 23,
1951, then Procter & Gamble and American
Chicle.

CasT: Jack MacBryde as the Old Ranger (1931-
40s), narrator and teller of Old West tales; Tim
Daniel Frawley, George Rand, and Harry Hum-
phrey also as the Old Ranger. Harvey Hays as the
Old Prospector. John White as the Lonesome Cow-
boy. Jean King, who mastered several western di-
alects for various female roles, joined the company
ca. 1932. Also: Edwin Bruce, Frank Butler, Geof-
frey Bryant, Milton Herman, Paul Nugent, Rose-
marie Broncato, Helen Claire. ANNOUNCERS:
George Hicks, Dresser Dahlstead; also, John Reed
King. Music: Joseph Bonime. PRODUCER:
Dorothy McCann. CREATOR-WRITER: Ruth
Cornwall Woodman. WRITER: Ruth Adams
Knight.

SOUND EFFECTS: Bob Prescott, Keene Crockett.

BUGLE cALL: Harry Glantz.
CAsST: Post—1944 (when the series became Death
Valley Sheriff): Robert Haag as Sheriff Mark
Chase of Canyon County, Calif.; Bob Warren and
Donald Briggs also as Chase. Olyn Landick (a
male actor) as Cousin Cassie (Cassandra) Drink-
water, a character used for comic relief. DIREC-
TORS: Walter Scanlan, Florence Ortman, etc.

Ruth Cornwall Woodman was an advertising
copywriter in the summer of 1930, when the Pa-
cific Borax Company decided to sponsor a rug-
ged series about the Old West. Asked to create
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the format and write the scripts, Woodman first
encountered the problem of geography. She was
living in New York, a Vassar graduate with little
knowledge of the desert or its people. Travel in
the western states was still an adventure, with
many of the roads through Utah, Nevada, Ari-
zona, and California, where the series was to be
set, little more than trails.

A banker's wife with two children, Woodman
undertook the story-gathering pilgrimage and
was soon writing one of the most respected dra-
mas of early radio. One of the sponsor’s em-
ployees in California, a self-styled ‘‘desert rat’’
named W. W. *“Wash’' Cahill, was lined up as
her guide. Her trips into the desert became an-
nual events, and soon she was well versed in the
ways of prospectors, outlaws, and saloon girls.
She spent up to two months a year prowling
through ghost towns, interviewing oldtimers,
sifting through museums, and poring over yel-
lowing newsprint. She packed into the back
country, scaled the mountains west of Death .
Valley, talked with small-town newspaper edi-
tors, old men who ran gas stations, lonely wives
on the fringes of nowhere, and—when she could
get into the saloons—bartenders. Then she re-
turned to New York to write the stories she had
gathered, and the next year she did it all again.

The show immediately established its ties to
the sponsor. The product, 20 Mule Team Borax,
got a boost as early as the seventh show, The 20-
Mule Team Makes Its First Trip. Other ‘‘Mule
Team’’ themes were worked in liberally. But
most of the shows were of pioneer life, of the
gold rush, of the horrors of a sandstorm, the joys
of Easter and Christmas in the camps. There
were multipart stories based on historical per-
sonages (Lola Montez, Billy the kid, etc.). To
tell the tales, Woodman created the Old Ranger,
a composite character who ostensibly had known
by name the lawmen, bushwhackers, and des-
peradoes of whom he spoke. The format was
memorable, underplayed, suggestive of loneli-
ness. In the early days, the signature was inter-
spersed with the singing of western balladeer
John White, *‘the lonesome cowboy.’’ Later this
gave way to a fading, forlorn bugle call, herald-
ing announcer Dresser Dahlstead’s simple an-
nouncement: ‘‘As the early-morning bugle-call
of covered wagon trains fades away among the
echoes, another true Death Valley Days story is
presented for your entertainment by the Pacific
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Coast Borax Company, producers of that famous
family of products—20 Mule Team Borax, 20
Mule Team Borax Soap Chips, and Boraxo.
Well, Old Ranger, what’s your story about to-
night?”’

Through many changes of format, it remained
a hardy perennial, eventually becoming a filmed
TV series with Ronald Reagan as host.

DECEMBER BRIDE, situation comedy.

BROADCAST HISTORY: June 8, 1952-Sept. 6,
1953, CBS. 30m, Sundays at 7 (summer show in
the Jack Benny slot) until Sept. 1952; Sundays at
6 until mid-Feb.; Wednesdays at 10 through May;
then Sundays at 9.

CasT: Spring Byington as Lily Ruskin, the kind
mothcr-in-law who lived with her daughter’s fam-
ily. Doris Singleton as Ruth Henshaw, the
daughter. Hal March as Matt Henshaw, Ruth’s
husband. Hans Conried as Pete Porter, their dour
and sullen neighbor. Also: John Brown, Alan
Reed. CREATOR-WRITER-DIRECTOR: Parke
Levy.

Lily Ruskin, the pivotal character of Decem-
ber Bride, was the precise opposite of the ster-
eotypical mother-in-law. A widow, Lily was a
dear lady in every aspect. Creator Parke Levy
took inspiration for the character from his own
mother-in-law, who came to visit and was sud-
denly besieged by would-be suitors. Many of the
plots turned on efforts by the Henshaws to find
a suitable man for Lily because they thought she
needed companionship in her December years.
The comedy of errors that grew out of this pass-
ing parade fueled the show.

On a smaller scale, December Bride did for
mothers-in-law what Eve Arden did for school-
teachers in Our Miss Brooks: made them human.
Spring Byington also played Lily on television,
supported by Frances Rafferty, Dean Miller,
Vemna Felton, and Harry Morgan. Hal March
vaulted to fame a few years later as host of the
scandal-plagued $64,000 Question on TV.

DEFENSE ATTORNEY, crime drama.

BROADCAST HISTORY: Aug. 31, 1951-Dec. 30,
1952, ABC. 30m, Fridays at 8 until Sept. 1951;
Thursdays at 8 through Oct. 1952; Tuesdays at 8,
then at 8:30, thereafter. Clorets (1951-52); Kix
Cereal and Goodyear (1952).

CAsT: Mercedes McCambridge as Martha Ellis

Bryant, idealistic defense lawyer. Howard Culver
as her friend and fellow sleuth, newspaper reporter
Jud Barmes. Also: Tony Barrett, Irene Tedrow,
Harry Bartell, etc. Music: Rex Koury. DIREC-
TOR: Dwight Hauser. WRITER: Joel Murcott,
etc.

The defense attorney of the title was as often
in the field, investigating, as in the courtroom,
filing briefs. McCambridge, who had a couldn’t-
miss-it-in-a-crowd voice, opened the show from
an echo chamber, reciting her pledge: Ladies and
gentlemen, to depend upon your judgment and
to fulfill mine own obligation, I submit the facts
... fully aware of my responsibility to my client
and to you, as defense attorney.

DESTINATION FREEDOM, Negro civil
rights dramatic anthology.

BROADCAST HISTORY: June 27, 1948-Aug. 13,
1950, WMAQ, Chicago. 30m, Sunday momnings.
Sponsored briefly in the first 13 weeks by the Chi-
cago Defender, a black newspaper with a long his-
tory. Also: Oct. 15, 1950-Nov. 19, 1951, WMAQ,
a new DF series in name only: an abrupt turn away
from the civil rights themes of the early show.

CasT: Fred Pinkard, Oscar Brown Jr., Wezlyn Til-
den, and Janice Kingslow, heading a Chicago rep
company of regular performers. Also: Tony Par-
rish, Jack Gibson, Harris Gaines, Louise Pruitt. Ar-
thur Peterson, Norma Ransom, Forrest Lewis,
Studs Terkel, Hope Summers, Boris Aplon, Jess
Pugh, Ted Liss, Don Gallagher, Harry Elders, Ev-
erett Clarke, Jack Lester, Art Hemn, Les Spears,
Dean Olmquist, Russ Reed. ANNOUNCERS:
Hugh Downs, etc. Music: Emil Soderstrom, Jose
Bethancourt. CREATOR-WRITER: Richard Dur-
ham. DIRECTORS: Homer Heck, Dick Lough-
ran.

Destination Freedom, though it never ap-
peared on a national network, was one of the
most powerful and important shows of its day.
It was a striking achievement, a voice whose
passion and courage overcame every budgetary
shortcoming to become perhaps the strongest
plea for Negro rights ever heard on American
radio.

Its original purpose was to dramatize and re-
veal little-known lives from black Americana.
But even in such early shows as Railway to
Freedom (the story of Harriet Tubman and her



underground railroad) and Dark Explorers (the
story of blacks who came over on the earliest
ships from Europe), the singular voice of its au-
thor could not be missed. As time went on, the
voice would grow stronger.

Richard Durham was a black writer whose
credits in radio would run a gamut from Irna
Phillips serials to prestige plays for such as The
CBS Radio Workshop. But in Destination Free-
dom Durham wrote from the heart. Anger sim-
mers at the foundation of these shows, rising
occasionally to a wail of agony and torment. On
no other show was the term “‘Jim Crow’’ used
as an adjective, if at all: nowhere else could be
heard the actual voices of black actors giving life
to a real black environment. There were no buf-
foons or toadies in Durham’s plays: there were
heroes and villains, girlfriends and lovers, moth-
ers, fathers, brutes; there were kids named Joe
Louis and Jackie Robinson, who bucked the tide
and became Kkings in places named Madison
Square Garden and Ebbets Field. The early his-
torical dramas soon gave way to a more contem-
porary theme: the black man’s struggle in a
modern racist society. Shows on Denmark Ve-
sey, Frederick Douglass, and George Washing-
ton Carver gave way to Richard Wright’s Black
Boy and the lives of Louis Armstrong, Fats Wal-
ler, and Nat King Cole. The Tiger Hunt was a
war story, of a black tank battalion; Last Letter
Home told of black pilots in World War II. The
stories pulled no punches in their execution of
the common theme, making Destination Free-
dom not only the most powerful but the only
show of its kind.

It was all the more remarkable because the rep
company that worked it was headed by black
performers, with whites carrying the supporting
roles. Radio in the *40s was a white actor’s play-
ground. ‘“There were no blacks in [serious] dra-
matic radio at that time,”’ recalled Arthur
Peterson, a white character actor who could
‘“‘do’’ black dialect and who worked with the
small black company on Destination Freedom.
His wife Norma Ransom also worked the show,
as did Forrest Lewis (who, the Petersons remem-
bered, could ‘‘play a great old black man’’) and
Studs Terkel, who went on to greater fame as a
social historian and Chicago talk show host. Be-
fore Destination Freedom, these and other dia-
lecticians were called whenever a black voice
was demanded. ‘‘Arthur played some, I did, we
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all did,”’ said Norma Ransom, who couldn’t
think of a ‘‘single black actor’” who had made
any significant inroads in white radio. The Pe-
tersons recalled one other series of black heritage
that had aired locally in Chicago: it was called
It Can Be Done, but again the roles were all
played by whites.

Now came Destination Freedom, and the
blacks were the stars. Fred Pinkard played most
of the male leads in the first year. Oscar Brown
Jr. alternated between bit parts and leads, sharing
top billing with Pinkard as the show went on.
The female leads were Wezlyn Tilden and Janice
Kingslow: among them these four could stretch
the perimeters of age, culture, economic back-
ground. Homer Heck, the white director, had
spent five years directing Vic and Sade, as far
removed from Destination Freedom as two
shows can be yet sharing the essential ingredi-
ents, uniqueness, strength, and the vision of a
single talented writer.

Durham produced his plays as a freelancer; he
was never part of the WMAQ staff during his
show’s run. “‘I had spent a lot of time studying
Dickens,’’ he said in a 1983 interview, a few
years before he died. ‘‘I had discovered that a
Dickens character made you love him or hate
him almost at once, and I used that same ap-
proach, of setting the characters as quickly as
possible, as sharply as possible.”” Homer Heck
‘“had a sense of what characters could bring
about,”’” Durham said: Heck understood both the
power and limitations of short dramatic formats,
and Durham found as the series went on that he
was free to produce ever-stronger scripts without
much fear of censorship or rebuke.

The show was initially approved and sched-
uled by Judith Waller, WMAQ program director,
who, ironically, had been involved in bringing
Amos 'n’ Andy to WMAQ almost two decades
earlier. ‘‘She was quite enthusiastic about the
new characterizations that we were presenting,
so I look back upon Miss Judith Waller now as
quite an innovative promoter in the business of
radio,”” Durham recalled. The brief period of
sponsorship by the Chicago Defender expired,
but the show continued, sustained by the station.
Durham knew at the time that he was breaking
new ground: he had been impressed by a special
broadcast years earlier, when director William N.
Robson had probed the causes of race riots in
Detroit, but on a week-by-week basis no one had
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attempted what Destination Freedom was now
doing routinely. There were all-out attacks on the
Ku Klux Klan, on southern bias, on the attitudes
of rednecks and the mentality of the mob. The
show soon drew the wrath of white supremacists,
‘15 or 20 of them,”” from the White Knights of
Columbus, Durham recalled. ‘‘They stayed there
three or four weeks ... marching across the
door, denouncing the show.”” But Durham’s
writing continued as strong as ever.

He followed a routine. *‘I had to submit the
name and a short description of the character that
I wanted to depict. These would generally be ac-
cepted; now and then there would be a question.”’
But Durham could not remember ever being pres-
sured to soften the rhetoric. What had begun as an
experiment ‘‘for a few weeks’’ lasted more than
two years: “‘then I left for other writing ven-
tures.”” He finally succumbed to the lure of
money, Durham said: he got a job writing a ‘‘Don
Ameche vehicle,” and ‘‘there was such a big gap
in money between a network show and a sus-
tained [local] program that I began to gravitate to-
ward Ameche.”” He wasn’t burned out: ‘‘we
hadn’t scratched the surface on the theme.’” But
his departure brought a radical change. With the
show Paul Revere Speaks (Dec. 15, 1950), Desti-
nation Freedom became a white show. It was now
straight history, without a hint of the black spirit
that had ignited and guided it since 1948. It was a
poor man’s Cavalcade of America.

The black series was long one of radio’s great
forgotten stories. Then, around 1980, a good run
of transcriptions was found and its voices heard
again. There was Tony Parrish, personifying the
slums. You've seen me around. Slums are the
cemeteries of the living, HE says. Jim Crow is
the undertaker, HE says. He’s the one I want to
tell you about, this AME reverend, this Windy
City alderman who’s trying to run slums outta
town. There were the stories of Ralph Bunche,
Satchel Paige, Sugar Ray Robinson, Roscoe
Dungee, and Lena Horne, who encountered big-
otry in a “Jim Crow cafe’’ between flights. A
listener with any sense of history knows imme-
diately that, in the *40s, on American radio, this
was strong medicine.

3

DETECT AND COLLECT, comedy-quiz.

BROADCAST HISTORY: June 13-Sept. 5, 1945,
CBS. 30m, Wednesdays at 9:30. Old Gold.

Oct. 4, 1945-Sept. 28, 1946, ABC. 30m, Thurs-
days at 9:30 until Aug. 1946, then Saturdays at
8:30. Goodrich Tires.

QuizMASTERS: Fred Uttal and Wendy Barrie
(1945); also, Lew Lehr. PRODUCER: Mildred
Fenton. DIRECTOR: Herb Polesie, Walter Tib-
bals.

Detect and Collect had a simple premise. Con-
testants were each given $25 and up to six
chances to identify a mystery prize. If the con-
testant guessed the prize on the first try, he won
the $25 and the prize: for each clue he needed,
the cash was diminished by $5. Often the prizes
were novelty gifts, barber chairs and the like.

DETECTIVES BLACK AND BLUE, early
comedy-mystery serial.

BROADCAST HISTORY: 1932-35, transcribed
syndication, 15m daily; 333 episodes produced and
syndicated.

This serial followed the careers of two un-
likely adventurers named Black and Blue. They
were shipping clerks in a Duluth market, but a
yearning for adventure led them to a correspon-
dence course in criminology. Using the motto
‘‘Detec-a-tives Black and Blue, good men tried
and true,”’ they opened an agency and promptly
set the art of detection back 40 years. The shows
were primitive, with virtually no sound effects,
the “‘action’” carried in dialogue. The cast is un-
known.

THE DICK HAYMES SHOW, musical vari-
ety.

BROADCAST HISTORY: June 20, 1944-Oct. 9,
1945, NBC. 30m, Tuesdays at 7:30. Initially heard
as Everything for the Boys, taking over the Arch
Oboler—Ronald Colman series of that name.
Autolite.

Oct. 13, 1945-July 1, 1948, CBS. Saturdays at
8 until mid-1946, then Thursdays at 9. Autolite.

CasT: singer Dick Haymes, with Helen Forrest
(1944-46), Martha Tilton, Lina Romay (1947—48).
CIliff Arquette as Mrs. Wilson, owner of a flower
stand, who never knew the time of day (1947—48).
ORCHESTRA: Gordon Jenkins.

For a time Dick Haymes was considered a se-
rious rival to Bing Crosby and Frank Sinatra at
the top of the male vocal field. Haymes had first




starred on radio in Here’s to Romance (Blue Net-
work, CBS, 1943—44) with vocalist Helen For-
rest. Both had worked in the Harry James band,
and Forrest went on with Haymes into his own
series.

Haymes was also starred in Club Fifteen and
The Carnation Contented Hour in 1949-50.

DICK TRACY, juvenile police serial, based on
the comic strip by Chester Gould.

BROADCAST HISTORY: 1934, NBC New England
stations. 15m, weekdays.

Feb. 4-July 11, 1935, CBS. 15m, four a week
at 5:45. Sterling Products.

Sept. 30, 1935-March 24, 1937, Mutual. 15m,
four or five a week, usually at 5:45.

Jan. 3, 1938-April 28, 1939, NBC. 15m, five a
week at 5. Quaker Oats.

April 29-Sept. 30, 1939, NBC. 30m, weekly,
mostly Saturdays at 7; also Mondays at 8 in Aug.
Quaker Oats.

March 15, 1943-July 16, 1948, Blue Network/
ABC. 15m strip show, initially three a week at
5:15, five a week at 5:15, 1943—45; at 5:45, 1945-
46; at 4:45, 194647, at 5, 1947—48. Tootsie Rolls,
1943-46. Also: Oct. 6, 1945-June 1, 1946, ABC,
concurrent with the serial run. 30m, Saturdays at
7:30. Tootsie Rolls.

CAsT: Bob Burlen as the first radio Dick Tracy
(1934 New England). Barry Thomson, Ned Wever,
and Matt Crowley heard variously as Dick Tracy,
“*protector of law and order.”” Walter Kinsella and
others as Pat Patton, Tracy’s ever-present partner.
Jackie Kelk and Andy Donnelly as Junior Tracy.
Helen Lewis as Tess Trueheart. ANNOUNCERS:
Dan Seymour, Ed Herlihy, etc. DIRECTORS:
Mitchell Grayson, Charles Powers, Bob While, etc.
SOUND EFFECTS: Bill McClintock (Mutual); Al
Finelli and Walt McDonough (ABC); Keene
Crockett (NBC).

Dick Tracy proved almost as durable on the
air as he was in the comics. The serial came with
the full gallery of Chester Gould strip characters:
sidekick Pat Patton, Tracy’s adopted son Junior;
his girlfriend Tess Trueheart; Vitamin Flintheart
and the villain, Flattop. The opening signature of
the '40s would be fondly remembered by those
who heard it as children: a furious burst of radio
codes and Tracy’s terse, voice-filtered com-
mands (via wrist radio, of course). There was
always a summary, by Tracy, along with the
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story titles: This is Dick Tracy, leading a search
party on a hunt for Junior and Moccasin Joe, in
*“The Case of the Hooting Owl.”’ The Saturday
half-hours were developed to the unlikely theme
Toot Toot Tootsie, a tip of the hat to the sponsor.

DIMENSION X, science fiction dramatic an-
thology. See also X-MINUS ONE.

BROADCAST HISTORY: April 8, 1950-Sept. 29,
1951, NBC. Scheduled irregularly: initially 30m,
Saturdays at 8; later, Fridays, Sundays, then Sat-
urdays again. General Mills for Wheaties, two
months beginning July 7, 1950; otherwise sus-
tained.

CasT: New York radio personnel including Joseph
Julian, Bill Griffis, Joe DeSantis, Peter Capell,
Luis Van Rooten, Santos Ortega, Wendell Holmes,
John McGovern, Alexander Scourby, Bryna Rae-
burn, Bill Quinn, Ed Jerome, Lawson Zerbe, Karl
Weber, Amold Moss, Joan Alexander, Rita Lynn,
Jackie Grimes, Matt Crowley, Roger DeKoven,
John Larkin, Jan Miner, Berry Kroeger, Bill Zuck-
ert, Bill Lipton, Raymond Edward Johnson, Denise
Alexander, Les Damon, Leon Janney, Donald
Buka, Inge Adams, Joseph Curtin, Arthur Mait-
land, John Gibson, etc. NARRATOR: Norman
Rose. ANNOUNCERS: Robert Warren, occasion-
ally Fred Collins; Frank Martin for Wheaties.
Music: Albert Berman. PRODUCERS: Van
Woodward, William Welch. DIRECTORS: Ed-
ward King, Jack Kuney, Fred Weihe. WRITERS-
ADAPTERS: Emest Kinoy, George Lefferts.
STORIES BY: Ray Bradbury, Isaac Asimov,
Robert Heinlein, Clifford Simak, Robert Bloch,
Jack Williamson, Kurt Vonnegut, Graham Doar,
Murray Leinster, Donald Wollheim, etc. ENGI-
NEER: Bill Chambers. SOUND EFFECTS: Ag-
new Horine, Sam Monroe, etc.

Dimension X was radio’s premier series of
adult science fiction tales, preceded briefly by the
little-known and soon-forgotten Two Thousand
Plus. The vast and fertile S-F field had been cu-
riously neglected for the entire 25-year history
of the medium. Fantasy had been relegated to
such kiddie epics as Flash Gordon and Buck
Rogers, with such occasional hybrids as NBC’s
Latitude Zero (1941). Occasionally an S-F story
might appear on the mainstream series Escape or
Suspense, and in July 1950 CBS and Wrigley’s
Gum carried three episodes of a Chicago-
produced fantasy series, Cloud Nine, which con-
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tained the work of Jack Finney and others. But
until Dimension X arrived, radio left the deeper
reaches of the universe unexplored.

The appearance of Destination Moon in movie
houses helped make 1950 the year of S-F on
radio. Dimension X rose to the task, proving that
radio and science fiction were ideally compati-
ble. The series demonstrated (though it would
take the perfection of television to prove it) that
adding a picture to a story of vision, illusion, or
myth does not automatically enhance things. The
tube is too small, the props too artificial (no mat-
ter how ingenious or technologically advanced)
to compete with the landscape of the mind. For
its time, Dimension X was a wonder. Two and
sometimes three sound effects men worked each
show. NBC engineer Bill Chambers described
the process in a letter to D-X advocate Bill Sabis,
excerpted in the massive log that Sabis compiled
on Dimension X and its offspring series, X-Minus
One. The shows were done in a huge studio,
“two stories high with a tour observation
booth,”” Chambers said. This enabled the crew
to obtain *‘tremendous echo effects,’” so deep in
fact that they could not be truly recorded by the
equipment of the time. Blended with the sound
effects were futuristic musical scores, composed
by Albert Berman and played on the organ.
Host-narrator Norman Rose was the perfect
voice, combining an authoritative resonance with
a touch of dark irony. Rose opened the show
cold:

Adventures in time and space . . . told in future
tense!

DIMENSION X... X...x...x...x...x...

Up came the organ, a crescendo sting, mingled
on later shows with tympanic rolls and symbals.
Also used liberally was the Theremin, an exotic
electronic musical instrument that set the stories
in a haunting framework. But as impressive as
the sound was, the show’s success began, as suc-
cess always does, with the writing. The point of
origin for many of these tales was Astounding
Science Fiction Magazine, a market used by the
best writers in the field. The opening show, The
Outer Limit, was an unfortunate choice: it had
been done to death on Suspense, Escape, and
other anthology series, and its premise depended
too much on a gimmicky ending. With all the
great S-F material at its disposal, it was up to
staff writer George Lefferts to produce a true ra-
dio classic: No Contact was a chilling, original

tale of ships lost to a mysterious *‘galactic bar-
rier,”’ and of one ship that tried again. The prem-
ise of Fredric Brown’s Knock was simply stated:
““The last man on earth sat alone in his room . . .
and then there was a knock on the door.”” Hein-
lein’s Green Hills of Earth was a lovely piece
about a blind spacefarer and folksinger. Brad-
bury was well represented: he ended the world
twice in a single show, by atomic war in There
Will Come Soft Rains and by invasion in Zero
Hour. His Mars Is Heaven got a creative assist
from adapter Ernest Kinoy, and The Martian
Chronicles was a Bradbury mix blended into a
smooth, riveting half-hour, again by Kinoy. Uni-
verse was a fantastic Heinlein tale about a giant
spaceship, in transit for so long that the distant
descendants of the original inhabitants lost touch
with the purpose of their endless trip (nice iro-
nies here on the dangers of religious zealotry).
And Kinoy’s original story of The Martian
Death March was one of the best in the entire
series: the heartbreaking premise taken from
American history, of all places, and the death
march of the Cherokee Indians in 1838.

The show was produced live for the first 13
weeks and recorded on tape thereafter. It was
bumped around the NBC schedule, heard Fri-
days, Sundays, Saturdays, dropped from the
lineup for weeks at a time, and in one period
(almost all of the first half of 1951) it was
missing for 19 weeks. Like Escape, the CBS
series of high adventure, Dimension X over-
came its poorboy scheduling to offer some of
the best radio drama of its season. Fifty shows
were produced, including repeats: the run is
happily complete on tape in uniformly excel-
lent sound.

THE DINAH SHORE SHOW, musical variety.

BROADCAST HISTORY: Aug. 6, 1939-Jan. 14,
1940, Blue Network. 15m, Sundays at 7. Paul La-
valle, maestro.

June 14-Sept. 27, 1940, Blue Network. 15m,
Fridays at 10:15. Irving Miller, maestro.

Nov. 2, 1941-April 26, 1942, Blue Network.
15m, Sundays at 9:45. Songs by Dinah Shore.
Bristol Myers. From New York with maestro Paul
Lavalle and announcer-stooge Harry Von Zell.

May 1, 1942-April 23, 1943, Blue Network.
15m, Fridays at 9:30. In Person, Dinah Shore.
Bristol Myers. From Hollywood, with maestro



Gordon Jenkins and announcer Truman Bradley.

Sept. 30, 1943-June 29, 1944, CBS. 30m,
Thursdays at 9:30. The Birdseye Open House.
Birdseye Foods. Robert Emmett Dolan, maestro;
Harry Von Zell, announcer; guest stars including
Groucho Marx, Peter Lorre, and Ozzie and Harriet
Nelson. Glenhall Taylor, producer.

Oct. 5, 1944-May 30, 1946, NBC. 30m, Thurs-
days at 8:30. The Birdseye Open House. Birdseye
Foods.

Sept. 18, 1946-June 11, 1947, NBC. 30m,
Wednesdays at 9:30. The Ford Show. Ford Motor
Company. Robert Emmett Dolan, maestro; Peter
Lind Hayes, comic foil; guests.

Feb. 13-April 16, 1948, CBS. 30m, Fridays at
10. Call for Music. Philip Morris Cigarettes. A tri-
ple-star half-hour with singer Johnny Mercer and
maestro Harry James. John Holbrook, announcer.

April 20-June 29, 1948, NBC. 30m, Tuesdays
at 8. Pabst Beer.

April 20, 1950-Dec. 26, 1952, CBS. 15m,
weeknights at 7:15. The Jack Smith Show, with
Dinah Shore. Oxydol.

March 23, 1953-July 1, 1955, NBC. 15m daily,
then twice a week. Simulcast, with the TV audio
heard as a radio show. Chevrolet.

The radio career of singer Dinah Shore began
in her native Tennessee when, around 1937, she
appeared on WSM, Nashville. In 1938 she went
to New York, where she was heard on Martin
Block’s WNEW show. She sang with Ben Ber-
nie, and the national exposure on Bernie’s CBS
show in the spring of 1939 led to her own Blue
Network quarter-hour series.

Her star rose quickly. When NBC scheduled
its strange and wonderful Chamber Music Soci-
ety of Lower Basin Street in February 1940,
Shore was its first diva. That fall Eddie Cantor
hired her as his regular singer. Her rendition of
Yes, My Darling Daughter on the Cantor show
was a national sensation, followed by the equally
appreciated Blues in the Night. She was now
selling records in the hundred-thousands and was
such a hot commodity by 1941 that a skirmish
broke out between Cantor and Edgar Bergen for
her services. When Cantor neglected to promptly
exercise his option, Bergen offered her a raise to
$750 a week. It went to arbitration, Cantor won,
and she got a raise anyway.

Meanwhile, her quarter-hour Blue Network
series was ending, but Bristol Myers was in the

The Dinah Shore Show 201

wings. Cantor was on hand to give her new
show, Songs by Dinah Shore, a sendoff. By mid-
1942 Radio Life was calling Dinah Shore the
most popular singing star since the rise of Kate
Smith in the early *30s. Movies beckoned: she
moved to Hollywood, taking her radio show with
her and continuing with the Cantor show, which
was also moving west. Until then she had been
a brunette: at the suggestion of Warner cosme-
ticians she became a ‘‘honey blonde’’ and re-
mained one evermore.

Her revamped radio career missed less than a
beat: within a week of her exit from New York,
she was on the air from Hollywood. It was ba-
sically the same show, a straight songfest—none
of her quarter-hours were much more than that.
Her new announcer, Truman Bradley, was de-
scribed in the trades as *‘the last word for prod-
ucts appealing to feminine listeners.”’ But Shore
was perturbed: she didn’t think plugging a laxi-
tive, Sal Hepatica, was at all feminine, Truman
Bradley or no, and she was all the more annoyed
when Bristol Myers worked Mum deodorant into
the mix. Bradley did what he could with it
(Mum, he intoned, ‘‘is your word for charm,”
that final word to ‘‘banish undaintiness’’), but
Shore still didn’t like it. She did remain with
Bristol Myers almost 18 months. Her theme, Di-
nah, was hummed wistfully against a restrained
Gordon Jenkins orchestra.

A summer job arose, singing on the Paul
Whiteman NBC Sunday-nighter from June 6 to
Aug. 29, 1943. By fall she was again installed
in her own series, this time a full half-hour for
Birdseye Foods. Again, a format was quickly es-
tablished, the full timeslot allowing for chatter
with guests in addition to the usual Shore vocals.
The same continued into her series for Ford Mo-
tors and Philip Morris, the latter notable for its
three-star billing and its opening collage of four
themes (Dinah, hummed by herself; Ciribiribin,
played by Harry James on open trumpet; Ac-
cent-tchu-ate the Positive, sung by Johnny Mer-
cer, and Ferde Grofé’s Grand Canyon Suite,
which, in a masterpiece of advertising strategy,
had been absorbed by and become synonymous
with Philip Morris Cigarettes). And if the open-
ing wasn’t busy enough, there was Johnny, the
Philip Morris bellhop, chanting *‘Callll for Philip
Morraiss!’’ over and over.

Shore did another short series, on NBC for
Pabst Beer. She rejoined Cantor Oct. 1, 1948,
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appearing on his Pabst show until June 24, 1949.
The quarter-hours resumed. Radio died, but
Shore continued to be a potent personality in
television.

DOC BARCLAY’S DAUGHTERS, soap
opera.

BROADPCAST HISTORY: Jan. 23, 1939-Jan. 19,
1940, CBS. 15m continuation, daily at 2. Personal
Finance.

CAsT: Bennett Kilpack as Doc Barclay, druggist in
the small town of Brookdale, trying valiantly to
raise three temperamental daughters alone. Eliza-
beth Reller as Connie Barclay, former socialite and
woman of the world, who has left her husband, a
millionaire playboy, to return to her hometown as
Doc Barclay’s daughter. Mildred Robin as Mimi
Barclay, the second daughter, self-centered and
flirtatious, married to Tom Clark. Vivian Smolen
as the third daughter, Marge, single and pretty,
who keeps house for her father. Albert Hayes as
Tom Clark, clerk in the Jenkins Hardware Store,
who is too weak to stand up to his tempestuous
wife Mimi. ANNOUNCER: Tom Shirley. OR-
GANIST: Ann Leaf.

DR. CHRISTIAN, light drama.

BROADCAST HISTORY: Nov. 7, 1937-Jan. 6,
1954, CBS. 30m, Sundays at 2:30 until April 1938;
Tuesdays at 10, 1938-39; Wednesdays at 10 until
Jan. 1940; Wednesdays at 8:30, 1940-54. Chese-
brough Manufacturing Company for Vaseline.

CAsT: Jean Hersholt as Dr. Paul Christian, a kindly
doctor-philosopher in the little town of River’s
End. Rosemary DeCamp as Nurse Judy Price
(1937, and again 1943-54); Lurene Tuttle as Judy
(1937-43); Kathleen Fitz occasionally as Judy;
Helen Claire as Judy when the show aired from
New York. ANNOUNCERS: Art Gilmore (1942—
54, after a brief stint the first year), Andre Baruch
(1938), Perry King (1938—41). Music: Ivan Dit-
mars, Lew White, or Milton Charles on organ.
PRODUCER: Dorothy McCann. DIRECTORS:
Neil Reagan, John Wilkinson, Florence Ortman.
SOUND EFFECTS: Ray Erlenborn, Gus Bayz,
Bill Brown, Clark Casey. THEME: Rainbow on
the River.

Dr. Christian may have been the best-known
light drama on the air. It was created especially

for Jean Hersholt on the strength of his role in
the 1936 film The Country Doctor. In that film,
Hersholt had portrayed Dr. Allan Roy Dafoe, the
physician who had become an instant celebrity
when he delivered the Dionne quintuplets. Her-
sholt liked the character but couldn’t get the
rights to use Dafoe’s name on the air. So he cre-
ated his own doctor-name. He had always loved
the work of Hans Christian Andersen. Christian
was a strong name: it had obvious biblical
strengths and a long heritage in Hersholt’s native
Denmark. It would work well with Hersholt’s
Scandinavian accent and would have strong ap-
peal in middle America, where Dr. Paul Chris-
tian’s practice in the town of River’s End would
be set.

It was billed as The Vaseline Program, also
known as Dr. Christian’s Office because of the
pretitle dialogue in which Nurse Judy Price an-
swered the phone that way. It started slowly and
doubled its listenership in each of its first three
years, holding an audience estimated at 15-20
million thereafter. The show was viewed as
slightly hayseed in the Hollywood radio center:
Radio Row insiders saw that rating coming
largely from the midwestern Bible belt, from
people who appreciated Dr. Christian’s Golden
Rule approach to life. Dr. Christian was a phi-
losopher, but radio had plenty of those. He was
also a philanthropist and an unabashed Cupid.
Many of his stories concerned romance gone
awry, true love that needed only a guiding hand
from a wise and gentle friend. Other stories were
of misguided youth, kids who finally listened to
reason when it looked them straight in the face
through the good doctor’s spectacles.

Listeners knew the town as well as the hero.
River’s End was the typical whistle stop, half a
dozen square blocks carved out of the corn coun-
try in some universal part of America. There
were two surrounding thoroughfares, River Road
and Black Mountain Road. The main drag
through town was State Street. There were
stores, a bank, post office, church, school, hos-
pital, and a block where the *‘best people’’ lived.
On the fringes were the farms, a dairy, a lumber
yard, and an awning works. Dr. Christian lived
in a white house surrounded by lawns and gar-
dens at the corner of River Road and State Street.
The side door went directly into the waiting
room.




In the beginning, the show was written by var-
ious scripters, among them Ruth Adams Knight.
In 1942 the producers tried a new approach: a
contest in which listeners could submit scripts
and be eligible for large cash prizes at season’s
end. This may have been the most important sin-
gle factor in the show’s long run. Suddenly
everyone in the country was a scriptwriter.
Weekly awards ranged from $150 to $500, good
money in 1942, and the grand prize script won
its author $2,000. Now it became The Vaseline
Program—the only show in radio where the au-
dience writes the script. Newsweek reported that
7,697 scripts were received in 1947; sometimes
the number went as high as 10,000. Many were
called but few were chosen. The scripts that
made it to air continued the appeal to traditional
values, showing Dr. Christian as the symbol of
all that. The subject matter could include any-
thing, even fantasy. One show was about a mer-
maid; on another, a humanlike jalopy named
Betsy fell in love with a black Packard owned
by a woman chief of police. The 1947 prize play
concerned Dr. Christian’s effort to convince an
unborn child that earth wasn’t so bad after all.
Only when murder was the theme did listeners
complain: they liked the show when it was mel-
low, Radio Life said; that’s what Dr. Christian
was about.

So closely did Jean Hersholt become identified
with his role that listeners wrote for medical ad-
vice. Hersholt straddled a clever line, referring
them to real physicians without ever saying what
should have been obvious—that he was just an
actor and anyone with a measurable brain should
have known it. He shattered no illusions, on air
or off. Eventually he began refusing acting jobs
that would take him outside his character. It
didn’t matter: Dr. Christian would move from
radio to the screen, and in private life Hersholt
was kept busy with honorary, volunteer, and
philanthropic duties. He founded the Motion Pic-
ture Relief Fund to aid movie people who had
fallen on hard times; he served as president of
the Academy of Motion Picture Arts and Sci-
ences, finally having a special Oscar (the Jean
Hersholt Humanitarian Award) named in his
honor. Neither he nor his show took summer va-
cations. In the mid-1940s it was reported that he
had never missed a Dr. Christian broadcast.
Even from a hospital bed his voice was heard.
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When he went to Denmark in 1945, Claude
Rains took over as Dr. Webb in his absence, but
Dr. Christian was still heard via transatlantic
shortwave.

THE DOCTOR FIGHTS, dramatic war an-
thology.

BROADCAST HISTORY: June 6-Aug. 29, 1944,
CBS. 30m, Tuesdays at 9:30. Schenley Laborato-
ries. CAST: Raymond Massey in a new portrait
each week of a doctor on some far-flung battle-
field. ANNOUNCER: Frank Gallop. Music:
Vladimir Selinsky. PRODUCER-DIRECTOR:
Devere (Dee) Engelbach. WRITERS: Norman
Rosten, Milton Geiger, Joseph Liss, etc.

June 5-Sept. 11, 1945, CBS. 30m, Tuesdays at 9:
30. Schenley Laboratories. CAST: Guest stars in
anthology roles of doctors at war: Gene Lockhart,
Ronald Colman, Robert Young, Robert Montgom-
ery, Vincent Price, Robert Cummings, Van Heflin,
etc. ANNOUNCER: Jimmy Wallington. MusiC:
Leith Stevens. PRODUCER-DIRECTOR: Devere
(Dee) Engelbach. WRITERS: Lou Pelletier,
Jacques Finke, Milton Geiger. SOUND EFFECTS:
Al Schaffer.

The purpose of The Doctor Fights was two-
fold: to honor the nation’s 180,000 doctors,
60,000 of whom were in the theaters of battle,
and to acquaint the public with the new miracle
drug, penicillin. The sponsor, Schenley Labora-
tories, was one of 22 companies charged with
making penicillin, and often the stories de-
scribed wondrous cures effected with its use by
doctors in distant and primitive outposts. Many
listeners at that time had never heard of the
drug.

It was a solid series, the only major difference
in its two seasons the weekly appearance by
Massey in the 1944 starring roles. Among 1945
stories, Franchot Tone played a doctor who, with
two companions, took a frightening jeep trip into
the wildest parts of China to rescue an American
officer stricken with infantile paralysis. Gregory
Peck starred as a medical officer on a destroyer
who was faced with the grim prospect of using
his small stock of penicillin to treat German pris-
oners rather than saving it for possible use on
his own men. Cary Grant was a doctor in a Jap-
anese stockade whose ‘‘live to fight another
day’’ philosophy paid off, allowing him to move
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to a more civilized prison (‘‘a better place than
this is, Gunga Din,”’ he said, a nice little touch),
where his treatments could be more effective.
Often the real doctors whose experiences were
dramatized were interviewed from remote loca-
tions, relating asides that had not been used in
the stories.

Director Dee Engelbach had risen to that post
just six years after beginning at NBC as a page
boy. Engelbach had transcriptions made of the
dress rehearsals for the purpose of a final critique
and cut. Many of these survive and are on tape.
Often they are indistinguishable from the on-air
broadcasts, but occasionally the casts indulge in
extraneous dialogue and clowning. On the Greg-
ory Peck rehearsal, announcer Jimmy Wallington
promos the next week’s broadcast as ‘‘George
Brent in a thrilling true story, His Brother Uses
a Bagel.’ This breaks up the crew, including
Wallington, who can barely get through his re-
maining credits.

DR. L. Q., THE MENTAL BANKER, quiz.

BROADCAST HISTORY: April 10-July 3, 1939,
Blue Network. 30m, Mondays at 10:30. Mars
Candy.

July 10, 1939-Oct. 28, 1949, NBC. 30m, Mon-
days at 9, 1939-42; at 9:30, 1942-44; at 10:30,
1944-47; at 9:30, 1947-49. Mars Candy, 1939—
42, and again 1944-49; Vick Chemical Company,
1942-44.

Jan. 4-Nov. 29, 1950, ABC. 30m, Wednesdays
at 8. Embassy Cigarettes.

CAsT: Lew Valentine as quizmaster Dr. I. Q., 1939-
42 and 1946-50; Jimmy McClain as Dr. L. Q.,
1942-46; Stanley Vainrib as Dr. 1.Q. briefly
in 1947. ANNOUNCER: Allen C. Anthony.
ANNOUNCER-ASSISTANTS: Frank Barton,
Ralph Rogers, Jim Doyle, Hank Weaver, Ed
Shaughnessy, Johnny Frazer, many others. CRE-
ATOR: Lee Segall. DIRECTORS: Paul Dumont,
Harry Holcomb,

Dr. 1. Q. was the first great quiz show of the air.
None before it possessed the style, pace, or lon-
gevity of this brisk item. The ‘‘doctor’’ offered a
new lightning-fast quiz, with listeners in almost
every major city eventually eligible to play. The
show traveled across the country, broadcasting
from the stages of movie houses from Boston to
Los Angeles, spending a month or six weeks in

each locale and using nine microphones to
achieve its effects. Two of the mikes were for the
audience, to pick up laughter and applause. Six
were for roving assistants, announcers who were
stationed throughout the theater looking for con-
testants. The ninth microphone was for the man
himself, *‘Dr. 1. Q.”’

Standing at center stage, Dr. I. Q. showered
silver dollars upon the lucky and smart contes-
tants who were chosen and could answer under
fire. The show had a quicksilver velocity, with
the quizmaster asking an average of 35 to 40
questions per half-hour. ‘I have a gentleman in
the balcony, doctor,”’ an announcer would offer.
Immediately Dr. 1. Q. would bark, ‘‘Six silver
dollars to that gentleman if he can answer this
question!”” The questions werc tough, even the
cheap ones. ‘“Why are a cat’s whiskers the same
length as the width of his body?”’ They act as
“tactile’’ instruments, preventing the cat from
entering dark passages that might be too nar-
row. *‘Give a proverb that uses a term in dress-
making.”” A stitch in time saves nine. They were
tough but not too tough: the contestants an-
swered correctly around 52 percent of the time,
the ten-second time limit and the live format
sometimes cited as pressure factors.

Mars Candy budgeted $700 a week in silver-
dollar prize money, and by the end of its run Dr.
L Q. had become a modestly big-money quiz
show. One contestant in Denver won $3,100 for
identifying Lincoln’s Gettysburg Address as the
source of a ‘‘Famous Quotation’’ segment. In the
*‘Right or Wrong’’ part of the show, Dr. I. Q. read
six rapid-fire statements, giving a contestant a
chance at $1,000 for right-or-wrong answers to all
six. Other well-remembered features were the *“Bi-
ographical Sketch’’ and the ““Thought Twister.”’
In the “‘sketch,’” six clues were given to the iden-
tity of a famous person; these puzzlers were sub-
mitted by listeners whose prizes increased as the
contestant missed each clue and watched his prize
decrease. The Thought Twister was read ‘‘one
time and one time only,’” and the contestant had to
repeat it verbatim. A typical twister: ‘‘Boxes can
be opened when they're closed; boxes when
they’re opened can be closed.”

The main attraction was the pace. ‘‘There may
be more sophisticated quiz shows,’” said Radio
Guide in 1939, ‘‘but for sheer showmanship and
variety, none can beat Dr. . Q.' A contestant



got one quick shot at the money and the micro-
phone moved on: the roving announcers picked
people at their discretion, and the phrase ‘‘I have
a lady in the balcony, doctor’’ was bandied na-
tionally, with a slight hint of impropriety. When
the contestant lost, Dr. I. Q. always offered sin-
cere condolences—*‘I’m soooooo sorry, but a
box of Dr. 1. Q. Candy to that lady!’—and
moved on to the gentleman in the third row be-
fore that lady or the audience could catch a
breath.

Lew Valentine, who started in radio as a
singer-announcer at WOAI, San Antonio, left the
show in 1942 for a three-year hitch in the Army.
His replacement, Jimmy McClain, was a theol-
ogy student preparing for an Episcopalian min-
istry., On May 27, 1946, when Valentine
returned, there were two ‘‘doctors’’ on stage, as
he and McClain double-teamed it. Then McClain
dropped out of radio to devote his time to church
work. He did return for a short stint as Dr. . Q.
on television, in 1954. Valentine continued on
radio to the end, dropping out for a brief ten-
week period (beginning Dec. 8, 1947) to prepare
for the new Dr. I. Q. Jr. show. During his ab-
sence, Stanley Vainrib played the part. Allen C.
Anthony, the Mars announcer, was well known
for his ability to make the candy as appealing as
the money.

DR. L Q. JR., juvenile quiz.

BROADCAST HISTORY: May 11-Aug. 24, 1941,
NBC. 30m, Sundays at 6:30. Mars Candy.
March 6, 1948-April 2, 1949, NBC. 30m, Sat-
urdays at 5, then at 5:30. Mars Candy.
CasT: Jimmy McClain as Dr. I. Q., 1941; Lew Val-
entine as Dr. 1. Q., 1948. Allen C. Anthony, an-
nouncer, as Bugs Beagle.

Dr. I. Q. Jr. was a veritable copy of the famed
adult quiz show, wrapped in a juvenile format.
The silver-dollar prizes were replaced by silver
dimes, the questions were slightly easier, but the
pace was the same. The children had five sec-
onds to answer such tricky questions as these:
““There are twelve children in a class. All but
eight are boys. How many are girls?’’ (No, the
answer is not four.) ‘‘Betty got to school ten
minutes after Jane did. Mary got to school five
minutes before Betty did. Who got to school
first?> Features included the ‘‘Tongue Twister’’
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(a variation of the parent show’s ‘‘Thought
Twister’’) and ‘‘History in Headlines,”’ in which
great historical events were retold in newspaper
language, with a 100-dime award to the contes-
tant who pegged it.

Quizmaster Jimmy McClain used the early
version to prep for his later appearance as Dr.
I. Q. on the main show. As Bugs Beagle, an-
nouncer Allen C. Anthony told stories that con-
tained three factual errors. Prizes were given to
the kids who pointed out the mistakes.

DR. KILDARE, medical drama, also known as
The Story of Dr. Kildare, based on the Metro
Goldwyn Mayer films.

BROADCAST HISTORY: 1949, transcribed syndi-
cation, produced on the West Coast but launched
at WMGM, New York, Feb. 1, 1950. Opened a
run of one season on WOR Jan. 1, 1952, 30m,
Tuesdays at 8:30.

CasT: Lew Ayres as Dr. James Kildare, a young
and idealistic physician at Blair General Hospital.
Lionel Barrymore as Dr. Leonard Gillespie, the
crusty, lovable diagnostician. Jane Webb as Mary
Lamont. Ted Osborne as Dr. Carough, chief of ad-
ministration. Virginia Gregg as the chattering
Nurse Parker. Also: Paul Dubov, Stacy Harris, Is-
abel Jewell, Jay Novello, Georgia Ellis, Paul Frees,
Raymond Burr. ANNOUNCER: Dick Joy.

Dr. Kildare brought to the microphone the
stars of the popular MGM film series in a wave
of recorded dramatic fare of the late *40s. Doc-
tors Kildare and Gillespie helped make Blair
General Hospital ‘‘one of the great citadels of
American medicine,’’ listeners were told: the fa-
cility was described as ‘‘a clump of gray-white
buildings planted deep in the heart of New York,
where life begins, where life ends, where life
goes on.”” The opening signature faded in on
Kildare’s medical oath: ‘*. .. whatsoever house I
enter, there will I go for the benefit of the sick,
and whatsoever things I see or hear concerning
the life of men I will keep silence thereon, count-
ing such things to be held as sacred trusts.”’

Dr. Kildare was about battles with silly hos-
pital administrators, conflicts with ignorant pa-
tients, medical dilemmas building to personal
crises. Sometimes it seemed that Blair was peo-
pled with eccentrics. Dr. Gillespie, played to the
hilt by Barrymore, was eccentric in his own
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right; the petty bureaucrat Dr. Carough was their
chief antagonist, and Nurse Parker was an un-
believable fussy old maid.

DR. SIXGUN, western drama.

BROADCAST HISTORY: Sept. 2, 1954-Oct. 13,
1955, NBC. 30m, Thursdays at 8:30 through Sept.
1954, then Sundays at 8 until April 21; off the air
until Aug. 18, then Thursdays at 8.

Cast: Karl Weber as Dr. Ray Matson, “‘the gun-
toting frontier doctor who roamed the length and
breadth of the old Indian territory, friend and phy-
sician to white man and Indian alike, the symbol of
justice and mercy in the lawless west of the 1870s.
This legendary figure was known to all as Dr.
Sixgun.” Bill Griffis as Pablo, the doctor’s gypsy
sidekick, who told the stories. ANNOUNCER:
Fred Collins. DIRECTOR: Harry Frazee. WRIT-
ERS: Emest Kinoy, George Lefferts.

DOCTORS AT WAR, docudrama.

BROADCAST HISTORY: Dec. 26, 1942-June 26,
1943, and Jan. 15-June 24, 1944, NBC. 30m, Sat-
urdays at 5, 1942-43; at 4:30, 1944,

NARRATOR: Dr. W. W. Bauer, director of health
education for the American Medical Association.
WRITER: William Murphy.

Doctors at War was a joint project of NBC,
the American Medical Association, and the
Armed Forces. Its purpose was to give the public
an idea of what the nation’s physicians were con-
tributing to the war effort. Topics covered in-
cluded combat training programs, dealing with
plasma under desert wartime conditions, the
mortality rate for the wounded, and the work of
Navy doctors and Army nurses.

The series had long periods of prehistory and
posthistory. It grew out of an AMA educational
format, begun on NBC in 1935, wherein Dr.
W.W. Bauer delivered straight health talks.
These were heard on the Red and Blue Net-
works, becoming dramatized by 1938. On Nov.
13, 1940, it became Doctors at Work, heard on
the Blue Network, Wednesdays at 10:30 (1940
41), and on the Red Network, Saturdays at 5
(1941-42). This was followed by Doctors at
War, which in turn became Doctors Look Ahead
(Jan.—June 1945), Doctors at Home (Dec. 1945-
June 1946), Doctors Then and Now (Dec. 1946

June 1947), and Doctors Today (Dec. 1947-June
1948), all NBC, Saturdays at 4.

DOLLAR A MINUTE, audience show.

BROADCAST HISTORY: Oct. 4, 1950-May 20,
1951, CBS. 30m, various times.

HosTt: Bill Goodwin. CREATOR-PRODUCER:
Jess Oppenheimer. DIRECTOR: Al Span.

Dollar a Minute was not, as the title implied,
a giveaway show: in fact, it was probably radio’s
first notable rakeaway show, offering participants
a national platform to use as they wished, at a
dollar a minute. ‘‘Any student of a radio adver-
tising rate card will say it is the greatest bargain
of the generation,”” proclaimed Radio Life. For
the privilege of addressing six million people,
the magazine asked, ‘‘would you pay a dollar a
minute?”” Creator Oppenheimer got the idea
while watching an audition for a new giveaway
show. He noticed that most of the contestants
seemed to have stories that never got told be-
cause the hosts kept interrupting and turning the
conversation back to the game. What if talk, not
the game, was the whole point? Among the peo-
ple presented were a convict with an appeal for
an anti-delinquency program, a Nebraska house-
wife fed up with her husband’s constant boasting
about Texas, and an ant colony enthusiast es-
pousing the *‘therapeutic value’” of having ants
in the living room—*‘under glass, of course.’

DON WINSLOW OF THE NAVY, juvenile
adventure serial, based on the comic strip by
Frank Martinek.

BROADCAST HISTORY: 1937, WMAQ, Chicago.
Oct. 19, 1937-May 26, 1939, Blue Network
(briefly on the Red, May—Aug. 1938). 15m, week-
days at 5:15, 1937-38; at 7, 1938-39; at 5:30,
March-May 1939. Kellogg Cereals, 1938-39;
Ipana Toothpaste, March-May 1939.
Oct. 5, 1942-Jan. 1, 1943, Blue Network. 15m,
weekdays at 6:15.

CAsT: Bob Guilbert as Don Winslow, a young Navy
commander assigned to Intelligence. Raymond Ed-
ward Johnson as Don Winslow, 1942. Edward
Davison as Don’s friend Lt. Red Pennington; John
Gibson as Pennington, 1942. Betty Lou Gerson as
Mercedes Colby, Don’s best girl; Lenore Kingston
also as Mercedes. ANNOUNCERS: Paul Luther,
etc. WRITERS: Al Barker, Albert Aley. SOUND



EFFECTS: Michael Eisenmenger, Ray Kremer,
Bob Graham.

In the original Don Winslow serial, Winslow
and his pal Red Pennington were assigned to
counter ‘‘the Scorpion,’”’ his daughter Tasmia,
and their worldwide organization of evil. In the
1942 revival, the enemies were ‘‘the Japs and
Nazis,”” Pennington announced. Almost at once,
the boys were in the thick of battle: a fight with
a submarine, then an explosion that wrecked the
plane’s tail controls and sent it plummeting to
earth, too low to parachute. Tune in tomorrow!

DOORWAY TO LIFE, dramatized case histo-
ries; childhood psychology.

BROADCAST HISTORY: July 2, 1947-June 20,
1948, CBS. 30m, Wednesdays at 10:30, then Sun-
days at 1:30, then at 1.

CAsT: Anthology roles by top Ilollywood juvenile
talent: Marlene Aames, Norma Jean Nilsson, Anne
Whitfield, Henry Blair, Johnny McGovem, etc.
CREATOR-PRODUCER-DIRECTOR: William
N. Robson. WRITERS: Virginia Mullen, Bill Al-
land.

The goal of Doorway to Life was to offer pal-
atable ‘‘message’’ drama that illustrated com-
mon mistakes made by parents and the likely
effects on their kids. Subjects included adoption,
school, and dating, but hassles with parents were
at its heart. It’s probably safe to say that no other
show offered a drama on the consequences of
poor toilet training.

THE DORIS DAY SHOW, transcribed song
series.

BROADCAST HISTORY: March 28, 1952-May 26,
1953, CBS. 30m, various times.

CasT: Singer Doris Day with such guests as Danny
Thomas, Kirk Douglas, Jack Smith, and Jack Kirk-
wood. ANNOUNCER: Roy Rowan, Johnny Ja-
cobs, Don Wilson. DIRECTOR-EDITOR: Sam
Pierce. THEME: It’s Magic.

DOROTHY GORDON, children’s series:
songs, folk tales, classics. Also known as The
Children’s Corner.

BROADCAST HISTORY: May 4, 1936-Jan. 14,
1938, CBS. 15m, Mondays-Wednesdays-Fridays
at 5:15.
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Dec. 16, 1938-March 17, 1939, Mutual. 15m,
three a week at 5:45. Wheatena.

Dorothy Gordon had a long career in chil-
dren’s programming, beginning on WEAF as
early as 1924. She was musical director of the
CBS American School of the Air from 1931 to
1938. She viewed her own series as alternatives
to the thrillers that had come to dominate the 5
to 6 p.M. hour. She read such classics as Peter
Pan and Alice in Wonderland: she could tell her
tales in eight languages and frequently told ob-
scure legends that she had collected in her travels
around the world. Gordon managed to persuade
her sponsor, Wheatena, to limit the shrill super-
latives in its advertising and to refrain com-
pletely from the premium offers then so prolific
in children’s radio.

THE DOROTHY LAMOUR SHOW, musical
variety. See SEALTEST VARIETY THEATRE.

BROADCAST HISTORY: Dec. 30, 1935-Feb. 26,
1936, Blue Network. 10m, three a week at 11:05.

DOUBLE OR NOTHING, quiz.

BROADCAST HISTORY: Sept. 29, 1940-June 15,
1947, Mutual. 30m, Sundays at 6 into May 1941;
Fridays at 8, May-Sept. 1941; Sundays at 6, Sept.—
May 1942; Fridays at 9:30, 194245; Sundays at
9:30, 1945-47. Feenamint.

June 30, 1947-June 25, 1948, CBS. 30m, five a
week at 3. Campbell Soups.

May 31, 1948-June 19, 1953, NBC. 30m, five
a week at 2 until Dec. 21, 1951. Also heard at
10:30 A.M. (two daily broadcasts on the same
network for the same sponsor) beginning April
24, 1950. After Dec. 1951, only the morning
show remained. Campbell Soups.

June 22, 1953-Jan. 15, 1954, ABC. 30m, week-
days at 11:30. Campbell Soups.

HosTs: Walter Compton, ca. 1940-43; John Reed
King, 1943—45; Todd Russell, 194547, Walter
O’Keefe, 1947-54. ANNOUNCERS: Alois Hav-
rilla, Fred Cole, Murray Wagner. Music: Elliott
Jacoby, early 1940s (Frank Forest, tenor, added an
unusual ingredient to a quiz show); Nat Brusiloff,
maestro, ca. 1943; Irv Orton, musical director after
1947. PRODUCERS: Ken Fickett, Lou Crosby,
Diana Bourbon. DIRECTORS: Harry Spears,
Thomas Vietor, John Wellington. WRITERS:
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Carroll Carroll, Gerald Rice, Harry Bailey.
THEME: Three Little Words.

The format of Double or Nothing, one of ra-
dio’s hardiest quizzes, changed somewhat over
the years. In 1940 host Walter Compton would
begin by asking a question for $5. The contestant
then had to speak off the cuff about the subject
of his question, while a clock ticked off 60 sec-
onds. For each fact that the contestant brought
out in his speech, Compton would award more
cash, in increments of $2 to $4 depending on the
importance or amusement value of the fact. Then
the contestant faced another question. If he an-
swered correctly, he doubled the pot he had ac-
cumulated in his talk; if he muffed it, he lost all
but the original $5 he had won with his first
question.

The tenure of John Reed King was distin-
guished by the host’s glib tongue and ability to
fast-talk with contestants. The show continued in
its prime-time run through the two years with
Todd Russell as quizmaster. The shift to CBS in
1947 brought Double or Nothing to the daytime
schedule. By then the quiz had become, in the
words of writer Carroll Carroll, a ‘‘bargain base-
ment’’ version of the 364 Question. Host Walter
O’Keefe asked an easy question for $2, then a
harder one for $4, and so on up a ladder until a
$10 plateau was reached. At that point, a con-
testant could keep his money or take on one
more question for ‘‘double or nothing.”” Later a
‘‘grand slam’’ element was added, in which a
player could earn as much as $80. Higher prizes
were awarded in the Double or Nothing
‘‘Sweepstakes,”” but the cash remained small by
comparison with other such shows, and the sus-
pense was certainly bearable.

Double or Nothing endured because of the
nimble ad-libbing of its hosts and because, over
the years, the show gained a reputation for dou-
ble entendres and unexpected embarrassment. By
far the most sensational of these came to be
known as the ‘‘waitress episode,”” which was so
shocking to audiences of that innocent late 1940s
era that its content could not even be hinted in
the press (reporter Shirley Gordon mentioned it
in Radio Life years later without ever telling her
readers what she was talking about). While in-
terviewing a waitress, O’Keefe asked if she'd
had any experiences she could share on the ra-

dio. Yes, she said, she once had a friend, male,
who had had some psychological problems. She
didn’t know what she could do for him, but a
mutual friend had suggested that he “‘get a good-
looking girl like you and take her home and just
have a big screwing party.’’ O’Keefe hustled her
through the quiz fast, but the damage was done:
the show had been carried live to the East Coast,
and CBS was inundated with angry calls. The
network ordered all its West Coast affiliates
(which had transcribed the show for broadcast in
a later timeslot) to cancel it and destroy the tran-
scriptions. Obviously, at least one was saved: the
show exists on tape, a nice curiosity piece.

DRAGNET, police drama; a pioneering series
of unprecedented realism.

BROADCAST HISTORY: June 3, 1949-Feb. 26,
1957, NBC. 30m, various times in the first four
months; 1949-50, Thursdays at 10:30, Fatima Cig-
arettes; 1950-52, Thursdays at 9, Fatima, 1950
51, then Chesterfield; 1952-53, Sundays at 9:30,
Chesterfield; 195355, Tuesdays at 9, later 8:30,
Chesterfield; 1955-57, Tuesdays at 8:30, repeat
broadcasts, multiple sponsorship.

CasT: Jack Webb as Detective Sergeant Joe Friday
of the Los Angeles Police Department. Barton
Yarborough as Sergeant Ben Romero, Friday’s
first partner. Barney Phillips as partner Ed Jacobs,
a new role created upon Yarborough’s sudden
death on Dec. 19, 1951. Ben Alexander as Officer
Frank Smith, Friday’s partner beginning in the fall
of 1952. Peggy Webber as Ma Friday, the detec-
tive’s mother, with whom he lived. Raymond Burr
as Ed Backstrand, chief of detectives. Herb But-
terfield as Lt. Lee Jones of the crime lab. Also:
Sam Edwards, Parley Baer, Vic Perrin, Stacy
Harris, Georgia Ellis, Virginia Gregg, and many
other Hollywood radio people. ANNOUNCERS:
Hal Gibney and George Fenneman, alternating
lines. Music: Walter Schumann. CREATOR-
DIRECTOR: Jack Webb. DIRECTOR: Bill
Rousseau (early episodes). WRITER: James E.
Moser; also, Jack Robinson. SOUND EFFECTS:
Wayne Kenworthy, Jack Robinson, Bud Tollefson,
etc. THEME: Dragnet March, by Walter Schu-
mann.

Jack Webb had been active in radio for several
years before Dragnet propelled him to national
prominence. He had arrived at KGO, the ABC



outlet in San Francisco, an unknown novice in
1945. Soon he was working as a staff announcer
and disc jockey. His morning show, The Coffee
Club, revealed his lifelong interest in jazz music,
and in 1946 he was featured on a limited ABC-
West network in the quarter-hour docudrama
One out of Seven. His Jack Webb Show, also
1946, was a bizarre comedy series unlike any-
thing else he ever attempted. His major break
arrived with Pat Novak: for 26 weeks Webb
played a waterfront detective in a series so hard-
boiled it became high camp. He moved to Hol-
lywood, abandoning Novak just as that series
was hitting its peak. Mutual immediately slipped
him into a Novak sound-alike, Johnny Modero:
Pier 23, for the summer of 1947. He played
leads and bit parts on such series as Escape, The
Whistler, and This Is Your FBI. He began a film
career: in He Walked by Night (1948), Webb
played a crime lab cop. The film’s technical ad-
viser was Sergeant Marty Wynn of the Los An-
geles police. Webb and Wynn shared a belief
that pure investigative procedure was dramatic
enough without the melodrama of the private
eye. The seeds of Dragner were sown on a movie
set.

Webb was born April 2, 1920, in Santa Mon-
ica. His interest in radio developed early: he
moonlighted on various Los Angeles stations as
a young man while supporting his mother with
a string of menial day jobs. He later wrote, di-
rected, hosted, and performed in variety pro-
grams for the Army Air Forces, and his arrival
at KGO in 1945 was followed by a rapid rise
through the ranks of Radio Row to front-rank
stardom.

But Dragnet evolved slowly. Webb pondered
the idea he had received from Marty Wynn and
developed it for more than a year. Realism
should be the show’s hallmark: the stories should
be authentic to the last sound effect. He began
hanging out at police headquarters, riding with
detective teams on house calls. He attended clas-
ses at the police academy, becoming fluent in
police terminology and technique. But when he
prepared his series proposal, NBC was unim-
pressed. It sounded like just another cop show,
without the contrived thrill trappings. Webb was
told to prepare an audition record: he had one
week to pull it together.

With his audition disc in hand, his next job

Dragnet 209

was to obtain the cooperation of the police. This
was essential, for the series Webb envisioned
could not be done without it. He wanted to get
his stories from official files, to show the step-
by-step procedure used by real officers in track-
ing down a real criminal. Accompanied by writer
James E. Moser, Webb took the record to C. B.
Horrall, chief of police in Los Angeles. Horrall
listened to ten minutes, then got up and left the
room. A deputy chief working at a nearby desk
looked up and grunted occasionally but offered
no encouragement. Horrall never returned. It was
an inauspicious beginning.

Surprisingly, the police approved the show.
The conditions were clear: the police wanted
control over sponsorship; they wanted Webb’s
agreement that his access to the files would not
compromise confidentiality; and they wanted as-
surance that the department would not be
*‘scripted into any unflattering entanglements.’’

They needn’t have worried: Webb was, and
remained, a staunch police advocate. He was a
sympathetic ear, a true believer in the difficulty
and often impossibility of the jobs they do. ‘‘We
try to make cops human beings,”” he would say
years later. ‘“We try to combine the best qualities
of the men I’ ve seen downtown, incorporate their
way of speaking, make a composite.”’ But the
show began in unspectacular fashion. There was
still no theme music: the soon-to-be-famous
Dragnet March was in place within the month,
but the second show (the earliest episode yet
heard) reveals a strange Dragnet indeed. Webb
was engaged in an on-air laboratory, as real as
The Columbia Workshop set up a dozen years
earlier on another network. Week by week the
show was refined, the dialogue pared, the deliv-
ery made ever more deadpan. In the trade this
was called underplaying, a term Webb disputed.
‘‘Underplaying is still acting,”” he told Time in
1950. ‘‘We try to make it as real as a guy pour-
ing a cup of coffee.”

When the cops walked up the steps at head-
quarters, listeners heard exactly the number of
steps between floors in the real police building.
When Webb picked up a crime report and read
off the description of a suspect, the listener heard
him turn a page first, because descriptions were
always on the second page of real reports. The
cops became fans as well as technical advisers.
Marty Wynn, who had helped start it all, served
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in that capacity, as did Sgt. Vance Brasher. Chief
Horrall got on-air credit in the earliest shows; he
was succeeded by William H. Parker, and it was
Parker whose name was most associated with the
technical excellence of Dragnet.

Webb’s portrayal of Joe Friday would become
classic. Friday was a cop’s cop, tough but not
hard, conservative but caring. It was through Fri-
day’s eyes that Dragnet unfolded each week.
The show opened with a startling burst of mu-
sic—four stinging notes that became immedi-
ately celebrated, indelibly linked through the
decades with Webb, Dragnet, and composer
Schumann. Schoolboys hummed it in back lots
when bullies were pummelled: that DUM-DE-
DUM-DUM an unstated symbol of justice and
retribution that extended beyond the reaches of
the show itself. Then, as the theme faded, an-
nouncer Hal Gibney came up full: Ladies and
gentlemen . . . the story you are about to hear is
true. Only the names have been changed to pro-
tect the innocent. Now came another innova-
tion—two announcers, Gibney and George
Fenneman, whose voices bounced back and
forth, complementing even as they contrasted,
giving the opening greater authority than either,
alone, could have done.

Friday’s first partner, Ben Romero, was also a
sergeant. Friday and Romero had a solid working
friendship, as police partners must, and Webb
had the same kind of friendship with Barton Yar-
borough, who played the role. When plans were
made to put Dragnet on television, Webb ig-
nored the wisdom of the time and prepared to
use radio people, including Yarborough, in key
roles. The question of the day, whenever radio
people were considered for TV roles, was often
cruelly blunt—will he look right? Webb an-
swered it bluntly for Radio Life: *‘I'll take the
actor and he’ll look right.”” One Dragnet TV
show was shot with Yarborough as Romero, a
preseries special, aired on NBC’s Chesterfield
Sound-Off Time Dec. 16, 1951. Then Yarbor-
ough died suddenly, leaving a void on both
Dragnets that was impossible to fill. Webb
plugged in Barney Phillips, a frequent Dragnet
heavy, as Ed Jacobs, but the search for a new
partner continued. The solution was not found in
the easygoing characterization of Ben Romero
but in a new character who would come in
whole, his own man, and add the element of hu-
mor.

Like Yarborough, Ben Alexander had had a
long radio career. His forte had been comedy
roles and stints as quizmaster: he had never con-
sidered himself Dragner material until another
comedy actor, Cliff Arquette, worked a Dragnet
TV show and recommended him to Webb. By
October 1952, Alexander had been fitted into the
series as the second lead, a paunchy police de-
tective named Frank Smith. Frank had the nec-
essary police requisites—he was dependable and
courageous under fire—but he was also a per-
petual worrywart. He fretted over his disputes
with his wife Fay; he fussed over his pills and
was always concocting some exotic recipe.
Frank became such a vital part of the show that
when he was wounded in a two-part story and
his life hung in the balance, fans reacted with
thousands of letters.

Friday remained a bachelor who lived alone
with his mother. Peggy Webber, who played the
mom, was a young woman who could ‘‘do’’ an
old woman perfectly on the air. ‘‘Jack never let
me rehearse with the rest of them,’’ she said 30
years later. ‘‘He always believed I gave a better
performance when I read my lines cold.”” How-
ever Webb achieved his results, the show’s re-
alism and originality were startling. Even such
austere journals as The Commonweal were im-
pressed. On Dragnet, the reporter promised, a
listener would find ‘‘no stereotyped hoodlums
with congenital inability to voice the tongue-
point dental fricative; no dem’s and dose’s. If
intelligence can be measured as the number of
shades visible between black and white, Dragnet
is an intelligent program. Character is not sub-
ordinated to the arbitrary requirements of an ac-
tion-packed script.”’

The listener was hooked by situation (a
woman is missing and her husband suspects foul
play) and propelled by the investigation (your
job. .. find her): often he was touched by the
climax and solution. Not all Dragnets ended
happily. ‘“We don’t even try to prove that crime
doesn’t pay,”” Webb said in a 1950 Time profile.
‘‘Sometimes it does.”” But the Dragnet tech-
nique of putting ‘‘you on the side of the law,”’
letting the listener discover the case step by step
with the cops, was unique in its time.

It was Tuesday, June I7th. It was warm in Los
Angeles. We were working the day watch out of
burglary. My partner’s Ben Romero, the boss is
Ed Backstrand, chief of detectives. My name’s



Friday. I was on my way to work that morning
and it was 7:53 A.M. when I got to Room 45.
Burglary Detail . . .

Dragnet was one of the first radio shows to
break the taboo against dramatizing sex crimes.
Children were killed, another taboo. The heart-
breaking holiday show known as A Gun for
Christmas was a brash counterpoint to the com-
mercialized fluff and synthetic joy offered every-
where else. ‘“What'’s it all prove, Joe?’’ Romero
would ask, feeling hopeless in the face of trag-
edy. And Friday, in that dry, lovely way, would
put it to rest. ‘““You don’t give a kid a gun for
Christmas.”” And the famed four-note theme
would burst over the statement, louder than the
shot that had just killed little Stevie Morheim.
When mail flooded in protesting this show,
Webb passed it along to Chief Parker. The cops
promised such groups as the National Rifle As-
sociation ‘‘ten more shows illustrating the folly
of giving rifles to children.”” On graphically bru-
tal stories, Fenneman would make a preshow an-
nouncement—*‘this story is for you, not your
children’’—and the world of Dragnet began
anew.

It was a world of sound, as many as 300 ef-
fects on each show, keeping five soundmen busy
for 30 minutes. The music was best described by
Tim Brooks and Earle Marsh in their Complete
Directory to Prime-Time Network TV Shows: the
opening theme was ‘‘possibly the most famous
four-note introduction since Beethoven’s Fifth
Symphony,”’ and the bridge music was ‘‘laced
throughout every episode, dark and tension-
filled, then erupting in a loud ‘stinger’ after an
especially significant revelation.”” Marsh and
Brooks were writing of TV, but they perfectly
describe the music on Dragnet radio.

Finally there was the lingo of the squad room.
Dispatcher terminology was terse and correct,
with no exposition to help a listener understand
it. The faithful came to know that an APB was
an all-points bulletin, and running a car through
DMV meant checking with the Department of
Motor Vehicles. When officers were sent on a
211, a 484, a 459, a 390, a 415, or a 311, that
meant robbery, theft, burglary, a drunk, disturb-
ing the peace, or lewd conduct, the numbers cor-
responding to the real sections of the penal code.
R&I meant Record and Identification; a suspect’s
physical characteristics were recorded on his I-
sheet. MO was method of operation. And so it
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went, the terms washing over a listener in a way
that was strangely enhanced by not being ex-
plained and completely understood.

Dragnet was the peak of Webb’s professional
career. His Pete Kelly's Blues (NBC, 1951) was
also powerful, but it was as Joe Friday that he
was known for the rest of his days. He died Dec.
23, 1982, a heart attack victim. Upon his death,
the Los Angeles Police Department flew its flags
at half-staff.

DRAMAS OF YOUTH, dramatic anthology.

BROADCAST HISTORY: 1933—a. 1941, Mutual,
regional West Coast network.

CAsT: Louise Erickson, Rolland Morris, Peter Ran-
kin, Barbara Eiler, Helen Thomas, Geraldine No-
lan, Jean Lang, Don Chapman, Charles West, etc.
DIRECTOR: Marion Ward.

Dramas of Youth was a workshop of devel-
oping juvenile talent. It offered stories about fa-
mous people when they were young, and later
turned to classic dramatizations. Marion Ward
developed it and directed until her death in 1940.

THE DREFT STAR PLAYHOUSE, Holly-
wood drama in serial form.

BROADCAST HISTORY: June 28, 1943-March 30,
1945, NBC. 15m continuation, weekdays at 11:30
AM. Dreft.

CasT: Hollywood film stars in adaptations of pop-
ular movies: Bachelor Mother, with Jane Wyman;
Hold Back the Dawn, with Maureen O’Sullivan;
Take a Letter, Darling, with Mary Astor, etc. West
Coast radio people in support: Les Tremayne,
Cathy Lewis, George Coulouris, Rosemary De-
Camp, etc. ANNOUNCERS: Marvin Miller, Terry
O’Sullivan. MusIc: Richard Aurandt. DIREC-
TORS: Les Mitchel, Axel Gruenberg.

The Dreft Star Playhouse was a noble exper-
iment, devised to see if daytime radio would sup-
port a show of purported nighttime quality. It
was initially titled The Hollywood Theater of the
Air but underwent the name change to avoid
confusion with other shows using the ‘‘Holly-
wood’’ angle. It was ambitious, with Procter &
Gamble budgeting $3,000 a week for name tal-
ent. The fare was largely romantic: Dark Victory,
with Gail Patrick, ran two months in daily quar-
ter-hour doses, but the series never generated
more than average soap opera ratings.
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DUFFY’S TAVERN, situation comedy.

BROADCAST HISTORY: July 29, 1940, CBS. 30m.

First appeared on the audition series Forecast.

March 1, 1941-June 30, 1942, CBS. 30m, Sat-
urdays at 8:30, Schick Razors, March-June 1941;
Thursdays at 8:30, Schick, 1941-42; Tuesdays at
9, Sanka, March-June 1942.

Oct. 6, 1942-June 27, 1944, Blue Network.
30m, Tuesdays at 8:30. Bristol Myers and Ipana.

Sept. 15, 1944-Jan. 18, 1952, NBC. 30m, Fri-
days at 8:30, Bristol Myers, 1944—46; Wednesdays
at 9, Bristol Myers, 1946-49; Thursdays at 9:30,
Blatz Beer, 1949-50; Fridays at 9:30, multiple
sponsorship, 1950-52.

CasT: Ed Gardner as Archie, the manager of
Duffy’s Tavern, ‘“‘eyesore of the East Side’” where
‘“‘the elite meet to eat.”’ Shirley Booth as Miss
Duffy, daughter of the never-present proprietor;
Florence Halop as Miss Duffy, 1943-44 and again
1948-49; Sandra Gould as Miss Duffy, 1944-48;
others to play Miss Duffy were Helen Lynd, Doris
Singleton, Sara Berner, Connie Manning, Florence
Robinson, Helen Eley, Margie Liszt, Gloria Er-
langer, Pauline Drake, and Hazel Shermet. Charlie
Cantor as Clifton Finnegan, a dimwit who fre-
quented the tavern. Eddie Green as Eddie the wise-
cracking waiter. Alan Reed as Clancy the cop, who
dropped in from time to time. F. Chase Taylor as
Colonel Stoopnagle. Dickie Van Patten as Finne-
gan’s kid brother Wilfred. ANNOUNCERS: John
Reed King, Jimmy Wallington, Marvin Miller,
Perry Ward, Rod O’Connor, etc. Music: John
Kirby, ca. 1941; orchestra by Peter Van Steeden;
later, groups led by Joe Venuti, Reet Veet Reeves,
Matty Malneck. VOCALISTS: Johnny Johnston,
Benay Venuta, Tito Guizar, Helen Ward, Bob Gra-
ham. DIRECTORS: Rupert Lucas, Jack Roche,
Tony Sanford, Mitchell Benson. WRITERS: gags
and lines by Abe Burrows, Larry Marks, Larry
Gelbart, Ed Reynolds, Norman Paul, Lew Meltzer,
Dick Martin, Vincent Bogert, Manny Sachs, Alan
Kent, Bill Manhoff, Raymond Ellis, Bob Schiller,
Larry Rhine, etc.; final scripts by Ed Gardner.
SouNp EFFECTS: Virgil Reimer (NBC).
THEME: When Irish Eyes Are Smiling, blending
in on piano to a ringing telephone (inevitably
Duffy calling).

Duffy’s Tavern was a state of mind. Allegedly
located in downtown Manhattan on Third Ave-
nue at 23rd Street, Duffy’s catered to the Irish
working class. Its bill o’ fare included corned

beef, cabbage, and pickled pigs’ feet. The food
was bad but the service was lousy. The propri-
etor, Duffy, never put in an appearance, but his
disagreeable nature was constantly evident in his
frequent telephone calls to Archie, his manager.

A listener heard only Archie’s side of the talk,
but it was enough. Archie described the guests
who were expected to drop in, then weathered
Duffy’s displeasure for the remainder of the
show. Duffy disdained everything, it seemed, but
Irish tenors.

At Duffy’s, said Archie, they caught the *‘af-
ter-Bingo crowd.”’ But the most famous people
in show business were apt to turn up in a given
half-hour, to be insulted by Archie and his gang.
The gang included Duffy’s daughter, ‘‘a gabby,
gum-chewing, featherbrained Brooklyn miss
who exposes her blissful ignorance every time
she opens her mouth’’ (Radio Life); Clifton Fin-
negan, a customer so dumb he couldn’t say
‘‘duhhh’ without thinking it over, a beat-
walking cop named Clancy; and a streetwise Ne-
gro waiter, Eddie, whose cunning dialogue
contained some of the show’s funniest lines.

But it was Archie, the creation of an eccentric
radio writer-director named Ed Gardner, who re-
fined the insult and made it an art form. When
the tavern was visited by noted critic Clifton
Fadiman (the similarity of whose name to Clif-
ton Finnegan needed no elaboration), Archie
greeted him with ‘‘Whaddaya know, besides
everything?’ Dancer Vera Zorina was intro-
duced as ‘‘da terpsicorpse from da ballet.”” To
heavyweight party-giver Elsa Maxwell, Archie
quipped, *‘Speakin’ of th’ Four Hundred, how’re
you and the other 3987”’ About highbrow music
critic Deems Taylor, Archie informed Duffy:
‘‘He’s got no talent of his own, he just talks
about the other guys at the Philharmonica.”

Gardner was born Eddie Poggenburg in As-
toria, Long Island, June 29, 1905. His accent was
pure New York—not Brooklyn, as he was al-
ways quick to point out. ‘“There is as much dif-
ference between New Yorkese and Kings
(Borough) English as there is between Oxford
and Choctaw,”’ he wrote in a 1941 bylined Radio
Life article. ‘A New Yorker, for instance, would
say, ‘Laertes poizinned the point uv his foil.” In
Brooklyn they say, ‘Lay-oytees purzined the
pernt of his ferl.” *> He believed that both forms
of speech were learned in grammar school.
While he was attending New York’s Public



School #4, his future wife and first Miss Duffy,
Shirley Booth, was becoming the voice of
Brooklyn in that borough’s Public School #152.
They met at a party and were married Nov. 23,
1929.

But while Booth became well established in
theater, Gardner toiled in anonymity. He was a
theatrical hustler and promoter, working for
small stock companies in every imaginable ca-
pacity from director to script typist to ‘‘the guy
who paints the scenery.’”’ In agency work, he
said, ‘‘I was the guy who gave radio actors the
brushoff.”” He admitted that he did not handle
his wife’s success well. At J. Walter Thompson,
he became a radio director, working Ripley’s Be-
lieve It or Not, Good News, Burns and Allen, and
The Rudy Vallee Hour, among others. He was
directing This Is New York, a short-lived CBS
series of 1939, when a difficult character role
gave him the idea that would make his fortune.

The show needed an actor who could talk New
Yorkese, Gardner remembered, but ‘‘all we
could get was voices that sounded like Dodger
fans in the left field bleachers.’” Gardner stepped
onto the soundstage to demonstrate how the lines
should read, and there in the flesh was Archie.
It was his own voice he had been seeking, and
more than that, it became the inspiration for a
new radio show.

Duffy’s Tavern was hailed by critics as the
most original new comedy show of 1941. The
telephone rang as the faint barroom piano strains
faded away, and there was Archie in full regalia.
Gardner was often photographed in costume:
porkpie hat and white apron, signed by all the
visiting celebrities at Duffy’s Tavern. ‘‘Hello,
Duffy’s Tavern, where the elite meet to eat, Ar-
chie the manager speakin’, Duffy ain’t here . ..
oh, hello, Duffy . . . no, no Duffy, it isn’t Orson
Welles tonight,”” he said when his ‘‘guest’’ was
Raffles the mynah bird: *‘this bird you can shut

up.”’

Gardner and Booth divorced in 1942, but she
finished the season as Miss Duffy, and in guest
appearances on The Fred Allen Show and other
programs used her Miss Duffy voice under the
name Dottie Mahoney. Her departure in 1943
was a serious loss. Gardner conducted a nation-
wide search for her replacement: the network
staged a contest, but no one could satisfy Gard-
ner’s ear. He kept falling back to his premise:
‘“Where they went to grade school, that’s what

Duffy’s Tavem 213

counts in the way you do the lingo.”’ An actress
could fake a southern drawl, ‘‘but that Brooklyn
twist just about has to be real.”” As the fall sea-
son approached, he resorted to mass auditions by
telephone and transcription. The actress he fi-
nally selected was Florence Halop, 20, who au-
ditioned by record. Gardner’s new wife, Simone,
listened and thought she was hearing Shirley
Booth. That settled it, but surprise!—Halop had
grown up not in Brooklyn but on Long Island,
attending the private Professional Children’s
School in Manhattan. She was Miss Duffy’s op-
posite in almost every way (fluent in French,
loved classical music) and had been in radio
since an appearance, at age 5, on the Milton
Cross Children’s Hour. Her debut came on the
show of Oct. 5, 1943.

As for Duffy, Tune In gave the opinion that
“‘only in radio could such a strong personality
be nonexistent. Gardner has so completely estab-
lished the character of Duffy that most listeners
can almost hear his voice when he calls in.”’ The
reporter also discovered that Gardner, after years
of playing Archie, had buried his own person-
ality (though some would dispute that such a
separate identity had ever existed) deep inside
that of his character.

The show was done live until 1949, then
Gardner moved it to Puerto Rico to avoid the
oppressive tax structure then in effect in the
States. The shows were recorded; the entire cast
lived and worked on the island. The illusion re-
mained intact: Duffy’s was still in high gear on
Third Avenue, and no one could tell eight mil-
lion listeners otherwise. The show was a famous
part of its decade. Convicts at San Quentin voted
it their favorite radio program: a premium,
Duffy’s First Reader, was published in 1943, and
the New York World-Telegram noted that “‘it
drips with grammatical gore.”’ When the sponsor
tried to drop the word ‘‘tavern’’ from the title in
1943 (someone at Bristol Myers found the ‘‘sa-
loon’’ connection unsavory), fans went on call-
ing it Duffy’s Tavern as before. With characters
like Two-Top Gruskin (a two-headed character
who, like Duffy, was never heard but often dis-
cussed and who had once gone to a masquerade
party disguised as a pair of bookends propping
up the Howard Spring bestseller My Son, My
Son), Duffy’s wasn’t about to go highbrow. Cul-
ture was okay in its place, said Gardner: “‘I
imagine if I knew what it was, I’d probably think
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it was a very fine thing, if I didn’t overdo it. I
always wondered where it began and ended.”’
Gardner died Aug. 17, 1963.

DUNNINGER, THE MENTALIST, audience
show; mind-reading demonstrations.

BROADCAST HISTORY: Sept. 12, 1943-Dec. 27,
1944, Blue Network. 30m, Sundays at 6:30 until
Jan.; then Wednesdays at 9. Sherwin-Williams
Paints.

June 8-Sept. 28, 1945, NBC. 30m, Fridays at
10; also June 4-June 25, 1946, NBC. 30m, Tues-
days at 9. Summer replacements for Amos 'n’
Andy. Rinso.

CAsT: Joseph Dunninger, magician, hypnotist, and—
it was claimed—reader of minds. Also: Marilyn
Day, Bill Slater, Andy Love. ANNOUNCERS:
Roger Krupp, Don Lowe. Music: Mitchell
Ayres.

The radio debut of Dunninger, ‘‘the Master
Mentalist,”” created a minor sensation, but by the
time his first series left the air in 1944, critics
were calling it repetitious. His shows would
begin with random readings from the studio
audience—birthdays, names, addresses—and
progressed to more elaborate tricks as the half-

hour went on. He usually dismissed his subjects
quickly with an *I thank you very much’’ after
“‘reading” a brief bit of thought. He emphasized
that he was right ‘‘only 90 per cent of the time,”’
but speculation persisted on the possibilities of
chicanery. To counter this, Dunninger sur-
rounded himself with *‘unimpeachable’’ judges—
entertainers, politicians, editors, and in one case
a New York Supreme Court justice—who par-
ticipated in the mind-reading stunts and swore to
their authenticity.

But Evelyn Bigsby of Radio Life remained un-
impressed. She questioned Dunninger’s practice
of having subjects write down the messages that
the mentalist claimed to ‘‘read’’ by telepathy.
Dunninger replied with some irritation that this
helped drive the subject to a deeper level of
thought. Not so, said Bigsby: it was all part of
a simple magic trick, not telepathy; bandleader
Richard Himber, who also dabbled in magic,
could do the same thing and would put up
$1,000 to prove it before a national radio audi-
ence. Dunninger did not respond to this chal-
lenge, though he continued his own offer: a
$10,000 award to anyone who could prove that
he used an accomplice.



EARL WILSON’S BROADWAY COLUMN,
gossip and talk; also called It Happened Last
Night.

BROADCAST HISTORY: Jan. 7-July 1, 1945, Mu-
tual. 15m, Sundays at 10. General Cigar.

CAST: Broadway columnist Earl Wilson, with such
guests as Fred Allen and Tallulah Bankhead. AN-
NOUNCER: Paul Douglas.

This series was a mix of gossip and straight
news about the rich and famous. Wilson
swapped a few insults with Paul Douglas, told a
few gags, and often referred to his ‘‘silent part-
ner,”” known as ‘“‘BW’’ (‘‘Beau-tiful Wife’’).
Radio Life liked it well enough: while labeling
Wilson a ‘‘negligee nighthawk’’ with a *‘poison-
ous personality,”’ the reporter noted that he could
pack as much variety into a quarter-hour ‘‘as he
gets into a whole week of columns.”

EARPLAY, dramatic anthology.

BROADCAST HISTORY: 1972-1990s, National
Public Radio, 26 hour-long plays a year, in stereo.

CAST: A mix of top-name film, TV, and old radio
stars: Meryl Streep, Vincent Gardenia, Laurence
Luckinbill, Brock Peters, Lurene Tuttle, Leon
Ames, etc. PRODUCER: Karl Schmidt. Asso-
CIATE PRODUCER: Howard Gelman. DIREC-
TORS: 