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INTRODUCTION

MORE THAN FIFTEEN YEARS of commercial broadcasting have passed.
Already much has been written about the history of the giant infant.
More has been written about its prospects. Attention has been devoted
largely to retrospect and prospect. Consideration of both is valuable,
but perspective is not complete without a view of the active present.
Where we have come from and where we are going can be well inter-
preted only in view of where we are. The present status of one aspect of
the radio industry, the field of radio writing, can best be studied by an
examination of materials written for broadcast purposes, called radio
continuities; and study of these materials should be greatly facilitated
by a classification of the various continuity types.

In the early nineteen-fifties, when broadcasting will be twice as old
as it now is, it will be interesting to compare the radio continuity
types of that time with those which had developed by nineteen thisty-
eight. What new types will have developed? What types now in com-
mon use will have fallen into little use? These questions will be
answered in terms of comparison. The study of literature for reading
(as distinguished from literature for stage or platform production)
has always made use of chronological comparison; so has the study of
literature for speaking, intended for platform or stage. But such com-
parison is possible only when the types have been classified. The first
justification for a classification of radio continuity types, therefore, is
a possible historical value.

There is, further, a value in knowing the relationship of part to part
in any great activity because of the increased appreciation such knowl-
edge makes possible.

However, possible historical interest and intellectual satisfaction are
not the only values which a collection and classification of radio con-
tinuity types should have. A more immediate and practical use should
be found for students in the study of specimens which have been written
by successful script-writers. Imitation need not be the consequence, but
careful analysis should lay the foundation for the student’s own attempts
at writing radio continuity.

This collection of radio continuity types has one major purpose: to
represent what continuity types are in common use in nineteen thirty-
eight.

THE PROBLEM

The problem of classification has not been an easy one. Manuscripts
were sorted and resorted; some very involved classifications were created

.9
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and discarded. It was, of course, necessary to distinguish between pro-
gram types and continuity types. Phonograph records of popular music,
for example, constitute a program type, and only the spoken material
preceding and following them comes within the province of this volume.
Production notes, such as directions for sound effects and musical back-
grounds, are a part of a radio script, but are not a part of the continuity
proper. At the outset, then, it was clear that the basis for classification
need not take account of music or of production items.

Some problems were: Should scripts be classified according to pur-
pose as platform speeches usually are? Should they be classified according
to their chronological place in the development of types, which is one
method of studying literature for reading? According to structure, as
stage plays usually are? According to the audiences for which they are
intended?

Specific questions constantly arose, as: Is the “'flashback” (explained
later) a type or a working technique? Is dramatized news a subdivision
of expository speeches or a specialized dramatic form? Or does it con-
stitute a continuity type independent of other forms?

Finally a simple and fairly definitive classification was worked out.

THE CLASSIFICATION

The term “'radio continuity” is possibly a misnomer. Radio has clearly
appropriated many written forms which are not peculiar to radio at all.
The speech, the play, the news summary, in fact almost every type of
script that radio employs has a counterpart in other mediums of expres-
sion, and sometimes performers use the actual manuscript that has
been employed for platform, stage, newspaper or volume of printed
literature for reading. A purely radio continuity would be a script that
could not well be used for any other purpose than broadcasting without
drastic alterations in form; it would not read well if you read it silently
to yourself; it could not be directly transferred to the stage or screen.
Many radio continuities are not pure radio in the sense just described.
With slight moderations they may be used for a variety of mediums.
But the extent of these very modifications determines whether a manu-
script may be classified as a true radio continuity. The test is whether
in this form the manuscript is well adapted to radio, and better adapted
to radio than to any other purpose. Just as a motion picture scenarist
can rewrite and replan a novel to suit it for screening purposes and
thereby create a true movie scenario, so the radio writer can adapt written
materials to broadcasting purnoses and produce a true radio continuity.
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There is a natural division between manuscripts which are composed
of imaginary scenes with the speakers assuming roles other than their
own, and those which present the speakers in their own characters.
This natural division was adopted as the major basis for classification
of radio continuity types.

DRAMATIC CONTINUITIES

The first main division of continuity types, then, includes those
manuscripts which are built of scenes, or imaginary situations. The
apparent, and usually the real, purpose of such scenes is entertainment.
Scenes designed for entertainment are called dramatic continuities. 1f
the scenes are related to each other by a story (a connected succession
of events, usually in chronological order) or plot (the creation and re-
moval of obstacles to the solution of a problem involving the characters
in a story), the dramatic continuity is called a play.

(Note: The term “sketch” is very loosely used by the radio profession.
Sometimes it is meant to cover almost any dramatic form from the simple
skit to the revolving plot serial; sometimes it refers only to simple scenes and
short plays as distinguished from longer or more involved dramatic composi-

tions. In order to avoid the confusion which is the result of loose terminology,
the term “sketch” has been dropped from this volume.)

PLAYs

Radio plays are of three general kinds: single-unit; serial; unit-in-
series.

SINGLE-UNIT PLAYS

A single-unit play is complete in one broadcast. The plot is solved,
the solution to the problem reached, in one performance, which has
no relationship in plot, theme or characters to any other broadcast.
Examples of such plays may be heard on the programs Grand Hotel,
Lux Radio Theater (many of these are adaptations, but this fact does
not alter the classification), Lights Out and the First-Nighter.

SERIALS

A serial is a play which is continued from one broadcast to another.
The story is not complete in one performance. Serials are of two types:
those with an #ltimate conclusion or eventual plot solution; those with
revolving plots. In an wultimate conclusion serial the story is rounded
out and brought to solution in two or more broadcasts (seldom more
than thirteen, the standard broadcast contract period). The revolving
plot serial continues indefinitely in a series of broadcasts. In contrast
to the ultimate conclusion serial it does not usually have any one main
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plot running throughout; a series of difficulties arises, jointly or suc-
cessively; before one is completely brought to solution another has arisen.
The characters of the revolving plot serial are usually more important
than the plot because of the impermanent and shifting nature of the
latter. Amos 'n’ Andy, Lum and Abner, Painted Dreams, The Rise of
the Goldbergs, One Man’s Family, The House of Glass, are a few
examples of this popular continuity type.

A variation of these plot-structural methods is the serial in which the
same characters are taken through a series of successive ultimate solutions.
For instance, Orphan Annie might go on a trip to Africa and have trouble
with an unknown enemy. When the enemy has been discovered and
conquered one complete story about Orphan Annie has been told. When
Annie arrives back in her home town and joins the fight to build school
spirit, another plot has begun. Easy Aces seems to fall into this category
of series of solutions. Usually, however, some element from the pre-
ceding plot is carried over into the new situation, so that most pro-
grams which appear to be a series of solutions ate really revolving plot
serials.

UNIT-IN-SERIES

The third type of play, #nit-in-series, consists of a series of separate
plays with the same general theme or subject matter. A plot is completed
with each broadcast, and the same characters may or may not be used
in successive broadcasts. The essential feature of the unit-in-series is a
constant focus of theme and a continuous subject matter. A series of
plays about a person, a series taking place in a specific geographical
area, or a series about a particular period of history is a unit-in-series
type of radio dramatic continuity. Each play in the series is complete in
itself, but together the units of the series constitute a comprehensive
study of subject matter or appreciation of theme. Roses and Drums,
The Life of Stephen Collins Foster, Cavalcade of America, and the
plays about Sing-Sing with Warden Lawes are examples.

Any of these three types of plays, single-unit, serial ot unit-in-series
may have any number of variations in form and techniques:

Straight Plays. A straight play is one in which scene follows scene in
logical, usually chronological, succession. An announcer introduces the
program and the play proceeds. The announcer may add a detail or two
during the play to help set the stage or clarify shifts of time. The total
plot action is within the scenes themselves; the scenes tell the story and
no dependence is placed on explanatory material external to the scenes.
Very few plays, however, are really straight in the sense of being with-
out a narrator, flashback or frame.
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Plays with Narrators. A narrator is more than an announcer. He
actually summarizes action which is not dramatized; his lines are, there-
fore, a part of the play continuity itself. Without the material which he
gives the play could not be understood. Frequently it is really he who
tells the stories and the scenes amplify what he says.

(Note: Narrators are also used in utilitarian hybrids, explained later, in
order to aid in exposition. “Narrator” is another term which is used loosely
in current writings about radio. This classification prefers to make a clear
distinction between a narrator and an announcer. The narrator is a4 part of the
program, giving action or facts which carry forward the plot or idea An an-
nouncer is apart from the program itself (the play, talk or music); he sets
the stage, giving perillaaheral data, such as program title, performers, etc. Even

with this distinction between a narrator and an announcer, some overlapping
of function will be discovered.)

Flashbacks. A scene which “fades into” another scene, only to “fade
out” and bring the listener back to the original scene is called a flashback.
A mere shift of scene from one place to another and then back to the
original place does not necessarily constitute a flashback. The emerging
scene is usually within a single conversation, which conversation is a
part of the orderly, straight procedure of the play itself. The flashback is,
therefore, a scene within a scene. For example, a character in a play
might be telling about a past incident; his voice fades out, the past
incident is dramatized (the scene constituting a flashback) and the voice
fades back in, continuing the original conversation. In Famous Jury
Trials attorneys may be questioning a witness, and the witness’ answer
is given to the audience in the form of a flashback.

Framed Plays. A frame is a setting, situation, or characterization which
“surrounds” a play, having no part in the plot of the play itself. At
least two kinds of frames are much used: the geographical and the
personal. A geographical frame exists when the physical setting within
which the play takes place has no part in the play but helps determine
the nature of it, as a Little Theater Off Times Square, a Show Boat or a
Town Hall. The frame *‘surrounds” the play by being mentioned before
and after it, even sometimes between scenes. Sound effects usually aid
the listener in visualizing the geographical frame. A personal frame
employs a character (as distinguished from a straight narrator), heard
before, after and sometimes during the play. He may tell the story, and
the scenes of the play come as flashbacks. The Old Ranger, for example,
is a personal frame for Death Valley Days, although Death Valley is the
geographical frame. The First Nighter, too, is a personal frame for the
Little Theater Off Times Square, but he does not tell the story; his
presence helps give the Little Theater atmosphere and a greater effect
of unity to the entire broadcast.
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SKITS

Skits are plotless scenes. Comedy team scripts, for example, come
under this category. A skit need not be humorous, however. Some rather
ingenious brief plotless dramatizations have been worked out in variety
shows as mediums for guest actors to demonstrate their ability. The
Vic and Sade program is really a series of skits.

ADAPTATIONS

A radio adaptation is a manuscript based upon, often closely follow-
ing, a short story, novel, musical show, opera, or reading, rewritten for
broadcast purposes. Adaptations may, of course, be single-unit (as the
Radio Guild plays frequently are), serial (as Mrs. Wiggs of the Cabbage
Patch), or unit-in-series (as a series of plays taken from the Arabian
Nights Tales.) They may be presented in any of the standard variations.
They are, however, listed as a separate type in this classification in order
to distinguish them from continuities written originally for radio, un-
hampered by the limitations of mediums of expression other than radio.

TALK CONTINUITES

A talk continuity is distinguished from a dramatic continuity by form
and purpose. In form, it is not an imaginary scene; the speakers do not
assume roles other than their own; they speak directly to the listeners
or to each other in their own characters. A dramatic continuity has
entertainment as its purpose; a radio falk continuity is utilitarian in
purpose. It may seek to make an idea clear, to convince the listeners of
a certain point of view, to persuade them to take a particular action or
simply to impress them. Straight talks which have this last purpose are
usually associated with specific occasions, such as anniversaries and cele-
brations. Of course, much overlapping in purposes is apparent in many
manuscripts.

Sometimes a talk form has entertainment as its main purpose. In such
a case it should not be considered a talk continuity, all of which are by
definition utilitarian in purpose; it logically belongs in the specialty
group, discussed later.

All radio talk continuites may vary according to four factors; purpose,
audience, occasion, audience participation.

Purpose affects not only the selection of materials, but their arrange-
ment, and often the style of the talk continuity.

Selection, arrangement and style vary, too, according to the audience
for which the talk is intended, general or specific, old or young, male
or female,

The occasion upon which a talk continuity is delivered must be con-
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sidered because the purpose, materials, structure and style are determined
not only by whether the occasion of the delivery is in the nature of a
celebration or anniversary, but also by whether the speaker is addressing
a face-to-face audience as well as the radio listeners. If an audience is
present with the speaker while he is speaking by microphone to a radio
audience, the audience to which he especially addresses his remarks
is known as the /mmediate audience, and the other as an incidental
audience.

The listening radio audience may participate in a talk continuity in
many ways. During the broadcast they may participate by such activities
as taking down a recipe, following directions for setting-up exercises, or
playing a tuba when told. The part the audience plays in the preparation
of a talk continuity may involve submitting requests, questions for dis-
cussion, questions to be answered, an entry in a contest, or any similar
participation by mail or telephone.

Any of the talk continuities may involve a demonstration in which
the speaker’s words are expanded by aural illustration. For example,
a description of the tone of a cello may be followed by some phrases
played on a cello; a statement that a composer’s work is marked by a
heavy rhythm may be followed by the playing of a composition which
illustrates the statement aurally.

Seven general categories comprise the Talk Continuity group.

STRAIGHT TALKS
A straight 1alk is spoken by one person. It is in the nature of a speech.

INTERVIEWS

An interview involves two people talking to each other. One person,
it is assumed, knows the material which the talk concerns; the other
elicits the material by questions and comments.

Interviews are of two types: authority and personality. In an authority
interview the questioner is talking with a person who is an expert in
a particular field. The material of the broadcast, then, is subject matter
within that field. A personality interview confronts the interviewer with
a well-known person who is then expected to give some human interest
material about himself rather than information in some field of knowl-
edge. Frequently, of course, /nterviews combine authority and personality
subject matter in the same script.

DUOLOGUES

A duologue is distinguished from an interview by the mutual exchange
of information and ideas on the part of the participants. Neither party
is assumed to bear the major weight of authority; both members are in-
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formed in the field under discussion and by means of a conversation
make that information known to the radio audience. A duologue involves
only two speakers and is almost always in the axthority category. This
type of continuity is called a dxologue to avoid confusion with the term
“dialogue”, which applies to any conversational exchange whether in
a dramatic or a talk continuity. Probably the best-known series of dzo-
logues was the Washington Merry-Go-Round program.

RoUND-TABLES

When a third person is added to a dwologue the continuity type be-
comes a round-table. Usually no more than three or four people par-
ticipate in a round-table. Each participant presents some point of view
on the topic under discussion and the general form and spirit are those
of a conversation rather than a series of brief speeches. The University
of Chicago Round-Tables have probably received more attention than
any other series.

DEBATES

If the discussion of a topic by two or more people becomes argumen-
tative in nature, so that views are not simply compared, but each speaker
attempts to defend his own contentions and disprove those of the other
speakers, the discussion is called a debate.

ANNOUNCEMENTS

The term announcement is generic and includes many variations.
Three general groupings include the most common.

STRAIGHT DELINEATIVE

These are the simple statements which inform a listener of what is
to come or what has just occurred in a broadcast, whether the program
is music, speakers, a play, a review or any other program type. Straight
delineative announcements round out a program, effect transitions and
tie the program elements together in a unified broadcast.

STRAIGHT COMMERCIAL

Straig/at commercial announcements state the merits of a sponsor’s
product and urge the listeners to purchase it.

EXPOSITORY, INTERPRETATIVE, COMMENTARY

Many announcements do more than simply state the order of events
in a broadcast. Explanatory information might be given; for instance, the
announcer might tell the audience some facts about the musical compo-
sition next to be played, or about its composer; in this case, the announce-
ment is expository. If the significance of, or reactions to a program
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item are pointed up, the announcement has become interpretative, and
is usually stated in descriptive terms. When evaluation becomes a part
of the announcement, as when an opera observer announces the program
and keeps the audience informed as to how well things are going, the
continuity type has become a commentary announcement, closely allied
to on-the-spot news, defined later.

Other types of announcements, for example punning on musical titles,
are so numerous and varied that they defy classification.

THE TIMELY GROUP

Talk continuities which have current or recent events, trends, or con-
ditions as the subject matter are classified as timely. News, reviews, and
reports make up the timely group. Roughly, it may be said that news
concerns current events, reviews concern current trends, and reports
concern current conditions.

News broadcasts tell about current or recent events. Straight news
flashes are periodic statements of recent happenings. Periodic summaries
attempt to summarize developments in events; it is not enough for the
summarist to tell that an incident has occurred; he attempts to trace
developments during the period since his last regular broadcast, which
may have been yesterday, or a week ago. The news commentator gives
his reactions to current events, his opinions and ideas; or he may give
an informational background to the listener for a better understanding
of the news; he may interpret a news item or point out its significance
by showing its relationship to other news, or by giving a historical sum-
mary of the events which led up to it. Sometimes, during an important
event, a microphone is carried to the location in which the event is taking
place, such as a football field or even the edge of a battle-field; such a
broadcast is on-the-spot news. If two or more microphones are placed at
strategic points, so that more than one on-the-spot newscaster can report
the event from different vantages, as during a parade, a Coronation or a
flood, the broadcast is an on-the-spot relay. Not infrequently news is
for special audiences, as news for farmers, or news for women. If the
subject matter is restricted to a particular field, the script is a news
specialty, as News of Hollywood, Home Town Headlines, or Education
in the News.

A review of current trends may concern, for example, items about
style in clothes. Specific developments, not really news events but related
to a current trend, such as a play or book, may be the subject of a
review.!

1 Reviews of old books and plays could hardly be classed as timely material unless

the reviewer showed the relationship of the book or play under discussion to current
trends. This is, admittedly, a weakness in the definition that “Roughly, it may be said
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Reports may concern weather, road construction, market status, or
any similar condition.
HYBRIDS

Probably the hybrids are the most distinctly radio continuities. The
hybrid method was developed largely within the radio activity, seems
patticularly adapted to broadcasting, almost always heightens the effect
of a broadcast when used, and is not easily adaptable to other mediums
of expression.

A hybrid fuses continuity types. It combines methods of presentation.
In general, the hybrid is a cross between dramatic and talk continuity
methods. In particular, it might be a cross between any sub-divisions of
either group. How numerous the possible combinations are can only be
guessed, but at least a few have already sprung into prominence and
common use.

Utilitarian dramas perform the purpose of a straight talk by presenting
the material in scene form; for example, safety and precautions around
the household might be effectively outlined in a play which takes place
in a household. Dramatized news gives recent events in scene form;
the scenes are usually tied together by a narrator. An interview might
fade into a scene which dramatizes the material or incident about which
the interview participants are talking, and a dramatized interview result.
A dramatized review might fade into an interview, or an interview into
a dramatized debate; the whole program might be delineated with
dramatized announcements, and a product may be advertised by the
same device,

The hybrid and specialty groups are the gestation areas for future
developments in radio continuity types.

NOVELTIES AND SPECIALTIES

To this category is relegated all those continuities which have not
come into wide enough usage to justify their classification as definite
types, and those which depend upon the personality of the performer or
upon the method of production for success. Examples of such continuities
are story-telling, dramatic reading, spelling bees, amateur contests, in-
formation contests, the man-on-the-street and all its variations, solo
comedians and guessing programs.

VARIETY SHOWS

Many programs include a number of different continuity types. Music
is usually the foundation for variety shows, but the program may include

that . . . reviews concern current trends”. However, as long as most reviews are timely,
it does not seem very important whether other reviews are classified here or along
with straight expository talks.
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a play, an interview, a comedy team, and even a straight talk. A variety
show might also include any of the hybrid forms, in fact any of the
possible continuity types. These scripts are all combined in one manu-
script, the variety show continuity, which is really a collection of separate
scripts, and, therefore, to be distinguished from the hybrid, which fuses
types.

A master of ceremonies is usually in charge of a variety show; his
functions are those of an announcer, somewhat of a narrator and often
an interviewer; further, he is expected to add some unusual personality
element to the program, or contribute an individual method of handling
the show.

The manuscripts in this volume include some of the most successful
work that has been done in broadcasting, and some that are included
only to represent a type. No effort has been made to indicate scripts which
might be considered the best work, but all have achieved some measure
of success. The object of this collection is to represent what is being
done, not how it should be done.

A few sentences before each script are designed to help clarify the type.

The classification is given below in outline form.

1. Dramatic continuities W (Form may vary according to whether the
A. Plays play is straight
1. Single-units with narrator
2. Serials L with flashback
a. ultimate solution 1 framed
b. revolving plot
3. Unit-in-series personal )
B. Skits geographical
C. Adaptations ] |Lor any combination thereof.
u. Talk continuities 1 (May vary according to
A. Straight talks P“crll?o:e
B. Interviews au 1e.oce
1. Authority § oceaston
2. Personality g.r ce
C. Duologues zczlu tence pgrthlpatlon
D. Round-tables | || demonstration
E. Debates
F. Announcements
1. Straight delineative
2. Straight commercial
3. Expository, interpre-
tative, commentary
G. The timely group J

1. News
a. straight news flashes
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. periodic summaries

. commentaries

. on-the-spot news

. on-the-spot relays

. news for special audiences
. news specialties

2. Reviews

3. Reports

-0 a.n o

']

. Hybrids (A fusion of forms or structures)
(Examples)
utilitarian dramas
dramatized news
dramatized interviews
dramatized announcements
dramatized reviews
dramatized debates

Iv. Novelties and Specialties

v. Variety Shows (A collection or combination of continuity
types in a single unified program)



UNLESS OTHERWISE STATED, NO MANUSCRIPT IN
THIS VOLUME MAY BE USED IN PART OR IN
WHOLE FOR PUBLICATION OR BROADCASTING
WITHOUT THE WRITTEN CONSENT
OF THE OWNERS.
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ROSES AND DRUMS
The Invasion of Pennsylvania
UNIT-IN-SERIES PLAY

The Roses and Drums series portrayed different aspects of the same
subject matter, the American Civil War. The plays in the series were
united not only by general background, but by an underlying theme,
unstated, that historical events have a personal and romantic side. The
events around which the plays were written are based on fact; the
situations and stories woven into the historical fabric were largely im-
aginary. Permission for publication kindly given by The Union Central
Life Insurance Company.

ROSES AND DRUMS
The Union Central Life Insurance Company

5:00-5:30 P.M. March 5 Sunday
Theme
*MAsSTER OF CEREMONIES. Union Central Life presents . . . “Roses
and Drums” . . . starring Bert Lytell in the Part of the gallant Southern

cavalry leader, General J. E. B. Stuart.

This is another episode in the Romances of the War Between the

States . . . its title . . . "The Invasion of Pennsylvania.”
Love Sends a Little Gift of Roses Orchestra

MASTER OF CEREMONIES. Perhaps the most famous cavalry leader
of American history is the young and dashing Jeb Stuart, hero of un-
numbered raids upon the Union army and of three rides entirely around
the Federal forces. Stuart’s family personified disruption of America
during the war of the sixties. He was a Virginian, married to a Virginia
girl, and fighting for the Confederacy, while his father-in-law also a
Virginian, battled for the North. To play the part of Jeb Stuart in
today’s presentation, the sponsor of this program has chosen Bert Lytell,
famous star of stage and screen, noted for his performances in "“The
Valiant” and other successes.

On to the play!

(Drums ... War Tunes)

MaAsTER OF CEREMONIES. When the war began, two students at the
Virginia Military Institute were in love with the same Virginia girl,
Betty Graham of Winchester. One of them Randy Claymore, a Virginian,
joined the southern army. The other, Gordon Wright from Ohio, joined

* Narrator.
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the army of the North. Each rose to the rank of captain. Each continued
to love Betty, who, as a resourceful and courageous spy, assisted the
southern commanders. Destiny and the fortunes of war threw them
together, separated them, united them again. Their lives were inextricably
bound up with the movements of armies, the outcome of battles, the
workings of grand strategy.

(Medley of “Yankee Doodle” and ‘‘Dixie” )

MASTER OF CEREMONIES. Today—meet J. E. B. Stuart, “Jeb” to his
tanned troopers and to a worshipping Confederacy! A strapping, just-
under-six-footer, with a flowing brown beard, up-curling mustache, and
merty blue eyes. In a hat, the brim of which is pinned back with a golden
star, he sports a long black feather; from his shoulders floats a red-lined
cloak. A yellow sash girdles his waist . . . on his high boots are spurs of
gold. Jeb Stuart—a major general at thirty—chief of Confederate cavalry!

(Horses hoofs. Stuart sings few bars of “[-i-n-e the Cavalree.” )

MASTER OF CEREMONIES. It is June, 1863. The dauntless South once
more plans invasion northward. Across the Potomac are Yankee food
and clothing which Lee’s gaunt and ragged veterans sorely need. More-
over, an offensive may force Hooker’s army back to protect Washington.
A decisive victory may even bring about recognition of the Confederacy
by cautious European states. Thus reasons Richmond—Confederate
capital!

Lee has decided he will cross his infantry over the Potomac at Wil-
liamsport and Shepherdstown. Reluctant to be separated from his cavalry,
who are his eyes and ears, he is puzzling about where the cavalry shall
cross when Stuart proposes a bold course. Lee hesitates, then approves,
as does cautious General Longstreet, on condition that Stuart maintain
communications with Ewell. Jubilant, Stuart orders three brigades—
under Wade Hampton, Fitzhugh Lee, and Chambliss—to a night
rendezvous. On June 24th the three commanders, all ignorant of their
mission, await Stuart in camp, during a pouring rain.

(Steady pour-pour of rain on canvas. Not loud but incessant.
Then—rising above this louder and londer a voice singing . . .
“J-i-n-e the Cavalree-¢”. Singing breaks off short)

STUART. (Jubilantly) Gentlemen!

HAMPTON. (Wade Hampton speaks always in the voice of a great
gentleman and seems somewbhat older than the rest) Hail, Horseman!

CHAMBLISS. (Chambliss, worried about the outcome of this mad ex-
pedition always speaks soberly and sounds the ominous note) Good eve-
ning, General Stuart.

Firz LEg. (Fitz Lee's voice is always rollicking) Where have you
been? Swimming?
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STUART. (Gaily) Just a little rain I ordered, Fitz. Nothing like a good
night rain to save a man taking his morning bath. (Laughs)

Frrz LEE. (Laughing) We'll have to hang you up to dry, before we
start . . . for wherever we're going.

STUART. No time for drying, Fitz, we’re breaking camp before sun-up.

HAMPTON. Where?

CHAMBLISS. Which way?

Frrz LEe. What for?

STUART. (Pretending mystery) Just going for a little ride, gentlemen.
Just another little horseback ride.

HAMPTON. Another raid!

Firz LEE. Against the Yankees!

STUART. (Exultantly) Around ‘em, Fitz. We're going to ride around
the whole blue Union army. Just like we did down on the Chicahominy.
Here! I'll show you. Where's a map? Orderly!

ORDERLY. Here it is, sir.

(A dry, loud rustle as paper is unfolded and spread excitedly upon a
table

STUART). (Continuing) Thanks, Now . . . here’s the way of it. We'll
sneak through Glassock’s Gap, here, south of Aldie; slip right between
Hooker and Washington, trek north raising all the hob we know how,
and join General Lee in Pennsylvania. York, Pennsylvania! That's our
rendezvous. With Ewell’s command!

Firz LEE. Perfect! We'll scare old Joe Hooker out of a year’s growth!

STUART. Two years’ growth, Fitz!

HAMPTON. What a ride, Jeb!

CHAMBLISS. (Emphatic) But look here, gentlemen! We'll be out of
touch with General Lee for several days. And just when he needs cavalry
for scouting! It’s mad, sir!

STUART. But listen, Chambliss. General Lee himself said “Go!’ when
I proposed it. And he’ll have enough cavalry to guard the passes of the
Blue Ridge. I'm leaving Robertson’s and Jones’ brigades. And the army
has Imboden and Jenkins. That's eight thousand sabres altogether. I'm
only taking 4500. And six field pieces.

CHAMBLIsS. But aren’t you going to maintain any communications
with Lee?

STUART. (Cheerfully) Probably not. Lee really won’t need us—not
for a while. (Gaily) And what a picnic it's going to be! Washington’ll
have to take to the cyclone cellars.

Firz LEE. We ought to telegraph Abe Lincoln to have some good
mules ready.

HAMPTON. And think of those tender Yankee turkeys. . . . Um-m-m,
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CHAMBLISS. (In surly tones) Turkeys! We'd do better to think of
Lee, gentlemen!

STUART. Ohh! Which reminds me. . . . I left that young captain stand-
ing out there in the rain. (He calls) Hi, you, Claymore, Swim in here!

RANDY CLAYMORE. (Fading in) Coming, General.

STUART. Gentlemen, Captain Claymore!

Frrz LEE. Evenin’!

HampPTON. Welcome, sir.

CHaMmBLIss. How do you do, Captain Claymore?

RANDY. Your servant, sirs.

STUART. (Chuckling) And a servant just spoiling for a fight. Clay-
more, gentlemen, thinks he has a sin to expiate. He’s on special detail
from General Lee . . . gathering information on Yankee positions. So
he’s coming along with us.

Firz LEE. Well, if it’s information you want, young man, you're with
the right troops this time.

CHAMBLISS. Yes, and plenty of fighting too.

RANDY. Yes, sir!

STUART. (Calling) Sweeney! Sweeney! Hey, you black rascal. Where
are you?

SWEENEY. (Fading in) Heah ah is, General Stuart.

STUART. Dust off that banjo, Sweeney.

SWEENEY. Ah guess yo' means dry it off, Gineral.

STUART. Captain Claymore, you're looking at the best hand with a
banjo anywhere.

SwWEENEY (Tuning up banjo) Don’ let the Gineral exaggerate yo’
suh. Ah’s just a fair hand, just a fair hand. But for what ah is, ah’s
thankful. Cause it’s ‘count o’ mah banjo Gineral Stuart keeps me with
him, I reckon!

STUART. Plunk away, Sweeney. And you know the only song to start
off a raid.

SWEENEY. Yas, suh! Everybody sing!

(The banjo twangs and all sing “[ine the Cavalree” )

CHAMBLIsSS (Over music) Sing, Sing, you light-hearted idiots—but
there’ll be more fighting than fun this time, I reckon! 4500 Confederate
troopers riding against a hundred thousand Yanks.

STUART. Croak away, Chambliss. You can’t spoil our song (Laxghs)
(The others continue song, CHAMBLISS joining. Then the banjo
music and the voices fade out, blend with orchestra . . . Music up
... Orchesira picks up “[-i-n-e the Cavalree.”’ )
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Act ONE . .. SCENE Two

MasTER OF CEREMONIES. So Jeb Stuart began another of his famous
raids. But this one was not to be an unbroken one. The Union Army,
under fighting Joe Hooker, which should have been idling in camp as
Lee began his great advance towards Pennsylvania, was also swinging
toward the Potomac. Stuart thus finds his road blocked by blue columns.
And now . . . at midnight, forty-eight hours later, at Rowser’s Ford, he
decides to cross the Potomac. The men pause on the banks of the flooding
river.

(Several horses shifting restlessly on soft ground. The deep boiling
flow of a river at flood )

RANDY. (To his restless horse) Who-o-a!

CHAMBLISS. Drat the mud!

STUART. (To his horse) Steady-y-y!

RANDY. (Apprebensively) The rains have certainly made the river
high, General. Swift, too. It'll be a long, hard swim for the horses.

STUART. (Laughing) We'll swim her. We'd swim her if she was
higher'n Abe Lincoln’s stovepipe hat.

RANDY. (Boyishly admiring) When you talk like that, General, you
make me believe we will, too. . .. (Clatter of approaching hoofs)

Courier. (Fading in) General Stuart, Sir!

Frrz LEE. A courier, Jeb!

CHAMBLISS. Probably bringing bad news.

CouURIER. (Excited) Message from General Wade Hampton, Sir. He
says he’s got across the river by the skin of his teeth; but he doesn’t think
you'll ever make it with the artillery.

STUART. (Laughing aloud) Tell that to Sweeney. We'll get the guns
over, won't we, Chambliss?

CHAMBLIsS. I wish I knew how.

STUART. Easy! Easy! We'll lighten each gun carriage by unloading the
ammunition, then we'll hitch on four extra horses, and the pieces will
float over like dry chips.

CHaMBLISS. But the ammunition. . . . We'll never get that across!

STUART. Yes, we will! A shell to each trooper. A little explosive baby
to cuddle and keep dry. . . . Claymore! You get down to the ford and
boss the crossing. Make the riders enter the water in small groups and
widely separated. No bumping into each other and getting drowned. Get
‘em across without loss and I'll give you half a cherry pie.

RANDY. Yes, sir. But where’d you get the cherry pie?

STUART. Stole Hampton's. Some nice ladies served it to him for break-
fast. Then some Yanks came along. He had to chase them. And while he
was chasing, Sweeney bagged the pie.



8 RADIO CONTINUITY TYPES

RANDY. Well, I'm off, Sir.

STUART. Good luck, Claymore!

(Randy Claymore’s horses hoofs fade out)

CHAMBLIsS. General Stuart, I must confess I find you amazing. As gay
as a lark no matter what threatens. The greater our peril, the gayer you
grow.

STUART. No credit to me, Chambliss. It's Sweeney’s music. Hi
Sweeney! Call Sweeney, you troopers.

FIrRsT VOICE. (Close and lond) Hi, Sweeney!

SECOND VOICE. (Quite distant) Hi, Sweeney!

THIRD VOICE. (Very faint) Hi, Sweeney!

SWEENEY. (Ir close) (Chuckling at the joke on the general) Right
here, Gineral! Ah been snoozin’ right at yo’ elbow.

STUART. Oh, have you! Well, get to plunking, you black rascal. Play
a song to keep these soldiers’ minds off the wetness.

SWEENEY. Yas, suh, Gineral. Ab’ll play 'em ma »ew song.

STUART. (Mjystified) Your new one?

SWEENEY. Listen, Gineral.

(He begins to play softly “Maryland, My Maryland” )

STUART. You faker! That’s not new!

SWEENEY. But wait for the words, Gineral. Listen:

(He sings)
Now Bob Lee’s heel is on thy shore,
Maryland, My Maryland!
His scouts are at the stable door.
Maryland, My Maryland!
You won't see your old horse no more
We'll ride him till his back is sore,
And then come back and get some more.
Maryland, My Maryland
(Song fades)
(The music along with Stuart's approving shout of langhter. Music
take up song.)

THE FOREGOING IS ONE OF TWO MANUSCRIPTS WHICH, BY PREFER-

ENCE OF THE COPYRIGHT OWNERS, ARE REPRODUCED HERE IN PART

ONLY.

KENRAD UNSOLVED MYSTERIES
Seance at Brockman Manor

ULTIMATE SOLUTION SERIAL

The Kenrad Unsolved Mysteries is unique in that each broadcast gives
arts of two stories, the conclusion to a story begun in a previous broad-
cast and the beginning of a new story. The part of the broadcast devoted



RADIO CONTINUITY TYPES 9

to the new story sets the stage, establishes the plot and gives all of the
clues necessary for the solution of the mystery. The listener participates
by attempting to solve the problem on the basis of the information he has
been given. Parts of two broadcasts, a complete play, are given here. Dr.
Kenrad is a personal frame. The continuity suggests the hybrid classifica-
tion because the solution is given in interview form. However, the inter-
view is an imaginary situation with a created character, and hence stays
within the purely dramatic type. Note the data which precedes the con-
tinuity itself, and the form of the manuscript. The squared words at the
middle of the page are for checking, according to the person for whom a
particular copy is intended.

Permission for publication kindly given by R. D. Downing and Doug-
lass Allen & Leland Davis, Inc., Advertising. Mr. Downing writes,
“This program appeals to all classes, rich and poor, adults, men and
women. There is no line of demarkation among mystery lovers. It is well
known that some of our most prominent citizens, including Presidents,
have been addicts of the mystery story. Kenrad Unsolved Mysteries is
now in its fifth year of broadcasting and is still going strong. Radio ex-
perts have marveled at its continued success.”

KENRAD UNSOLVED MYSTERIES
WLW Continuity

ANNOUNCER PRODUCTION, MUSIC l SOUND |CONTROLI CAST I

Client: KenRad Tube and Lamp Corp. Day: Sunday
Date: Feb. 7 Time: 10:30 P.M. Script: No. 214
Writer: Edward Carder

ANNOUNCER. “Seance at Brockman Manor.”
(The gong.)
ANNOUNCER. The time: Eight o’clock at night. . .. The place: Brock-
man Manor—Home of the Eccentric Professor Carl Brockman.
(The gong.)
(The howl of wind.)
Lousse. (Very cold) Hurry, Charles! Can’t you see I'm freezing?
Make someone answer the door!
CHARLES. Okay . . . I'll knock again.
(Heavy pounding on door.)
Louise. Oh, I do wish that butler would hurry.
CHARLES. Eric will be here in a minute . . . don’t be impatient, Louise.
Louise. Well, this is the last time I'll come to this old barn your grand-
father calls a manor. I don’t like him.,
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CHARLES. Hush, Louise.

Louisk. If it wasn't for your Grandfather having so much money—
and you probably being named in his will—I never would have made
this trip.

CHARLES. Quiet, Louise . . . someone’s unlocking the door!

(Sound of key turning in lock. Heavy door creaks and squeaks
open.)

ERIC. (Sinister voice) Won't you come in?

CHARLES. Good evening, Eric, are we early or late?

ERIC. Late, Sir. The others came about half an hour ago. They're in
the parlor in the East Wing with your Grandfather. May I help you with
your wraps, Ma'm?

CHARLES. What's Grandfather’s reason for having us come here, Eric.
He didn’t say when he called me this morning.

Eric. I don’t know, Sir.

Louise. We'll find out soon enough, Charles. Come on . . . let’s face
the lion in his den.

CHARLES. Quiet, Louise! You—needn’t announce us, Eric. We'll go
right on in. Louise, do me a favor tonight. Forget that you were once
with a vaudeville troup. Behave yourself tonight . . . and watch your
language.

Louiske. Oh, so you're going to be like that, Eh? Gonna go high-hat on
me?

(Buzz of conversation fading in.)

CHARLES. Quiet. . . .

PrOF. (Nasty voiced) Oh, so there you are! About time you showed
up.

PCHARLES. Sorry we are late, Grandfather. But we had trouble with the
car.

Louise. Good evening, Grandfather!

PrOF. (Sour) Good evening, yourself. . . . Well, hurry up and say
hello to your kinfolks. Get it over with . . . get it over with.

CHARLES. Hello, sis! How are you Paul? Well, Mr. Todd . . . didn’t
expect to see you here. Oh, Louise . . . I don’t believe you've met Mr.
Todd, Grandfather’s Lawyer. . . .

Louisk. No, Charles . . . I haven't.

CHARLES. Mr. Todd . . . my wife, Louise.

MR. Topp. How do you do, Mrs. Brockman?

(Conversation between Todd and Louise . . . fade out.)

CHARLES. How are you, sis? and you, Paul?

JeAN. For my part . . . pretty miserable! I don’t like this at all.

PauL. Neither do I. Look at your Grandfather, Louise . . . he’s watch-
ing us.
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CHARLES. You'll get used to him, Paul. . . . Say, by the way . . . when
are you two going to announce the wedding day?

PAuL. Soon, . .. I hope.

JEAN. Quiet, you two! Here comes Grandfather! Now we'll find out
what this meeting is all about.

PROF. (Fading in) All right . . . all right. . . . That’s enough of that
chatter. You've all had the chance to say hello. Sit down all of you! Don't
stand there you Ninnies. Hurry! Now that’s better. Very docile when I
shout; afraid of me, eh?

Topb. I say, Professor Brockman. . . . What is this meeting all about?

PROF. I wanted to get you all together so I could ask just one ques-
tion—

Louise. What is that question, Grandfather?

ProF. Which one of you is planning to kill me?

CAST. (Buzz of conversation) Preposterous! Silly! etc.

PROF. Preposterous, is it? Foolish, eh? Well, I know better . . . some-
one here in this room is planning to kill me! and I mean to find out who
It 1s!!!

Topp. But, Professor Brockman . . . there’s no one here who would
want to kill you. There’s no reason for it.

ProOF. Everyone here has a good reason for wanting me to die. Each
of you would inherit part of my fortune. That’s reason enough!

CHARLES. (Disgusted) Where did you ever get such an idea, Grand-
father?

ProF. From my wife . . . she told me all about it.

PauL. (Startled) YOUR WIFE? WHY she died over a year ago!

PROF. Oh, so you didn’t know that I was a spiritualist. Jean has been
ashamed to tell you, eh? Didn’t want you to know I believed in spiritual-
ism.

PAUL. You mean that through spiritualism you found out that . . .
that . ..

PrOF. Exactly! I was in communication with my wife last night. She
told me about this plot . . . everything except the name of the person
who plans to kill me. (Pause) Well, I didn’t expect it would work.
Didn't think I could scare the guilty person into confessing. Guess there’s
only one thing left to do.

JEAN. What . . . what do you mean?

ProF. We'll hold a seance! It’s the only way to find out the name of
that person.

LoUISE. (Scared) Oh... A ... A...seance? Do they really tell the
truth?

PRrOF. The spirits never lie! Oh, Eric, come here!

ERIC (Fading in) Yes, sit? What is it you wish, Sir?
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PROF. I thought you were standing out there in the hall . . . listening.
Eric have you arranged the library?

ERric. Yes, Sir!

PROF. Very well . . . come along everybody. We'll go into the library
now.

CAST. (Buzz of conversation . . . fade out . . . and after a moment . . .)

PROF. All right, everybody sit down!

Louisk. (Scared) Grandfather, do we .. . do we have to do this . . .
I...Idon’t wanta be in this seance. Don’t ask meto...to...

PROF Do as I say, young lady! Anyone who refuses to take part is
naturally under suspicion. If the guilty persons want to confess now .
well, all right. We won't have to hold this seance. (A PAUSE) Huh!
Just as I thought . . . one of you is going to try to outwit me. Well, we’ll
see about that. Louise, sit at my right and quit shaking! Charles, you sit in
this chair at my left. Todd, sit next to Charles. Paul, you're to sit next
to Todd. And that leaves Jean. All right Jean, sit between Paul and
Louise.

CHARLES. I don't like this in the least.

JEAN. Neither do I.

PROF. Naturally! That's to be expected.

Topp. Look, Professor Brockman . . . couldn’t we do this some other
way? Couldn’t we. . ..

PrOF. That’s enough, Todd! and that goes for the rest of you, too. I
gave YOU ALL A CHANCE TO CONFESS. . . .

PAuL. But there’s nothing to confess!

PROF. Quiet. . .. All of you! Eric start the gramaphone, you know the
record.

(Use “Valse Triste” if possible.) (Keep it very low)

PrOF. Now, I want you all to follow my directions. Place your hands
flat on the table . . . the little fingers are to touch those of the person
next to you.

Eric. Will there be anything else, Sir? Do you want me to stay in the
room?

PrOF. No! Switch off the lights as you go out the door, Eric. THE
ROOM MUST BE PITCH DARK!

ERric. Very well, Sir!

PRrOF. I want everyone’s cooperation, now . . . do just what I say. . . .

Louise. (St scared) Please, Grandfather ... 1...1. ...

PROF. (Read this softly: even inflection) Quiet! Louise, there’s no turn-
ing back now . . . all hands are touching . . . every mind must have just
one thought . . . drive out all others . . . concentrate . . . think . . . who
plots my death? There are five of you here . . . one is guilty. Do not let
the will of that person tear down your own thoughts . . . concentrate!
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Topp. (Shaky) Really, Professor this . . . is . . . is

PROF. Quiet! Let there be no more interruptions. Concentrate . . . con-
centrate. . . . Who plots my death?

(Music up for just a moment. )

PROF. (Softly) If the spirit is in the table . . . kindly rise. (Pasuse)
Concentrate . . . all of you. Concentrate! (Pause) If the spirit is in the
table . . . kindly rise.

(Effect of heavy table thumping against floor: just once.)

PROF. Oh, spirit . . . I need your assistance . . . help me . . . help me
... Oh spirit . . . is my life in danger? If the answer is No knock twice.
If the answer is Yes . . . knock three times . . . (Pauses)

(Effect of heavy table thumping three times.)

CHARLES. (Gasps) Stop it! Stop it! I can’t stand any more of this! I'm
leaving!

PAUL. I've had enough. . . . Come on Jean. . .. Let’s go....

PROF. (Very stern) Quiet! Quiet! All of you! No one is to leave this
room. . . . Place your hands on the table again . . . and concentrate. . . .
Who plots against my life? Concentrate . . . think. . . . Oh, spirit I need
your help. . . . Do not leave us now . . . stay! You have told us that
the person who plans to kill me is in this room. Now tell us who it is.
I shall give the name of each person around this table. If the person I
name is guilty knock three times. . . . If innocent . . . knock twice . .
(Pause) . .. Oh, spirit. . . . Oh, spirit. . . . Does Charles plan to take
my life?

(Effect of heavy body falling on table . . . Louise screams. )

CAST. (Make noise)

CHARLES. What's wrong?

PAuL. Professor Brockman has been hurt.

Topp. Good Lord!

JEAN. Grandfather . . . turn on the lights somebody. . . . Hurry . . .
Hurry . . . Hurry

CHARLES. There they go now. . . . Look!

Tobp. Why ... Why . .. He’s been murdered! Quick, somebody . . .
call the police.

(Murder Music: Organ Bridge—Up and Out)

KENRAD. (Fading in) And so that's how it happened, ch? Professor
Brockman was murdered during the seance. (Paxse) Now, there’s one
very important question I want to ask. Were your hands touching those of
the person on either side of you . . . all during the seance?

CAsT. (Chorus of Yeas!)

SKEETS. Sounds plenty tough to me, Doc. The lights were out . . . the
doors were closed. No one could have slipped in from the hall without
attracting attention. . . .
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KENRAD. Wait a minute, Skeets. Where’s the dagger that was used to
kill Professor Brockman?

SKEETs. Over there, Doc . . . on the table!

KENRAD. Has anyone ever seen this dagger before?

JEAN. Why . .. Why . .. Yes! That dagger was grandfather’s. . . . He
had two of them just alike.

KENRAD. Where did he keep them, Miss Brockman?

JEAN. In the library.

KENRAD. Where the scance was held?

PauL. That’s right, Dr. Kenrad. The daggers were on the wall . . .
right behind where her Grandfather was sitting. About ten feet away.

KENRAD. Then it would have been very easy for the killer to take this
dagger from the wall . . . and plunge it into the back of your Grand-
father. . . . Skeets, go find the Butler and bring him in here. I have a few
questions to ask him.

SKEETs. Okay, Doc . . . I'll have him here in a jiffy.

KENRAD. Mr. Todd, you were Professor Brockman’s attorney. . . .
That’s right, isn't it?

TobD. Yes sir.

KENRAD. Are you named in his will?

Topp. Why . . . why, yes. You see, I've handled his business affairs
for a number of years . . . about ten I think. Professor Brockman and I
were good friends.

CHARLES. (Nasty) That's a lie! I happen to know that you and Grand-
father weren’t good friends.

KENRAD. How do you know this?

CHARLES. Well . . . about a week ago I came out here to see Grand-
father about a business matter. Eric never liked me and tried to put me
off. But I found out that Todd was in the library with Grandfather . . .
so I waited in the parlor across the hall. . .. I'd only been there a couple
of minutes when Grandfather yanked open the door of the library. . . .

(Sound: door opens)

PrOF. (Angry) Goon, Todd ... get out of here.

Topp. But, Professor Brockman.

ProF. No back talk . . . I won’t have it. I won’t stand for it, I tell you.

Toop. But. .. . But you haven’t let me explain. . ..

PrOF. No explanations necessary . . . goon . .. get out.

Topp. If you'd just calm down . . . and let me finish what I started to
tell you.

PrOF. I don’t want to hear the rest of it. I've made up my mind and
that’s that.

Topp. I think you're very foolish for doing this.
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PROF. Foolish, am I? Well, I don’t care what you think, Todd. Can’t
understand why I've kept you as my attorney so long. . . .

Topp. (Getting mad) And I can’t understand why I've handled your
business affairs so long, either. You're bull-headed. . . . You've got a
nasty disposition and . . .

PROF. (Wild) That's enough, Todd. Get out. And here’s something
to help you on your way.

Topp. I'll never forgive you for this, Brockman . . . and don’t forget
it.

KENRAD. (Fading in) Is that all that happened Mr. Brockman?

CHARLES. It's enough, isn't it. He actually kicked Mr. Todd. I had
guessed that Grandfather and Todd weren’t on good terms and that
proved it.

KENRAD. Mr. Todd, do you mind telling us what that conversation
was about?

Topp. Not at all. You see, Professor Brockman wanted to draw up a
new will. He had suddenly decided to disinherit Chatles.

KENRAD. Mr. Brockman, why did your Grandfather want your name
taken out of the will?

CHARLES. That's a personal matter—I refuse to answer.

Topp. (In fast) When I tried to talk Professor Brockman out of the
idea . . . he became angry. He opened the door of the library and . . .
finally . . . he kicked me out.

CHARLES. How are we to know you're telling the truth? Maybe it was
you he wanted to get out of the will. . .. This old shyster doesn’t deserve
any legacy.

KENRAD. Has that will been changed?

Topp. No, but I do know that he wanted to draw up a new one to-
night. . . . That’s why he asked me to come out here.

SKEETS. (Fading in) Here's the butler, Doc . . . Safe and sound.

KENRAD. Where did you find him, Skeets?

ERIC. (In fast) T was in the library, Doctor Kenrad . . . straightening
up the room.

KENRAD. Eric, I understand you were not mentioned in the will. Is
that right?

ERIC. Yes sir.

KENRAD. And you're the one who turned on the lights, aren’t you?
Well, where were you when Mrs. Brockman screamed?

ERric. Outside the door, Sir. I happened to be passing and . . .

CHARLES. I never trusted you, Eric. How do we know you weren't in
the room?

KENRAD. All right, Eric. . .. What do you have to say to that?
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Eric. Well, perhaps it is best that I tell this. Charles is right, Sir. I was
in the room during the seance.

KENRAD. But how did you manage to get back in the room after you
turned out the lights and closed the door to the library?

Eric. It was a simple matter, Doctor Kenrad. You see, I never left the
room! When Professor Brockman instructed me to turn out the lights and
leave I went to the door . . . opened it . . . and then took one last look
around. No one was watching me. Professor Brockman and his guests
were intensely interested in what they were doing. So I quickly snapped
out the lights . . . shut the door . . . just as if I had left the room. Then I
stayed near the door.

KENRAD. What was your purpose in remaining in the room, Eric?

Eric. I was concerned over Professor Brockman's safety. I wanted to
help if I could. I'm sorry I failed. . . . If I could only identify the person
who brushed against me as I . . .

KENRAD. What are you talking about, Eric?

Eric. When I ran to turn on the lights someone brushed against me.
I couldn’t tell whether it was a man or woman. The person didn't
actually touch me. . . . I just felt, or rather sensed their presence. And,
too, I could hear heavy breathing.

SKEETS. (Suddenly and surprised) So that’s who she is! Boy, oh boy!
Come here, Doc. I got something to tell you. . . .

CAST. (Mumble of conversation in background.)

SKEETS. (On mike) Look at her, Doc. Mrs. Brockman I mean. Take
another look at her face. Don’t you recognize the dame?

KENRAD. (On mike) All right, Skeets. . . . I give up. ... What's
this all about?

SKEETs. That gal’s name wAs Valeria Dean! Yeah, that's right . . . she
was on the stage once. That’s how I happened to know her. . . . I used
to cover the theatres in town for the paper. She used to be in a vaudeville
act.

KENRAD. Well, what’s so important about that, Skeets?

SKEETS. (Airy) Oh, nothing much, Doc. . . . She was just in a knife
throwin’ act, that’s all; nothing much, of course. . . .

KENRAD. M-m-m-m. Oh, Mrs. Brockman, I'd like to ask you a few
questions. . . .

Louisk. Sure, why not? What do you want to know?

KENRAD. Skeets tells me you were on the stage once. . . . You were
in a knife throwing act. Is that right?

Louisk. Oh, so that’s how it is, eh? Gonna try to pin this thing on me.
Nothing doing. I don’t know a thing about knife throwing.

KENRAD. Still, you had a chance to learn a few things about knives—
if you were in this act.
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Louisk. I swear it, Doctor Kenrad, I didn’t kill him—and please lay
off that stuff about my being a trouper. It’s caused Charles and I enough
trouble already. That's why the old man was going to take Charles’ name
out of the will. He found out that I was in vaudeville once. . . . Look, if
you really want to find out something . . . ask Jean and her boy friend
what they were talking about in this parlor a week ago today. . . .

JEAN. (Angry) How did you know about that?

Louise. That was the same day Todd got tossed out of the house.
Charles called me that afternoon and told me to come on out. His Grand-
father wanted to see me. When I got here Eric told me to wait in this
parlor. So I sat down in that big chair over there by the window. It was
kinda dark then and when Paul and Jean walked in they didn’t see
me. . . .

JEAN. (Fading in) Two thousand dollars. . . . That’s a lot of money,
Paul.

PAuL. T know it. . . and all for a gambling debt, too. I've got to raise
the money within two weeks. That’s all the time Cosset would give me.

JEAN. Oh, Paul . . . why don’t you give up gambling?

PauL. T can’t. . . well, not very well. It'’s good business for me to play
cards with my customers. You'd be surprised how much stock I've sold
during poker games. Yeah, that’s the way I keep my job at the brokerage
house.

JEAN. This gambling debt worries me, Paul. If I only had the money
Ird...

PauL. I know you haven't, Jean ... . so. ... Oh, what’s the use?

JEAN. Listen, Paul . . . I've got an idea. Go to grandfather and ask him
for a loan.

PAuL. So you think he’d do it?

JEAN. The only way to find out is to try, Paul. Go ahead and see him
...only...only...maybe you'd better not tell him why you need the
money.

PauL. Well, If you say so . .. I'll ask him this evening.

KENRAD. (Fading) Well . . . did you ask him for the loan, Paul?

PAaur. No . .. I decided it wouldn’t be . . . er . . . just the thing to do.
You know what I mean. Anyway it was just as well . . . because I ar-
ranged for a loan the next day—from one of my business associates.

KENRAD. I'see . .. well . . ., there’s just two more questions I want to
ask . . . and they’re about the seance: First—and I've asked this question
once before. . . . Were your hands touching those of the person on either
side of you all during the seance?

CasT: (Chorus of yeas.)

Topp. That is, all except the time when Charles broke down. But it was
only a few seconds that our hands weren’t touching. I remember because
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I had trouble finding the little finger of the person next to me.

KENRAD. And my second question is this! Were you all seated when
Eric turned the lights on.

CHARLES. I can answer for the rest. . . . I was the only person who was
not standing. And I couldn’t get up because Grandfather’s body had
pinned my hands to the table top. The others were standing by their chairs
when Eric turned on the lights.

KENRAD. That settles it! I know now who killed Professor Brockman
... and I know how it was done.

ANNOUNCER. Do you know who killed Professor Brockman, how it
was done . . . and the motive? All the clues have been given. To help you
here are the names of the persons involved.

Professor Brockman .Brockman ........ The Grandfather

Charles ........... Charles ........... The Grandson

Louise ............ Louise ............ Charles’ wife

Jean ............. Jean ... ..., The Granddaughter

Paul ............. Paul ............. Jean’s Fiance

Todd ............ Todd ............ Professor Brockman’s
lawyer

Eric.............. Eric.............. The Butler

ANNOUNCER. Pay careful attention to the rules you must follow to
be eligible to win one of the ten complete sets of Ken-Rad Radio Tubes,
given away each week for the ten solutions which, in the opinion of
the judges, is considered to be most logical and reasonable. Here are the
rules. Write on one side of the paper only. Use no more than one
hundred words. Tell us first, which person or persons committed the
crime; second, how it was done; third, the motive. All solutions must
bear the name and address of your radio tube dealer. Be sure to give your
own name and address. Then mail your solution to Dr. Kenrad, spelled
KENRAD, in care of this station. Only letters addressed in this
manner may be considered by the judges. Don’t send mail to Owens-
boro, Kentucky. Solutions to tonight’s mystery must reach this station
no later than Friday noon, February 12th. Those who send in solutions
which approach the correct solution but which are not perfect enough to
be included among the prize winners, will receive Honorable Mention
Coupons. These are redeemable for a complete set of Ken-Rad Radio
Tubes as specified on the coupon. This offer is good only in the United
States. The judges’ decisions are final.

Today—Valentine’s Day—We ask you to pause to consider whether
your radio tubes have been inspected in the last year. When you stop to
think of the many fine programs you hear over your radio—the excellent
music—the funny gags, surely it’s worth your while to install depend-
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able Ken-Rad Radio Tubes. They give perfect radio reception and more
radio pleasure. Go to your nearest Ken-Rad Dealer for free tube inspection
service.

Now then, here are the winners of last week’s mystery, each of whom
is to receive a complete set of Ken-Rad Radio Tubes. (Names of winners)
Congratulations! Clearer and more dependable radio reception will cer-
tainly be yours with genuine Ken-Rad Radio Tubes. (Organ: “0ld
Kentucky Home.” Voice—soften for ann.) The Ken-Rad Corporation
invites you to listen to the next Ken-Rad Unsolved Mystery to be pre-
sented from this station next Sunday evening at 10:30 o'clock E.S.T.,
together with the solution and names of the ten prize winners for the
mystety which you have just heard. These Unsolved Mysteries are pre-
sented by the Ken-Rad Tube and Lamp Corporation of Owensboro,
Kentucky, Manufacturers of Ken-Rad glass or genuine all metal Radio
Tubes . . . and Ken-Rad Incandescent Electric Lamps for all home and
commercial lighting. These American made lamps combine proper light-
ing with real economy.

(Organ up and out.)
(Station cue.)

KENRAD UNSOLVED MYSTERIES

Client: Ken-Rad Tube and Lamp Corp. Day: Sunday
Date: Feb. 14 Time: 10:30 P.M.
Theme: Voice (up and fade for)

ANNOUNCER. You are listening to lovely Eleanor Moore—The Voice
of Ken-Rad—Bringing you the 215th in a series of Unsolved Mysteries
presented for your entertainment by the Ken-Rad Tube and Lamp Cor-
poration of Owensboro, Kentucky, Manufacturers of Ken-Rad glass or
genuine all-metal Radio Tubes. . . . And Ken-Rad Electric Light Bulbs.
Install Ken-Rad Radio Tubes in your radio receiver . . . then you can be
sure of perfect radio reception. Now, here is Dr. Kenrad ready to give
you the solution to last week’s mystery No. 214. Dr. Kenrad

KENRAD. Good evening, ladies and gentlemen. Last week, you’ll re-
member, we were faced with the problem of solving the murder of Pro-
fessor Brockman. An eccentric old gentleman who was killed during a
seance held at his home. . . . Brockman Manor.

ANNOUNCER. I must say it was an #nusual murder, Dr. Kenrad.

KENRAD. That’s true. The room where the seance was held was com-
pletely darkened. And each person at the table had his hands flat on the
table . . . all hands were touching.

ANNOUNCER. Well then . . . from that it would seem as if no one
at the table could possibly have committed the murder. If one of them
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had tried to leave the table those sitting on either side would have im-
mediately noticed it.

KEeNRAD. There was one other person in the room who was not in-
cluded in the seance . . . it was Eric, the butler.

ANNOUNCER. That’s your man, Dr. Kenrad. He was the only person
who could have killed Professor Brockman.

KENRAD. I'll admit that Eric is the logical suspect; however, he did
not kill Professor Brockman. And there’s several reasons why. One of
them is that Eric had no motive.

ANNOUNCER. Then the murderer was seated at the table. Was it the
grandson . . . Charles Brockman?

KENRAD. True enough Charles did have a motive, but he didn’t com-
mit the murder. When Professor Brockman was stabbed in the back he
fell forward pinning the hands of his grandson against the top of the
table.

ANNOUNCER. Well, that leaves Mr. Todd, the lawyer . . . Jean Brock-
man, the granddaughter . . . Paul, her fiance . . . and Louise Brockman,
Charles’ wife. I don't believe either of the two women killed Professor
Brockman.,

KENRAD. What makes you think that?

ANNOUNCER. There was no evidence to indicate that they were guilty.
And too, neither one had a motive.

KENRAD. Right again! However, for a while I suspected Louise Brock-
man because . . .

ANNOUNCER. Doctor Kenrad, who murdered Professor Brockman?
The only two left are Mr. Todd, the lawyer, but he didn’t leave the table
during the seance . .. and Paul Crocker, Jean’s fiance. And there is nothing
to indicate that . . .

KENRAD. On the contrary there is considerable evidence. And all point-
ing to Paul Crocker. . . .

ANNOUNCER, So Paul was the one! What led you to suspect him, Dr.
Kenrad?

KENRAD, Well, the first thing that made me suspicious was his know]-
edge of exactly where the daggers were placed on the wall. He even gave
me the exact distance between Professor Brockman’s chair and the
wall. . ..

ANNOUNCER. What else?

KENRAD. You remember, after Louise screamed, Charles asked
“What's wrong?” Paul answered by saying “‘Professor Brockman has
been hurt.” He answered before the lights were turned on. . . . So, how
was he to know what had happened, let alone whether anyone had been
hurt?
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ANNOUNCER. Briefly then . . . Paul jumped the gun . . . he spoke too
soon. But how did Paul get away from the table? All hands touching
throughout the seance.

KENRAD. There was just one time when their hands were not touching,
when Charles broke down. Paul, you remember, pushed back his chair
and stood up. He never sat down again.

ANNOUNCER. It seems as if Jean and Mr. Todd would have missed
him.

KENRAD. The music and excitement covered up his leaving the table.

ANNOUNCER. I can understand that . . . still it seems as if they would
have noticed that his hands weren't touching theirs.

KENRAD. It was noticed by Mr. Todd . . . remember when he said
"I had trouble finding the little finger of the person next to me,” Paul was
the one who was supposed to be next to Todd.

ANNOUNCER. Then Todd wasn’t touching Paul’s hand? . . , He was
touching Jean Brockman’s instead.

KENRAD. That’s right. Todd didn’t know the difference. No one could
tell whether the person next to him was a man or woman since the room
was completely darkened and only their little fingers were touching.

ANNOUNCER. And the motive, Dr. Kenrad?

KENRAD. Money! According to the Professor’s will a large part of the
estate was to go to Jean Brockman. And as her husband, Paul would have
had no more financial worries.

ANNOUNCER. That reminds me . . . what about Paul’s gambling debt?
Does that have any connection with the case?

KENRAD. Yes, that helped some. It made me suspicious of Paul when
I found out he was going to borrow from Jean’s grandfather, then
changed his mind. You see, he was the one who planned to kill the
Professor but didn’t want to leave any evidence such as a note.

ANNOUNCER. Thank you, Dr. Kenrad. Ladies and Gentlemen. . . .
Now we listen to a number sung by the Voice of KenRad.

(Voice)

ULTRA-VIOLET
Episodes Seven and Eight
ULTIMATE SOLUTION SERIAL

The ultimate solution serial, Ultra-Violet, was written by a free-lance
writer, Fran Striker, of Buffalo, N.Y., and sent out to radio stations to
be used by station casts. The privilege of performing it was secured by
the payment of royalty to the author. This method of marketing a script
is especially interesting when compared with the advertising method em-
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ployed by the Startling Detective Adventures Magazine, one of whose
scripts appears in this volume as an adaptation. The method of sending
out scripts both as a marketing method and an advertising device has
now given way to transcription distribution; the plays are transcribed
electrically and thereby made available to stations which cannot afford to
employ casts.

The two final episodes of this ultimate solution serial are included here
to demonstrate not only how an ultimate solution serial is concluded, but
how the transition from episode to episode can be made. Permission for
publication kindly given by the author.

ULTRA-VIOLET
Episode Seven
1. Signature. .

(Open mike on theme and fade under opening announcement. )

This is episode seven of the mystery serial “Ultra-Violet.” Next week
will conclude this baffling mystery that held the Thousand Islands and
the surrounding country in terror for many days. The sequence of events
that lead to the present situation is as follows:

Many years ago, Ebenezer Holt, then a young man and a New York
millionaire began to build the now famous Holt Castle on one of the
Thousand Islands. He had been married to a Nina Kelsey, who lived
with him only a short time, due to his cruelty to her, and he married the
second time. His second marriage was to Nina Kelsey's sister. Some years
later, the second Mrs. Holt found that her marriage was not legal be-
cause Holt had never been divorced and she arranged for Holt to think
that she and her young son were drowned at sea. In his grief, Holt
stopped construction of his Castle.

Ten years elapsed, with the castle incomplete and unoccupied.

Grace Haskell, the daughter of an aged scientist and explorer and her
fiance, Jack Oakley, noticed a strange pillar of violet light near the Holt
Castle one night. Next day the second Mrs. Holt was found there dead,
and her sister Nina Kelsey was on the verge of a nervous collapse. She
claimed that a pillar of violet light appeared and touched Mrs. Holt,
whereupon she dropped to the floor dead. The presence of the ladies in
the empty castle was unexplained.

Grace Haskell’s father takes Nina Kelsey to his home on the main-
land and Holt comes up from New York to find his first wife there and
to learn that the girl Grace Haskell is in reality his and his first wife’s
daughter, a fact which George Haskell tried to conceal, because he had
raised Grace as his own and did not want her happiness ruined by the
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Holt fortune. Hank Murphy, the detective on the case strongly suspects
George Haskell of the murder and the fact that Haskell has solved the
secret of invisibility with the violet ray of light makes the suspicion even
more certain.

The ray appears frequently in the Haskell home and Nina Kelsey is
killed by it. Grace is abducted and rescued and later wounded by a re-
volver shot, and the life of Holt and Haskell as well as Grace is threat-
ened by the man in the ray, because they are said to have knowledge that
stands in the way of the success of the unknown project of the Ray.

Bog, an aborigine servant, whom Haskell has brought from the jungles
is found dead, and when a man posing as Bog in a household is captured
he proves to be Duncan, a New York detective and a friend of Holt. We
have Hank Murphy the detective, Haskell the scientist and foster father
of Grace, Grace herself, and her real father, Eben Holt, and Jack Oakley
in the house with Duncan the detective from New York, as the Violet
Ray appears to carry out its threat to murder all those who know the true
identity of Nina Kelsey. The weird high pitched hum of the ray signifies
its presence and Grace screams as Jack rushes into the room and dives
headlong, arms outstretched at the base of the pillar of Violet Light.

(a) Sound of Ray
(b) Crash of furniture and general shouts of help

HoLt. Jack . . . Jack. ...

Jack. T'll stop that damnable Ray. . . .

GRACE. (Scream) Oh, Jack . .. Jack ... Daddy. . . .

DuNcAN. Get out of the way. . ..

(b) Faurther crashing of furniture

GRACE. Look, it is a man. . .,

HoLt. The Violet. . . .

DuncaN. Stop him . . . catch him . . . he’s getting away. . . .

(c) Sound of struggle and ad lib grunts

Jack. He's getting away from me . . . catch him. . . stop him . . . he's
away. . ..

GRACE. Through that door. . . .

DUNCAN. Hj, . . . you police, . . . stop that man! . . .

GRACE. Jack, . . . Jack, are you hurt? . . . Jack!

Jack. I'm alright . . . but that man . . . he’ll get away.

DuncaN. Come on, after him . . . get Hank Murphy and Haskell.

HASKELL. What is this? . . . Jack ... What is it? . . . T heard the noise.

GRACE. Daddy . . . Daddy . . . Jack dove at the Violet Ray. . . . He
dove at it.

Jack. I threw theman ... T... I guess it smashed his Violet Ray ma-
chine . . . the light went out. . . .

HaskEeLL. Jack did you . . . did you. .



24 RADIO CONTINUITY TYPES

DuNcAN. The light went out . . . and a man jumped to his feet. . ..

HaskeLL. He'll get away . . . get after him. . ..

HANK. Say ... Jack ... Jack ... what’s all the commotion . . . what's
the matter? . . .

DuNCcAN. Hurry, Murphy. . . we must get after that man.

Jack. He had a hood . . . it covered his whole head. . ...

GRACE. His eyes, oh those eyes .. . 1 ... Isaw them . ..they... he
had .. . he had slits in his hood. . . .

HANK. Which way did he go? . ..

GRACE. Out that door. . . .

Jack. Hurty, we can catch him. . ..

DuNcaN. The police will stop him out there anyway . . . T guess
Haskell ...

HoLt. Come, hurry. . ..

DUNCAN. I guess Haskell . . . your troubles are over. . ..

HASKELL. I can’t believe it. . . .

Jack. Will you please hurry. . . .

HANK. I still would like to know Haskell’s connection with this man.

HASKELL. I tell you, Murphy, . . . there is no connection.

HANK. Alright . . . alright, . . . but if we don’t catch him, there’ll be
some explaining for you to do, Haskell. . ..

Jack. We will catch him, if you'll hurry a bit.

2. Interlude . .. fast

GRACE. Jack . . . wait, talk to me. . . .
JACK. Yes, dear, . . . I want to talk to you. . ..
GRACE. Did you just get back?

JACK. Yes. . ..

GRACE. This is the first time we've had a chance to talk together in
ages. . . .

Jack. I know it, Grace, ... T... L ...

GRACE. Jack, I know how you feel . . . after hearing about my . . .

real father.

JACk. It’s sort of a blow to me, Grace. . ..

GRACE. But Jack, please dear, . . . don’t let the fact that I am sup-
posedly the heiress to the Holt fortune . .. come between us.

Jack. It will, though, Grace; when this thing is straightened out, you'll
be moving to New York . . . you'll be meeting wealthy people, moving
in a different crowd, and, oh, everything will change.

GRACE. No, Jack, . . . I'll not leave this house. Daddy Haskell has been
the only father I've known. Eben Holt means nothing to me . . . he never
will. I'll not touch a cent of his money.
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JACK. You say that now, Grace, . . . but it will change, it's bound to.
Can'’t you see, dear girl . . . I'm in no position to marry you now, you're
rich. . .. I'm just a reporter on a small Utica paper.

GRACE. Silly boy. Forget that. . . . Did you catch that man?

Jack. No, the rest of the men are still searching. The footprints that
we found just outside the door disappeared and that’s the last trace we
had of him. . ..

GRACE. I nearly died when you dove at that ray, and then when the
ray toppled over . . . it . . . the machinery or whatever it was must have
been broken . . . and I saw that man . . . with a hood over his head. . ..

JAck. It startled me so, I couldn’t hang onto him. . ..

GRACE. And when he ran. . . . Oh, Jack, . ..I...I was sure that he
killed you, or at least hurt you badly. . . .

Jack. No, I have a lot of faith in Duncan tiough. . ..

GRACE. Mr. Holt’s detective?

JACK. Yes, and it was blamed clever of him to disguise himself as Bog
the way he did. . . .

GRACE. Jack . . . do you think that Daddy Haskell. . . .

JAck. My dear Grace . . . everything points to the fact that Mr. Haskell
is involved in the thing. He wanted to keep it a secret that you were
Eben Holt's daughter. . . . He is the only man we know of that could
produce that ray. He killed Mrs. Holt because she knew the secret of your
birth . . . and then Nina Kelsey.

GRACE. But, Jack, . .. it isn't Daddy ... I know itisn’t . . . it can’t
be . .. it just can’t.

JAck. Don’t get excited, dearest. . . . I'm trying to prove that it can’t
... but it looks bad.

GRACE.Oh,no...no...no... Jack....

JACK. We will have to find the real murderer. I'm being frank with
you Grace . . . we will have to find the real murderer or I'm afraid that
your father will be held and tried. . ..

GRACE. You . . . you mean Daddy Haskell . .. ? Oh Jack . . . it can’t
be. ...

Jack. It is though, dear.

GRACE. But the Ultra Violet Ray man said that he would kill me and
Daddy too. . . .

JACK. Yes, but the men, even Holt and Duncan feel that it was just
bluff to avert suspicion.

GRACE. Jack . . . you . . . you must find that murderer . . . save my
father . . . my well, Daddy Haskell. . . . I can’t think of him as anything
but my father . . . save him . .. Jack . . . you're the only man on earth

that I trust now. . ..
JAck. Sleep, dear . . . you need it. . ..
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(d) Door opens

HANK. Hello. . . .

JACK. Oh, hello, Hank . . . bring the men in the next room and let
Grace try to take a nap. . . .

Hank. O.K.

Hovrt. That fiend ... he.. . he. ...

DuncaN. Hold everything, Holt, wait until we get where we won't
disturb Grace. . . .

GRACE. That’s all right . . . please. . . .

HaskEeLL. Come out in the back of the house. . . .

Jack. Find anything? . . .

HANK. No, blast it . . . if it were only daylight. . . .

HASKELL. That man . . . Jack . . . how in the world did he get away
from the police? I thought they had the house surrounded.

Jack. I don’t know. . . . The man is supernatural. . . .

HANK. In my mind, the man is still in the house. . . .

HoLT. But the police lieutenant said that he saw someone rush for the
edge of the water . . . but the man was too fast . . . he couldn’t catch
him. ...

JAck. That's probably how he got away . . . were there any footprints
down that way?

HANK. No . . . I looked all over there and so did Duncan. . . .

DuNcAN. If you gentlemen will excuse me I shall retire. . . .

HASKELL. But . . . but, Duncan . . . aren’t you going to even give us
an opinion? . . .

DUNCAN. There are far too many opinions here already. . . .

HANK. I still think, Holt, that we’ll do well to watch Haskell.

HAsKELL. Murphy . . . aren’t you convinced yet . . . that I'm not in on
this? . ..

HANK. Listen, Haskell . . . I like you . . . I like Grace . . . and Jack
here is my best friend. . . . This is the first real important case I've ever
been on, and I'm not missing any chances. I thought I had the man
before, but Duncan spoiled that for me. Don’'t feel offended at me,
Haskell . . . I want to solve this thing . . . that’s all. . . .

DuncAN. Good night, Gentlemen. . . .

HASKELL. (Sound broken) Good night . . . Duncan. . . .

(e) Door closes

HANK. Well, Haskell, . . . will you talk, or shall I call in the police?

HAskeLL. But I. . . I've nothing to say. . . .

HaNk. Well, call them in, Holt. . . .

JACK. Wait a minute . . . how much do any of you men know about
Duncan?

HoLt. He's absolutely beyond and above reproach. I've known him in
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New York . . . that's why I wired for him. He’s solved some of the big-
gest mysteries of all time.

HASKELL. Say . .. Holt . .. Hank . . . How do we know that this man
is the real Eben Holt?

HANK. What?

JACK. Say. . . .

HoLT. I'm surprised that you didn’t question my identity before, but
you may put your minds at rest . . . I am Eben Holt, and if you doubt it to
the extent of making an arrest, I shall produce my proof at the right time
to make it unpleasant for you.

HaskELL. Well, Holt, you needn’t be so offended . . . we're all under
suspicion . . . anything might develop. . ..

HANK. You get those proofs, Holt, because you’ll need ‘em.

(f) Phone bell rings

HAskELL. The phone. . . .

HANK. I'll get it, I'm in charge here. Hello. . .. What . . . oh yea, . . .
yeah, ... alright. ... Fine. .. fine . . . that’s great—tomorrow morning
first thing. What? . . . tonight? . . . Oh ... well ... no, can’t doit . . .
oh, alright. Here, Holt, . . . it’s your carpenter, the man that’s in charge of
tearing down the room in the cellar of your castle.

HoLt. Thank you. Hello . . . what . . . is it right? . . . He . .. Yes
...verywell. . ..

HANK. Not going tonight, are you? . ..

HoLt. At once. Haskell . . . you get Duncan back here. . ..

HANK. Haskell is going to stay right here, I'm going to see that he
does. That's why I wanted to wait until morning. . . .

HoLt. Very well then . . . you can stay here with him. . . . Jack . ..
the men have been working tonight to finish tearing out that room where
the Ray confined Grace in the castle. They've found a trap door in the
floor and insist that we come right over. . ..

Jack. I'll get Duncan. . . .

HANK. Are you sure that call was bona fide?

HoLt. Of course: why not?

HANK. It might be a trick to get us out of the house. . ..

HoLt. I know the man’s voice. . . .

Jack. You stay here and guard, Hank. . ..

HANK. I'll keep Haskell with me too . . . you can bet on that.

3. Interlude . .. Mysterioso

(Have conversation sound bare and empty)
Jack. Here, Holt. . . .
HoLT. Get that light, Duncan . . . now let’s see . . . here, turn it over
this way. . ..
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DuNCcAN. Is this where the vault was? . ..

JACK. Yes . . . look right over your head. . . .

DUNCAN. Wait . . . I'll shoot the light up there. . . .

HoLt. That opening you see goes right through to the tower room.

JAck. The wall was right across here. The only way I could get into
this room to take Grace out was by climbing down that opening.

DuUNCAN. Why was that opening put in the building, Holt? . . .

HowLt. This was to be a wine room, that was for ventilation. You see
there are no windows or doors . . . for some reason. The door that should
have been in the wall was torn down and sealed.

DuUNCAN. I see. . . .

JAck. But there must have been some way of getting into this room.
Grace was brought here. . . .

DuncaN. We'll look down in this room below here that the workmen
found.

Jack. T couldn’t see that trap door in the floor before; it was too
dark. . ..

HoLt. Throw back that cover, Jack. . ..

JAck. Alright . . . here we go. ...

(f) Sound of lid falling back

DUNCAN. Stairs here. . . .

JAack. Hold the light . . . I'll go first. . . .

HoLT. Get your gun ready. . ..

JAcK. Yes ... why ... why. .. say bring the light closer, Duncan.

HoLT. I never knew there was room here below the cellar. . . .

DuUNCAN. Look at this . . . it’s a complete laboratory. . . .

JAck. Chemical and electrical, . . . WHAT Is THIs, HOLT?

HoLT. You know as much about it as I do. . ..

DuNCAN. Some mighty fine equipment here. . . . Look at that switch-
board, batteries, coil, meters. . . .

JAck. Why this is more elaborate than Haskell's. . . .

HoLT. And a complete reference library. . . .

Jack. Doesn’t seem to have any notes or papers here, though. . . .

HoLt. Look, Duncan has found some letters and envelopes. . . .

JAck. What are those, Duncan? . . .

DuUNCcAN. Bills from supply houses . . . equipment and things . . .
catalogs . . . I haven’t found any letters yet. . . .

JAck. Who are they addressed to? . . .

DuUNCcAN. They are all addressed to Eben Holt . . . in New York
City.

HoLTt. What's that? . . . My mail? .. . No, no, ... Itcan’t be. . . .

DuncaN. See for yourself, Holt. . . .
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HoLt. It's a mistake, I haven’t seen any of that stuff before in my
life. . ..

JACk. That's pretty funny, Holt, . . . I never knew that you were a
dabbler in science. . . .

HoLT. I'm not, I tell you. . ..

DuNCcAN. Here's a funny thing too. . . .

JACK. What's that? . . .

DUNCAN. It's a wedding ring . . . lying right here on the top of this
bench.

HoOLT. Let me see it. Why, why THIS Is THE RING I GAVE TO MY SEC-
OND WIFE . . . THE SISTER OF NINA KELSEY.

Jack. Itis? . . .

HoLT. Yes, . . . and here is the date of the wedding, . . . and our ini-
tials.

JACK. You should know where the lights are in this place.

HoLt. I didn’t know there were any lights. . . .

JACK. Alright . . . we can get along in the dark then. . ..

(g) Crash of glass

DUNCAN. Ouch ... 0b...SAY...SAY...TI'VE TIPPED OVER AN ACID
BOTTLE ... MY HANDS . . . MY HANDS,

Hovrt. (Tinkle glass) HERE . . . HERE POUR THIS ON THEM . . . IT'S
AMMONIA. . . .

JAck. What's that? . . .

DuNCAN. Never mind, Holt. . . . I didn’t get any of that on my hand.
But isn't it strange that in the light of this flashlight. . . .

Hovrt. What do you mean?

JAck. Never mind, Holt. . . . I guess you tipped your hand, for a man
that knows nothing of chemistry or science, you didn’t have to ask what
to use to counteract an acid burn . . . and YOU KNEW JUST WHERE TO
REACH FOR THAT BOTTLE OF AMMONIA. . ..

HoLt. I...1... just happened to notice it . . . that'sall. I...TId
read someplace that it was a counter-irritant . . . it flashed through my
mind.

DuUNCAN. Peculiar . . . isn't it? . ..

HoLT. Duncan, you fool . . . are you trying to put this thing on me? . . .
I'm hiring you and I'm paying your salary. . . .

DUNCAN. I'm not trying to implicate anybody. . . . I'm just simply
trying to find out who is responsible for all this mystery . . . trying to get
the true facts, that's all. . . .

JAck. (In distance) Say .. . look . .. I've found a tunnel of some
sort. . . .

HoLT. A tunnel? . ..
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Jack. (Distant) Yes . .. come here and see it. . . .

DuNcaN. We'll follow it to the end. It’s either an entrance or an exit
of some sort. . ..

Jack. If you'd ask me I'd say it went right through to the outside of
the building. . . .

DUNCAN. It does . . . you'll find that it will lead us right to edge of the
water. . . .

4. Interlude . . . Straight

Jack. Whew . . . I for one am mighty glad to get back to Haskell's.
I'm half frozen. . ..

HoLt. I'm pretty cold myself, and I'm dead tired. . . .

DuNCAN. Gets pretty cool up here at night. Soon be daylight, though.

Jack. 1 guess everything has been quiet here. I don’t see any signs
of trouble. Did the police have anything to report, Duncan?

DuncaN. No. I checked up with them. There hasn’t been a thing
here.

HoLT. Have you Haskell’s key to the house, Jack? . ..

JAck. Yes. ...

(h) Sound of key in lock

Jack. There we are .. . in you go. . ..

DUNCAN. As I see it, Holt, it's you and Haskell that will come in
for some mighty close questioning.

HoLT. That's foolish, Duncan. I'll discharge you for this. . . .

DuNCcAN. Now wait a minute, Holt. It's really the government that
I'm working for, you know . . . not you . . . and I don’t give a hang
whom I involve . . . this thing is going to be cleared up.

Jack. Do you know, Duncan, that of all the people involved, there
are only two that either you or Hank haven’t under suspicion? . . .

DUNCAN. As far as I know, the whole crowd of you may be guilty,
but you don’t look like it, Oakley. . . .

Jack. Thanks. . . .

DuNCcAN. And that dumb dick, Hank Murphy, he’s out. . . .

HoLt. Why do you say he’s out? . . .

DuNcAN. I know Murphy. He’s the dumbest cop that ever existed.
He's been in the service for years and never yet made an arrest.

Jack. You know him pretty well then. . . .

DUuUNCAN. As well as I'd know my own brother. He'd like to haul in
someone on this case, that’s why he’s so anxious to third degree Haskell.

GRACE. (Shouting in distance) Help . . . help!

JAack. That’s Grace . . . where are you? . . .

HoLr. Bring the flashlight, Duncan. . . .

Jack. She sounded as if she were over this way. . . .
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GRACE. (Nearer) Help . .. Jack .. . help!. ..

DuNcaN. Good night . . . more trouble. . . .

Hovt. Hurry. . . .

JACK. Here she is . . . Grace, what . . . why . . . you've been tied. . . .
tied.. ..

GRACE. Oh, Jack . .. at last . . . you're here. . . .

JAck. Give me a knife, Duncan, . . . are you alright, dear? . . .

GRACE. Yes, but, Jack, . . . I've been tied for ages ... I.. .1 thought
you'd never come. . . .

Jack. Come dear . . . you're alright. Where is Mr. Haskell? . . .

GRACE. I don’t know . . . I. .. I'm afraid . . . I'm afraid he’s been
hurt.

DuNcaAN. Who did this, Grace? . . .

JAck. There now, let me rub your wrists. Those ropes were tight.

DuNcaN. Who did it? . . .

GRACE. A...aman.. ..

JAck. The man in that violet? . . .

GRACE. No . . . another man . . . I guess. . . . He grabbed me while I
was sleeping . . . all I could see was . . . a. .. a black hood over his
head ...and ... two holes. . . his eyes shone through. . . .

DuNCcAN. And then what? . ..

GRACE. | must have fainted . . . I came to . . . and I couldn’t hear a
sound . . . until I heard you come in.

Hovrt. Hum-m-m, I rather think that lets me out of it, Duncan.

DuNCAN. It lets no one out, Holt. It probably signifies the presence
of a confederate.

JAck. Grace, listen to me. . . .

GRACE. My wrists hurt. . . .

JAck. Listen dear . . . where is Hank Murphy? . . .

GRACE. I don’t know ... I ... heard him shout for help . .. that's
all . .. just before I fainted. Look in the laboratory, Jack dear . . . that’s
where Daddy was working last . . . he was trying to . . . to build another
machine. . . .

DuncaN. The lab? . . .

JACK. (Voice fading) Come on, we'll go there. You stay right here
for a while, Grace . . . get your blood circulating again.

Hovr. I'll go with you, Jack. ...

JAck. Yes, and Duncan had better go too. . . .

(1) Start sound of ray, sofily

JAck. Listen . . . what's that? . . .

(Few seconds pause for sound to be heard )

DuNcaN. It’s that Ray. . ..
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Jack. Listen, Holt, you go back and stay by Grace . . . go and watch
her. . ..

Hovrt. But I should be with. . ..

DUNCAN. Please do as Oakley says, Holt. That girl shouldn’t be left
alone in there.

HoLT. Very well. .

JAack. That noise is commg from Haskell's laboratory . probably
Haskell himself, he's been experimenting a lot on Ultra- Vrolet

(j) Rattle lock

DUNCAN. The door is locked . . . from the inside. . . .

JAck. We've got to get in there. . ..

DUNCAN. (Sbouting) OPEN THAT DOOR. .

JAcK. Try it again. .

DuNCAN. (Rattle lock) Open this door or I'll shoot the lock off.

JAck. No answer . . . if that were Haskell . . . he’d answer.

DuNCcAN. Shoot it. cee

JAck. Stand back. .

(k) Gun Shot
DUNCAN. That’s the stuff, swing her back. . ..
(1) Sound of Ray louder . . . normal

DuNCcAN. There it is. . . .

JAcK. Well . .. Mr. Haskell . . . you've got it working, have you? oc

DUNCAN. Is that Haskell . . . in the pillar of light? .

Jack. Yes, of course . . he showed us how it worked on a dog
before. . . .

DUNCAN. Speak to us, Haskell. . . .

JAck. Might be hard for him to hear. . . . Speak to us, Mr. Haskell.

DUNCAN. Can a man inside of that light hear? . . .

Jack. I don’t know . . . perhaps he can’t. . ..

GRACE. (Approaching) Jack . .. Jack. ..

JAack. Grace: Stay where you were. . . .

GRACE. (Now normal) 1 don’t want to stay there alone, Jack . . . I

.. oh (Fright) Look . ..there . .. in the corner. ...

Jack. I think it's probably your father with his experiment, Grace . . .
he probably can’t hear us . . . and he might be facing away from us. He
might not even know that we're here.

GRACE. Oh, . . . Daddy.

DuNCcAN. Look here, Grace, . . . didn’t you see Mr. Holt? . . .

GRACE. Mr. Holt. . . . No. . .. Why? ..

JACK. YOU DIDN'T SEE HIM? . .

GRACE. No. . . .

Jack. Why, he went back to stay with you. . .,
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GRACE. I didn’t see him. . . .
DuNcaN. Haskell . . . Haskell . . . speak to us. . . .

GRACE. The ray is moving to the door, Jack . . . moving closer all
the time. .

JAack. Haskell . . . Haskell . . . is that you? .

GRACE. Jack . . . make it stop . . . make it stop.

DuNcaN. This is the real Ultra Violet Ray . . . it tied Grace to get
in here . . . it has probably killed Haskell and Murphy. I see it all

now. . ..
JAack. What? . . .
GRACE. The Real . .. Daddy . . . Dear. . . .

DUNCAN. Get back in that corner . . . or I'll fire . . .and this gun has
no blanks in it. . ..

JACK. You mean, Duncan, . . . that it came here, to this lab . . . and
repaired its apparatus? . . .
DUNCAN. Yes . .. get back there . . . You. . ..
8

GRACE. Jack ... turn on that light . . . that switch on the wall . . . it
is Daddy’s new power ray . . . he told me of it.

DuUNCAN. Back you . . . back . . . what do you mean, Grace?

GRACE. It may pierce the Ultra-Violet . . . try it. . ..

DuncaN. Throw on the switch, Jack . . . and hurry . . . get back in
the corner you . . . we'll see you . . . in a minute. . . .

Jack. This switch? Grace . . . here it goes.

(m) Crackling sound and stop ray
GRACE. (Scream) It is the man in the hood. . . .

JACK. Keep him covered, Duncan . . . keep him covered . . . he’s
tricky.

DUNCAN. I've got him . . . one move, mister, and you're dead . . .
keep you hands high. . . .

GRACE. (Hysteria) Jack . .. Jack ... goaway ... run dear. .. run

for your life.
Jack. Control yourself, Grace.
DUNCAN. Tear off the hood, Jack . . . we'll see who this bozo is. . . .
JAck. Wait . .. Grace. . . . Get out of here . . . leave the room. . . .
GRACE. No, No, No. ... I won't go away. . . .
Jack. Duncan . . . I can hardly do this.
DunNcaAN. Tear off that hood . . . and hurry . . . hands up you. . . .
Jack. Holt or Haskell; . . . or who?
DuUNCAN. Grace, stand back, he might have a gun. . ..
Jack. My Heavens . .. You? . ..
GRACE. (Scream) Oh ... Oh ... Oh.. ..
Theme
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Who stood revealed, when Jack tore the hood away? Next week at
the same hour we will present the concluding episode in the mystery
serial Ultra Violet. Everything will be finished next weck. All will be
explained.

Episode Eight
1. Signature. . . .

(Open mike on theme and fade under the following announcement.)

This is the last episode in the mystery serial "Ultra-Violet.” Tonight's
story will solve all the details of the startling events that baffled the
residents of the Thousand Islands and Alexandria Bay.

The Holt Castle, on one of the Thousand Islands, was built ten years
ago by Ebenezer Holt, but was never completed. Holt ordered that work
on it be stopped when he heard that his wife and son had been drowned
at sea. This woman was Holt’s second wife, but his marriage to her
was not legal because he had overlooked getting a divorce from his
first wife, who was the sister of the second Mrs. Holt.

Grace Haskell and her fiance, Jack Oakley, noticed a strange violet
light in the castle one night, and the next day a woman was found there,
dead, who proved to be the woman who was thought to have been
drowned. With her, as witness to the killing, was Nina Kelsey, Holt's
first wife and the sister of the murdered woman.

Grace Haskell’s father takes the woman, Nina Kelsey, to his home
on the mainland and Holt comes on from New York. We found that
Grace Haskell is in reality the daughter of Eben Holt and his true wife
Nina Kelsey and that she had been adopted by George Haskell as a
baby.

The Ray appears in the Haskell home and kills Nina Kelsey, and
threatens the lives of all the others. Hank Murphy and Duncan are the
detectives working on the case. The Ray appears again and Jack Oakley
tackles it and breaks delicate machinery which creates the ray of
invisibility, revealing a man in a hood. The man in the hood stands in
the corner of a laboratory maintained by Haskell for experimenting.
Grace Haskell, Duncan and Jack are in the room. Jack is just going
forward to tear away the hood. . ..

(a) Ripping of cloth

Jack ... You. ...

GRACE. Oh-h-h-h-h . . . it can’t be. . . .

DuNcaN. Hands up. . . . Keep them high. . . . I guess we've got
you at last.

HANK. Yes . . . you've got me . . . what about it? . . .

Jack. Hank Murphy . . . Hank . . . what does this mean? . . .
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HANK. I'll not explain a thing . . . you might just as well shoot me
now, Duncan . . . it'll save me from the electric chair.

GRACE. Hank . . . you . . . you aren’t the one . . . the person that has
been killing us . . . Hank . . . you're not. . . .

HAaNK. I might deny it, Grace . . . but I won’t. I am the Ultra-Violet
Ray.

JAck. But, Hank . . .youcan'tbe...why... L ...

DuNcaN. Wait a minute, Oakley . . . I'll put the cuffs on him;
we're taking no more chances.

HANK. Go ahead, Duncan. . . .

DuncaN. Hold my gun on him, Oakley. . . .

JAck. I've got it. . . .

Duncan. No funny stuff now, Murphy. . . .

(b) Clink of cuffs ,

GRACE. I .. . I... can’t believe this. . . .

DuNcaN. There . . . that'll hold you for awhile young fellow. . . .

HANK. You can do me a great big favor, Jack, by putting a bullet
through me now. I have other means of taking my life away from the
law . . . but they are not as quick or easy. . . .

DUNCAN. You won't get a chance, Murphy. . . . It's the chair for you.
Now let me summarize . . . you've murdered Mrs. Holt . . . and Nina
Kelsey and then Bog . . . and threatened I don’t know how many
others. . . .

HANK. Oh, why go into all that . . . I know what I've done just as
well as you do.

JACK. You admit all these murders, Hank? . . .

HANK. Why not? . . . you've got to admit that they were nicely done,
and even the great Duncan couldn’t explain them.

GRACE. Did you take the bullets out of the guns . . . so you couldn’t
be shot? . . .

HANK. Yes, I did . . . and Grace, I nearly killed you . . . that time
when the lights were out . . . I stabbed Nina Kelsey and I tried to
put a bullet through your head . . . but I missed.

GRACE. You . . . you ... Hank ... Jack, I can’t believe it.

DuNcAN. And Haskell. . . .

HANK. No, he isn’t in on this with me . . . he has nothing to do
with it and neither has Holt.

GRACE. Oh . .. Daddy. . ..

HASKELL. (Approaching) Why, what's the meaning of this . . .

you've bungled here, Duncan . . . take those handcuffs off Murphy
at once.
HANK. No, Haskell . . . he hasn't bungled . . . T am the Violet

Ray alright.
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HASKELL. Why. . . .
HoLt. (Approaching) What's this, Murphy . . . what is. . .

DuNcAN. You're exonerated, Holt . . . we have the right man
at last.
Jack. Come, Grace . . . you'd better get out of here. . . .

HASKELL. There’s a whole lot that needs explaining, Murphy. . . .

HANK. It will have to go unexplained, Haskell. I've confessed to
the murders. That’s all the law needs and it’s all that it'll get.

HoLT. No, it is not all the law needs, Murphy . . . you had a motive,
a reason of some sort . . . why did you do it? . .. Why did you kill
Nina Kelsey . . . what did you want to kill her . . . my wife . . . for? . ..

HASKELL. And why did you steal papers from my safe . . . the
papers that prove the identity and the birthright of Grace? .
DuNCAN. Wait, Haskell. Listen to me, Murphy . . . you've been a

punk detective for the last few years. Who is the man behind all this? . . .
You know very well there 1s someone? .

HANK. Duncan . . . you're a clever detective . . . you've solved some
mighty tough and puzzling cases . . . suppose you just try and solve
this one.

DuUNCAN. Very well, Haskell, let me at your 'phone . . . Holt, call
in two of the officers from in front of the house to stand guard over
this prisoner tonight . . . keep him here. The rest of you go to bed.
Murphy, . . . I'll call you. This case will be solved and explained fully
by tomorrow night.

HAskeLL. What do you mean, Duncan? . .

DuNcAN. I don’t know where I'll be between now and then, but I
will meet all of you here in about twenty hours. Until then, guard this
man, and don’t give him an opportunity to take his life and cheat
the law. . . .

HANK. You'll have to guard mighty close, I'm warning you.

DuNcAN. And we will too . . . you can count on that.

2. Interlude . . . Lapse of Time

Hovt. Haskell, I owe you an apology.

HASKELL. What for Holt? . ..

HoLr. I confess, that in my own mind I thought all along that you
were behind this.

HASKELL. Don’t apologize for that, I guess everyone was suspected.
And I guess everyone suspected me too.

Jack. Hank . . . won’t you tell us what is behind this? . . . We may
be able to help you . . . there must have been some reason. . . .

HANK. Thanks, Jack, . . . but I don’t want any help. And there was
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no one behind it, it was all my own plan, and my own brain that
worked it out. (Lax#gh) And Duncan said I was dumb.

GRACE. But . . . you . . . you said something once, about us standing
in the way of accomplishing your mission.

HANk. Did I? . . .

GRACE. Yes, I remember you saying it . . . when you . . . you had me
in that cellar room . . . in the castle. . ..

HANK. So I did, Grace, . . . I was out to accomplish a purely personal
objective . . . I failed . . . so that’s that. I'd planned it for ten years.

HoLt. Ten years. . . .

Jack. Ever since you first started as a detective? . . .

HANK. I'll not say any more. . . .

HAsKELL. Wonder where Duncan is . . . he said he’d be here by
this time.

JAck. I could hear him 'phoning most of the night . . . long distance.

GRACE. I heard a plane early this morning.

HoLT. He borrowed my plane . . . and flew down to New York.

HASKELL. He did? . . .

HoLT. He told me that he was going . . . said he’d be back by
now. .
GRACE. I think he is . . . there’s someone just coming in the front.

HANK. Duncan will have accomplished nothing. None of you will
ever know.

DuNCAN. (Approaching) Don’t be too sure of that, Murphy. . . .

ALL. (Ad lib greetings to Duncan)

DUNCAN. Sorry to be a little late for our meeting . . . but better late
than never. Nice little plane you own, Holt.

Hovr. Like it? . . .

DuUNCAN. Very much. I have been through your New York home
since this morning. . . .

HoLt. You have? . ... indeed.

DuncaN. And I have been talking to quite a few people that have
known you for years, Holt . . . known your whole family history.

HANK. And of course found out my past record, Duncan? .

DUNCAN. Your sarcasm might better be saved, Murphy . . . but I'll
sit down here and we’ll have a nice little friendly chat.

Jack. What did you learn? . .

DuNcAN. That’ll all come in good time. I'll just take these bracelets

off, Murphy.
MuURrPHY. You'd better be careful. . . .
HoLt. Say . . . what's the idea? .

DuNcAN. Don’t get excited, Murphy will need his hands in a second,
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there . . . now Hank, if you’ll be good enough to swallow these two
little blue pills. . .
HANK. (Startled) What are they . . . where did you get these? . . .

DuNCcAN. You seem to recognize them, Hank . . . here . . . reach
for them. . . .

HANK. Oh-h-h-h thank heavens, Duncan . . . where did you get
them . . . tell me . .. where did you get them? . . .

Jack. Dope? . . .

GRACE. I'm afraid so. . .

DuncaN. Well, Hank, . . . it's quite a yarn. . . .

HoLT. Tell us, Duncan, what does this performance all mean? . . .

DuncaN. Well, Hank . . . it’s quite . . . now one thing at a time. . . .

HAskeLL. What were those tablets, Duncan. Dope? . . .

DuncaN. No, not dope. Now, Hank . . . I'll want you to answer
a few questions . . . then, perhaps, I'll tell you where you can get
all the tablets you want.

HoLt. What are those things? . . .

DuNCcAN. They are perfectly harmless, Holt, . . . will you talk, Hank?

HANK. Yes . . . I'll do anything, Duncan . . . anything . . . for those
blue pills. .

DuNCcAN. Good . . . I'll talk first however. The old doctor that gave
those pills to me, Hank, is the one that treated you years ago. But ten
years ago . . . when you dropped out of sight you couldn’t get any
more of them.

GRACE. Will you please explain this? . . .

DuncaN. Alright . . . I'll start at the beginning. It may be hard
on you, Holt, but you’ll have to stand the gaff, I guess.
Hovrt. I. .. I guess I know what's coming, Duncan. . . .

DunNcaN. Ten years ago, Holt, you thought your wife and son had
been drowned at sea.

HoLT. Yes . . . yes, I was frantic with grief. . . .

DuNcaN. However, they weren’t drowned. Your wife found that
her marriage to you was illegal and that your real wife was her sister,
who had left you but never divorced you. She faked that drowning. . . .

HoLt. But why? . . .

DuNcAN. Because she found that there was a daughter born, by your
first wife . . . a girl that you had never seen. She wanted you to seek
your real wife and daughter.

HoLr. I see it all now. . .

GRACE. And I . . . I am that daughter. . . .

HAskELL. Yes, Grace . . . Nina Kelsey was my dearest friend. I took
care of you, Grace, . . . raised you just as if you were my own baby,
after you were born.
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DUNCAN. You, Haskell . . . did what you thought the right thing.
You knew that the Holt estate and wealth would only ruin the life
of Grace, so you kept her identity a secret.

HaAskeLL. I did. I was foolish enough, however, to leave evidence in
my safe which would prove her true identity. Nina wanted Grace to
inherit the Holt fortune . . . she needed those papers.

DuNcAN. But before she could get them, they were stolen by the
Violet Ray . . . by Hank Murphy. . . .

HANK. I took them . . . I'll admit it, . . . and they have been de-
stroyed since that time.

DuncaN. The papers will not be needed now . . . but figure this out.
Why did Murphy want that evidence?

HoLT. I think I begin to see it now. . . .

DuNCAN. Wait a minute . . . let’s go back ten years again. . . .

HANK. You win, Duncan . . . I didn’t think you could do it. . . .

DUNCAN. When your son was born, Holt, . . . his thyroid glands did
not function properly. . . .

HoLT. You are a genius, Duncan. . . .

DuncaN. Before you lost your son, Old Doctor Rembrandt advised
the constant use of a harmless medicine, in the form of tablets such as I
have just given to Hank. These tablets supplied a fluid to the blood
stream to the brain. A fluid that the imperfect glands could not supply.

HOLT. Yes . . . and Rembrandt said that without these tablets the
boy would go mad . . . or that his brain might be defective.

GRACE. Then? . . ,

Jack. Hush, dear. . . .

DuNcAN. Then when your wife and son disappeared they made their
home in the old unfinished castle. They lived there for ten years.

HoLT. What . . . is this the truth? . . .

DUNCAN. I will prove it shortly. Your son’s supply of medicine was
cut off. You had never told his mother of his deficiency, so she never
knew how to explain his intense interest in crime. She didn’t know why
he changed his name and became a detective. She never knew what
caused the urge to dabble in science . . . to build and equip a laboratory
in the subcellar of the castle . . . to have such a keen mind . . . that he
could invent the Ultra Violet Ray on invisibility.

HoLt. Duncan ... my...my...son...myson did that. . . Murphy
...you. L,

DuncaN. Hank Murphy is your son, Eben Holt. Accused and con-
fessed killer of your two wives and his mother.

HoLT. Hank . . . not . .. Hank . . . Eben? Eben, Junior . . . my
son . . . my son?

HANK. It’s true, Dad .. . I.... I don’t know how Duncan found out
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all this . . . I ... I didn’t want to disgrace you. I ... I.. . feel so
different now, than I did . . . a short time ago . . . before I . . . I had
those tablets . . . it . . . it didn’t seem wrong to me then . . . to kill
...butnow...it...it'sso different.

DUNCAN. Your mind is normal, Hank . . . or Eben, which, after

all is your right name. It is normal for the first time in all these years.
It is the fluid that has been sent to your brain.

HoLT. Eben . . .1 ... I suspected . .. when Duncan started to
talk . .. Duncan . . . there must be a way? . .. A way to fix things.

GRACE. It’s like a dream. . . . Oh, Jack . . . Jack ... Hank or Eben . . .
is my brother . . . a murderer.

HASKELL. Wait a minute . . . Duncan, what is the motive behind all
this? . . .

HANK. I'll tell the rest, Duncan. . . . It . . . is may make my conscience

just a bit clearer. . ..
DuNcaN. Go ahead.

HANK. I found out about my father’s first wife . . . and Grace . . .
I...Idon't know why I didit...butI...I feltthat his fortune
should be all mine. All mine . . . T was going to kill everyone . . .
everyone that knew of Grace . . . I wanted to be the only heir. I even

killed . . . my . .. my own mother . . . my m tther . . . Oh Lord why
did I do this . . . I can’t stand this . . . I'can't stand it . .. I ... T.
tried to kill Grace. ...
JAck. Wait a minute, Hank. . . .
HANK. My name isn’t Hank . . . it's Eben . . . Eben Holt, Junior.
JAck. Eben, listen to me. We are your friends . . . we're going to try
to help you, old man. . .. Now take a brace . . . get hold of yourself. . ..
HANK. Father . . . I ... I planned this for years. I had my lab

material sent to your name in New York. . . . I got it there. I ... I
became a detective . . . so that I could know better how to avoid the
police.

Jack. Take it easy, old man. . . .

HASKELL. Fate is queer . . . you kill to inherit half of the estate that
belongs to Grace . . . and she not wanting it. . . .

HoLt. Eben . . . you are not going to prison . . . you're everything
that I have in the world . . . you and Grace. . . . I'll spend my last penny
to save you.

DunNcaN. It will not be hard, Holt. . . . Insanity. . . .

HANK. In . .. insanity, . . . me ... insane . . . insane. . . .

HASKELL. Science has done much since you were young, Eben. Today
there are several surgeons that can transfer the glands from a sheep
to your own throat . . . and you will be perfectly normal. . . .

HaNKk. Find a surgeon . . . find one that can do that . . . let me . . .
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no...no...don’t....Letme go to the electric chair...letmego...
I'wantto...Iwantto go...and meet Mother . .. Mother . . . Mother
listen to me . . . I'm well again . . . I'm well. . . . Oh, Mother . . .
forgive me . . . Moms . .. I...Ididn’t know ... I swearit. ..
Mother. . . .

HoLt. My .. . my ... boy. ...

3. Interlude . . . Tense

ANNOUNCER. The mystery of the Thousand Islands and the Ultra
Violet Ray is ended. There is nothing more to explain. However, you
might be interested at a glimpse into the future. . . . If you would . . .
just skip the next ten years and come with us to a little camp on one
of the Thousand Islands.

4. Interlude . . . The Dawn

GRACE. Look, sonny . . . there is your Daddy . . . see him . . . he’s
coming from the dock. . . .

JAack. (Distant) Hi . . . Grace. . .

GRACE. (Calling) Hello, Jack. . . .

Jack. How's the baby been today, honey? . . .

GRACE. Oh, he’s just fine . . . he almost said Daddy once . . . but
you seem all excited, dear. .

JAck. Tam . .. I've got a surprise for you. . . .

GRACE. For me? . . . Oh tell me, what isit? . ..

JACK. It’s a real surprise, but you've got to guess. . . .

GRACE. Oh, I can’t guess. . . .

JAcK. Try hard. . ..

GRACE. A . .. a new dress? . . .
JACK. (Langh) Silly . . . of course not . . . guess again. . . .
GRACE. You let me think . . . you sold a lot of cars today at the

auto agency? . . .

JAcK. (Laugh) Well, yes . . . 1did . . . the business is going great
but that’s not the surprise. . . .

GRACE. You've decided to go back to newspaper work? . . .

JAck. Gosh, no . . . you're a bum guesser, honey . . . and why should
I go back to the newspaper work, when I can sell autos so fast? . . .

GRACE. Oh, tell me, Jack . . . please do. . . .

Jack. Where is Daddy Haskell? . . .

GRACE. He's over in the house getting dinner ready. . . .

JAck. T'd better tell him to set an extra place. .

GRACE. Jack Oakley . . . if you don’t tell me this instant what the
big surprise is . . . I'll . . .

Jack. (Laugh) Come on out, Eben. .
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GrRace. E...B...E...N... !

HANK. (Approaching) Hello, Grace. . . .

GRACE. Eben . .. Oh Eben . . . you dear, dear boy . . . where did
you come from. Oh I'm so . . . so glad to see you. . . .

HANK. Grace . . . it's good to see you, dear . . . Jack made me hide
so I could surprise you. . . .

GRACE. Tell me all about yourself, Eben.

HANK. There isn’t so much to tell . . . I finally got out of the hospital
and then I found that Dad had died . . . I didn’t know just how you'd
feel about me . . . so I took some years and traveled . . . been all
over the world.

Jack. And Grace . . . Eben is with a big bond house in New York. . . .

HASKELL. (Approaching) Say you two young . .. why ... Eben . ..
you old son of a gun . . . you here?

HANK. Hello, Dad Haskell . . . you bet I'm here . . . and I've got
my appetite with me. . . .

Jack. Wait until you taste Dad’s cooking.

HASKELL. Yes, sir . . . I can cook with the best of them now, I
gave up my research work you know. . . .

HaNK. I'm glad to hear it . . . it's . . . well you and I both got on.

HaskEeLL. I figured that we were getting to dangerous ground, my
boy. That invisible ray is too blamed dangerous to give to the world
yet. The world isn’t ready for it . . . maybe some day.

HANK. But not for you or me. . . . But say, Grace . . . you've got a
dandy little island camp here. . . .

GRACE. We like it. . . .

HASKELL. And tonight we’ll have a real blowout here. It’s just five
years to a day since that castle was torn down.

HANK. Don’t mention that place . . . I never want to think of it
again.
Jack. Nor I. . . . Those were terrible days, Eben. . . .

HANK. Yes . . . but look here, Grace. What I wanted most to see you
about was Dad’s fortune. Now you are entitled to half of it, according
to the will. . . .

GRACE. I haven't touched it . . . Eben . .. I don’t want the money . . .
Jack will earn all we need.

HANK. I checked up at the bank, and found that you hadn’t, Grace;
that’s what encouraged me. . . .

GRACE. Encouraged you to what, Eben? . . .

HANK. I don’t want it cither . . . after . . . after . . . what has hap-
pened. I ... I don't want it . . . I thought that if you felt the same
way we might endow a hospital. . . .

GRACE. Eben . . . that’s a fine idea . . . I .. . I thought of doing
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something like that myself . . . if I could speak to you about it. . . .
HANK. T ... Td like to . . . for other poor devils like myself like I
was . . . ten years ago. . ..
GRACE. Eben . . . gotoiit. . ..
HASKELL. Say . . . can’t you two settle this later . . . by golly, that
fine meal will be all cold. . . .
Theme
ANNOUNCER. And that is the end of the story of the Ultra Violet
Ray. If you enjoyed this mystery of the Thousand Islands, we feel sure
that you will enjoy our next big serial mystery which will start one
week from tonight at this same time. It is titled ““The Falcon™ and will
be even more thrilling than “Ultra-Violet.” . . . Listen
(Three deep toned gongs)
STEVENS. Get her out of sight . . . I'll take care of the officers. . . .
(Snapping fingers)
Jupy. Oh ... What's that noise? . . .
GRoss. What is that snapping? . . .
MARIE. Hark . . . hark.
VoIck. You will do well to be warned . . . move on . . . the Falcon is
speaking.
NANcCY. Oh ... Lord he'lpus...hepus...go 'way. .. go 'way
yo’ debbil man.
(Tom tom is sounded)
VoICE. The Falcon flies straight and his talons are sharp ... (Langh).
(Three chime notes)
NaNcy. De fireplace . . . de fireplace . . . oh, Law's massy . . . oh,
debbil shuah nuff. . ..
MARIE. (Shouting) help . . . help. . . . Stevens . . . Gross . . . the
‘phone did it . . . it was the telephone that killed him. . . .
VoIck. The Falcon (Laxgh) flies straight and his talons are sharp.
(Three deep chime notes)
ANNOUNCER. These flashes are from “The Falcon.” Don’t fail to
start this story next week for eight big episodes of thrills.
Note to station. The staff required for the Falcon is as follows:

Judy Wilhelm ......... Ingenue  Marie Wilhelm . ...Middle aged

Ted Ingram . ...... Juvenile lead woman

Gross Wilhelm. Middle aged man  Stevens ................ Butler

THE VOICE ............ Very deep, slow and precise, nasal and mean
Nancy .. ... Colored servant.

Synopsis of first episode. . . .
Ted Ingram and Judy Wilhelm meet on board train enroute to New
York. Ted looks up Judy in New York and finds that the butler answers
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evasively. He hears Judy scream in the house and runs upstairs with her,
having knocked the butler down. He finds that her uncle is dead in
a Red Room on the second floor of the house. When he telephones for
police and returns, he finds the room has disappeared and in its place
is a solid wall and a window. The Voice of the Falcon warns all in the
house to leave at once. The police are at the front door and as Ted
starts down the stairs to meet them . . . he is shot from behind.

ONCE UPON A TIME
Cinderella
SINGLE-UNIT PLAY FOR CHILDREN

The following script is a single-unit play for a specific audience.
Once Upon a Time was a series of fairy stories. This fact, however, does
not necessarily classify Cinderella, or any of the other plays in the series,
as a Unit-in-Series play, inasmuch as the subject matter, theme and
characters are different in each play. It is possible to consider Cinderella
an adaptation. The Once Upon a Time seties was broadcast generally
throughout the United States, distributed in transcription. Permission
for publication kindly granted by American Radio Features by L. D. Ross.

ONCE UPON A TIME
American Radio Features, 5658 Wilshire Blvd., Los Angeles, California.

Cinderella

ANNOUNCER. Once Upon a Time—a fantasy! This is an American

Gold Seal Production.
Theme: Music box.

NARRATOR. Once upon a time, in the days when grown ups had not
forgotten how to play and when gnomes and elfins roamed the wood-
land dells, there lived in a quaint old town a little girl called Cinderella.
Now, Cinderella was very lonely and sad, because she never was al-
lowed to go any place, and her two sisters who were grown-up were very
unkind. They always wore nice new clothes and always went everywhere.
So very, very unhappy was Cinderella, that the wrinkled-faced old Squir-
rel King decided that something must be done about it, so he called a
meeting of all the gnomes and the elfins and even asked the Queen
of the Fairies to come and see what she could do.

(Bird songs, murmur of voices, celeste )
ENSEMBLE. We are a happy family, gnomes and elfins all,
Gathered in our fairy palace
At our Squirrel King’s call



RADIO CONTINUITY TYPES 45

When he asks us here to meet him we’re to have some fun
For we’re the happiest gnomes and elfins
Underneath the sun.
(Cheers)
VoIck. Here they come. . . .
ALL. Yes here they come.

(Fanfare)
HERALD. The Squirrel King and the Queen of the Fairies.
SQUIRREL. Tsck. . .. Well, well, . . . are we all here . . . all here?

everybody here?
ALL. Yes, your Majesty, all here,
SQUIRREL. Where's the owl?
QUEEN. Over there; he nodded his head.
SQUIRREL. Thank you, Fairy Queen . . . thank you. . . . Why can't you
talk, Owl?
OwL. There wasn’t anything to say.
ALL. That’s right, there wasn’t anything to say.
SQUIRREL. All right, all right, now to get down to business. I've
asked you all to come here to see what we can do for Cinderella.
OwL. What is the matter with her?
SQUIRREL. She’s lonely. Her sisters aren’t kind to her. She never gets
to go any place.
OwL. Too bad, too bad.
ALL. Too bad, too bad.
SQUIRREL. Yes, yes . . . it’s too bad, but the thing is, what are we
going to do about it . . . can you make any suggestion, Wise Old Owl?
ALL. Yes, the Wise Old Owl will have a suggestion.
(Celeste)
ENsEMBLE. This Wise Old Owl sits in the trees
And the less he says the more he sees.
The more he sees the less he’s heard
Isn’t our owl a wise old bird?
OwL. Thank you, thank you. Squirrel King, will you leave this to me;
to me, and the Queen of the Fairies?
SQUIRREL. Certainly, Wise Old Owl, certainly.
FAIRY Q. And what do you want me to do, Wise Old OwI?

OwL. (fade) You just come with me, Fairy Queen, this is going to
be our secret.

(Celeste to fade)

NARRATOR. Now of course, Cinderella didn’t know anything about
the meeting at the Squirrel King's palace, because you see she was
sitting at home crouched on the hearth in the kitchen trying to get the
last bit of warmth from the dying embers. Outside, the wind howled
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over the snow-clad landscape, and even the meagre fire seemed good; at
least Cinderella could play make-believe with the queer shadows . . . the
flickering light cast on the bare kitchen wall.

(Wind up)

CINDERELLA. There’s a funny one, like an old man with a tall hat,
and a crooked old stick—now he’s changed into an old witch. And now
—Oh-h-h, that could be a fairy, with an owl by her side.

Fary. Cinderella.

CINDERELLA. What's that? . . . Oh it must have been the wind. . . .

FarRY Q. No, Cinderella, . ..

OwL. Oh, no, Cinderella . . . not the wind at all.

CINDERELLA. Dear me . . . I must be dreaming. . . .

FAIRY Q. No, Cinderella . . . you are not dreaming. I am the Queen
of the Fairies and this is the Wise Old Owl.

CINDERELLA. But why have you come here . . . to see me?

FaIry Q. To grant you one wish, Cinderella.

OwL. Yes, Cinderella . . . only one wish.

FARRY Q. So think hard, . . . Cinderella. What would you like to
have most of all?

CINDERELLA. Oh . .. I know it's impossible . . . but I do so want to go
to the great ball given by the Prince tonight. My sisters have all gone . . .
and I did want to go. . . . But then, I have no clothes . . . I couldn’t go
to a dance in these rags, could I?

OwL. No. No, not very well.

FAIRY Q. You shall have your wish, Cinderella. Now get me a great
big pumpkin . . . and six white mice . .. and . ..

OwL. Don't forget two lizards, the Squirrel King said we must have
two lizards.

FAIRY. Yes . . . two lizards. A pumpkin . . . six white mice . . . and
two lizards.

CINDERELLA. (fade) I have six white mice . .. pets . . . I have to keep
them in the cellar you know. . . . Yes, I'll get them. . ..

(Door creak—howling wind and rocket effect)

SQUIRREL. Well, well, things going . .. nicely, I hope.

FARY Q. Yes, Squirrel King. . . . She’s a lovely little girl, isn’t she?

SQUIRREL. Yes . . . I thought she was worthy of help. . ..

(Door creak and slam)

CINDERELLA. Oh-h-h-h . . . who's this?

OwL. This is his Majesty, the King of the Squirrels.

CINDERELLA. I'm very pleased to meet you, your Majesty. . . .

SQUIRREL. I'm very glad to meet you too, Cinderella . . . but come
along, come along . . . I must hurry back . . . you can't tell what might
happen while I'm away . . . why anything might happen.
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CINDERELLA. Well, . . . here's a pumpkin . . . and the mice.
Mousk. Hello there, Squirrel King.
CINDERELLA. Goodness gracious . . . a mouse talking.
Mouske. What's so strange about that? We all talk, don’t we . . . don’t
we?
MICE. Yes, . . . we all talk.
(Celeste)
ENSEMBLE. Six white mice, all in a row,
Six white mice ready to go
Six white mice, six horses will be
You just wait and you will see,
(Crash)
CINDERELLA. Oh-h-h-h-h . .. the white mice have changed into horses
with silver harness and tinkling bells and the pumpkin. . . .
OwL. Look at the pumpkin, Cinderella! Oh the pumpkin is changing

into a beautiful golden coach . .. I'm very proud of that pumpkin . . . it
makes a splendid coach.

CINDERELLA. A beantiful coach . . . and two coachmen . . . in
liveries. . . .

SQUIRREL. Yes, yes . . . they’re the lizards . . . that was my idea . ..
what do you think of it?

CINDERELLA. A very good idea . . . but . . . but I still can’t go in

these clothes.
FARYy Q. That is going to be my gift, Cinderella. . . . Now stand
straight up . . . close your eyes and count three. All together.
ALL. One, two, three.
(Rocket)
CINDERELLA. Beautiful! wonderful! there never was a gown like this!
SQUIRREL. The green . . . like the green of the sea. . . .
OwL. And the white—soft, fluffy . . . like the sea foam.
SQUIRREL. And all the stones . . . sparkling like twinkling stars. . . .
CINDERELLA. And look at the slippers . . . why they’re made of glass.
FARY Q. Yes, Cinderella . . . spun glass and best of all . . . they'll
never fit anyone else.
(Distant chime of ten o'clock—W estminster)
SQUIRREL. Quickly now . .. ten oclock . . . the ball is just commencing.
FAIRY Q. Just one thing before you go . . . Cinderella. . . . You must be
home by midnight . . . the spell will not last after the last stroke of twelve.
CINDERELLA. (soft) T'll remember . . . I'll be home before twelve.
(Rocket effect)
NARRATOR. Off into the crisp night air went the magic coach with
its white horses. And what a sensation Cinderella caused as she stepped
into the ball room. The Prince wouldn't dance with anyone else. The
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two wicked sisters sat at one end of the dance floor . . . their faces as
black as thunder clouds. But Cinderella didn’t mind . . . in fact, she was
having such a good time that she didn’t notice when the clock struck half
past eleven . . . then quarter to twelve. . ..

(Celeste and dance of sugar plum fairy—tsch)

PRINCE. Are you enjoying yourself, Your Highness?

CINDERELLA. (young, thrilled) I'm having such a wonderful time, I
never dreamed that any thing could be like this. It’s all so beautiful.

PRINCE. And you . . . you are most beautiful of all. There is no one
here half as beautiful.

CINDERELLA. And to think that it must all come to an end.

PRINCE. But it need not, There will be many more such occasions.
Surely I shall see you again . . . I must see you again.

(First stroke of twelve)

CINDERELLA. What's that?

PRINCE. Why, nothing, just the first stroke of midnight. . ..

CINDERELLA. Oh, I must go. . ..

PRINCE. Please don't. . ..

CINDERELLA. But I must . . . don’t hold me. . ..

PRINCE. (fade) But I must know who you are . . . tell me your
name. . . .

(Strokes out till midnight)

NARRATOR. But Cinderella tore herself from the Prince’s side, rushed
through the ball-room and out to the canopied stairway. As she ran down
the steps, one of the glass slippers came off. She picked it up and ran
on, then the other slipper came off and just then, the last stroke of
twelve sounded and Cinderella found herself . . . at home, dressed in
her rags sitting before the dead ashes in the fireplace. It was all a dream,
but for one thing . . . she still had the glass slipper gripped tightly in ber
band. What excitement there was in the kingdom the following morning.
The Prince had found Cinderella’s other glass slipper and had sent word
to the four corners of the kingdom to tell the people that whomsoever
the shoe would fit would be his bride. As the Prince with his heralds
came down the street, Cinderella’s two wicked sisters stood peering
from behind the curtains.

(Ringing of bell)

HEeRALD. Hear ye, hear ye. It is the order of the prince that every lady

of the kingdom shall try on this glass slipper.
(Knocking on door)

1sT. You open the door, sister, it’s the Prince.

2ND. No, you open it, I'm just sure that the slipper will fit me, and
it is not right that the future princess should open the door.
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1ST. Fit you! (Jaughs) That tiny slipper fit your great big foot. Why

your feet are bigger than mine.
(Knocking on door)

1sT. Let Cinderella open the door (calls) Cinderella . . . Cinderella,
open the door, for his Highness. . ..

CINDERELLA. (off) Yes, sister, yes. . . .

(Door creak )

SisTERs. Welcome, your Royal Highness.

HERALD. The Prince commands that you try this glass slipper.

1sT. I'll try it first.

2ND. No, I'll try it first . . . I'm sure. . ..

PRINCE. It does not make any difference who tries it first. Somehow
I do not think it will fit either of you. . ..

1sT. Oh-h, just a little more, your Highness . . . I'm sure if my feet
weren’t swollen from the dancing last night.

PRINCE. You can never get that slipper on . . . now you try it.

2ND. What did I tell you. Look, Prince, how easily my toes slip inside.

1ST. (Laughs) Yes, we see . .. now put it on. . .. What did I tell you.
You can’t get that slipper on if you try for a thousand years.

PRINCE. Are there any more ladies in this house?

BoTH SIsTERS. No . . . we're all alone . . . your Highness.

PRINCE. What of the young lady who opened the door?

1sT. Cinderella? (Laughs) Oh, that's too funny for words—Cin-
derella . . . the little kitchen maid. . . .

HERALD. The Prince’s orders are that everyone shall try the slipper
(calls) Cinderella . . . Cinderella. .

CINDERELLA. Yes . . . Do you want me?

HERALD. His Highness wishes to see you.

PRINCE. Yes, my dear young lady, . . . will you be pleased to try on
this glass slipper? . ..

CINDERELLA. Certainly, there. . ..

PRINCE. It fits . . . it fits perfectly.

1sT. The little minx. . . .

2ND. She’s been deceiving us.

HERALD. And what’s that, Cinderella?

PRINCE. The other slipper . . . Herald, announce to my people that
I have found the Princess. Come, Cinderella, we will go to the palace.
(Fanfare)

ENseMBLE. The Prince has found his bride
The Prince has found his bride
The magic slipper was the test
Cinderella’s foot it fits the best
And the Prince has found his bride
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NARRATOR. So the fairies and gnomes danced and sang in Cinderella’s
kitchen, but of course, the wicked sisters did not see them because only
kind people see fairies, and as for Cinderella and her Prince, they didn’t
see the fairies either because you see, they were already on their way
to the palace where they lived happily ever after.

Theme

JACK ARMSTRONG, THE ALL-AMERICAN BOY
Episode No. 893
REVOLVING PLOT SERIAL FOR CHILDREN
Typical of the adventure serials for children is this Revolving Plot

Serial of JACK ARMSTRONG, a transcription feature. Permission for
publication kindly granted by General Mills, Inc., by John Bovey.

JACK ARMSTRONG, THE ALL-AMERICAN BOY
Lead-in
ANNOUNCER. And now, Jack Armstrong, the All-American Boy!
(Drone of airplane motors)

ANNOUNCER. The Silver Albatross is on her way up the Congo River.
Uncle Jim is at the controls, with Betty beside him. Three thousand feet
below, between giant forests, there roars the unnavigable gateway into
darkest Africa—the plunging cataracts known as the Stanley Falls, that
held the world at bay for centuries. On the floor of the plane sits
Booloola, the black magician; he is known as the Elephant Man—six
feet four inches of magnificent bronze savage. He is clad in a lion-skin
apron and a necklace of lions’ claws. His dark eyes glow with mystery
and his thick African lips smile with proud cunning. Jack is watching
Booloola; and Billy is seated beside Jack. The snub-nosed, ebony-colored
native, Kazimoto is squatting at Jack’s feet. Uncle Jim is diving lower for
a better view of the falls and Kazimoto is afraid of the power dive.
Listen:

(Drone of airplane motors)
KazimoTo. Oh . . . oh.

UNCLE JiM. Don't be afraid, Kazimoto. . . . Nothing is wrong with
the plane. We're only going lower for a better view of the falls.

BETTY. What are those specks . . . look . . . four, five of them, between
that island and the river-bank?

BiLLY. Are they logs . . . or crocodiles . . . or what are they?

UNCLE JiM. Those are native canoes.

Jack. Gosh, those native boatmen must be pretty skillful!
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UNCLE JiM. You bet they are! Those are enormous canoes, and they’re
built of mahogany. There isn’t any wood much stronger than mahogany.
But one careless stroke with a paddle, and good-bye!

BETTY. I suppose the canoe would be all smashed to pieces.

UNCLE JiM. Yes. Into pieces too small for matchwood.

BiLLy. That current looks worse than Niagara.

JAck. It seems a pity that engineers can’t do something about those
sixty miles of rapids and make them navigable.

UNCLE JiM. Engineers can do anything, Jack. There isn’t a thing that
the mind of man can imagine that the engineers can’t do, if you only
give them time and money.

BiLLy. Then why don’t they do it?

Jack. If engineers would make these rapids navigable, there’d be an
open waterway, wouldn’t there, right into the very middle of Africa?

UNCLE JiM. Three thousand miles of it, Jack . . . and lots of it more
than twenty miles wide. But it wouldn’t pay. It would cost too much
money. It was cheaper to build that railway line around the falls. You
can see it winding through the forest there. And it wasn’t any cinch to
build that, I don’t mind telling you!

BETTY. It looks just like any other railway line.

UNCLE JiM. Yes, the engineers did a good job. But they had to fight
savages, fever and lions every inch of the way!

BETTY. Weren't the lions afraid of the locomotives?

UNCLE JiM. (laughing) The lions hadn’t learned about locomotives.
They were merely annoyed by them. They didn’t know any reason why
they should be afraid of them. So they attacked them, and attacked the
construction gang and the engineers. It was a long time before the lions
learned that they couldn’t beat engineers.

BETTY. And after that, did the lions go away?

UNCLE JiM. You bet they did, once they’d learned the lesson. And
now, there’s Leopoldville, right ahead of us, just beyond that first
cataract. That used to be lions’ headquarters.

BETTY. And aren’t there any lions there now?

UNCLE JiM. They're all back in the jungle. It's more than ten years
since anyone saw a lion in Leopoldville.

Jack. It looks like quite a city from here.

BiLLY. Gee! Look at that fleet of river steamers!

BeTTY. And Uncle Jim, look! There’s a regular airport, with a hangar
and . ..

UNCLE JiM. Yes, but I'll put the Silver Albatross down on the river.
The water is smooth here.—Jack, you'd better tell that magician to hang
on now or he may get pitched on his face when I hit the water.

BiLLy. (off) Hang on, Booloola, we're going to land!
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(Change noise of motors. Ad lib for landing)

Jack. Booloola’s hanging on all right, Uncle Jim. He seems to know
what to expect.

BETTY. This is like a lake we're coming down on.

UNCLE JiM. It's not so many years since this great pool, as they call
it, was crowded with hippos.

BETTY. Oh, I wish they were here now. I do want to see hippos.

UNCLE JiM. Don’t worry. You'll see lots of them higher up the river.

Jack. Show your stuff, Uncle Jim! I'll bet those hippos used to make
more splash than you'll do when you hit the water!

UNCLE JiM. (laughing) Says you, Jack! Are you trying to make me
self-conscious? . . . There . ..

(Plane bits water. Down on motors)

UNCLE JiM. How was that one!

CHorus. Swell, Uncle Jim!

UNCLE JiM. I can taxi her right up to that wharf. It belongs to the
steamboat company but Sheikh Mahommed’s agent made arrangements
for us to use it.

(Cut motors. Another plane (off ) coming)

JAck. We won't be alone here, Uncle Jim. There’s another plane com-
ing down.

UNCLE JiM. Is it a hydroplane?
(Airplane coming)

JACK. Yes. Say, watch out, Uncle Jim! They'll land right on us if
they're not . . .

(Hydroplane hits water. Off )

BiLLy. Well for crying out loud!

BETTY. They only missed us by a couple of yards!

UNCLE JiM. It was a bit more than that, Betty. But it was much too
close for comfort.

BETTY. They splashed water all over us! And now look at them scoot-
ing away.

BiLLy. Imagine having all Africa to fly around in, and then coming
as close as that to a collision!

Jack. They're coming around. They're coming to moor right along-
side of us.

BiLLy. What for, I wonder? What's their idea?

JAck. There’s someone opening the door already. He's stuck his head
out.

UNCLE JiM. That’s the Belgian plane, from Senegal.

Jack. It should have landed at Matadi, shouldn't it, the same as we
did? ... Say, look! Isn’t that Lopez with his head sticking out of the door?

UNCLE JiM. Well, who would have believed that! You have to hand
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it to him. That's pretty close to a miracle! He didn’t waste a minute
since we left Brazil.

JAck. We lost a lot of time, Uncle Jim, over rescuing those elephants
at sea.

UNCLE JiM. Well, anyhow, it was smart work to overtake us. Now
we'll have to deal with him.

BiLLy. And he’s a darned bad man to deal with!

UNCLE JiM. Look here, Jack! I don’t want Lopez aboard the Silver
Albatross.

JACK. He’s out on the wharf already. What do you want me to do?

( Motor boat fade in)

UNCLE JiM. Here comes the shore-boat. You and Billy jump into it
and keep Lopez occupied until I get the plane properly moored.

Jack. How about Booloola, Uncle Jim?

UNcLE JiM. Take Kazimoto with you and leave Booloola with me.
Look sharp before Lopez tries to come aboard.

Jack. Okay. Come on, Billy. Come on, Kazimoto . . . this way.

(Plane door opens . . . three jump into boat . . . motor)

Jack. We could almost have jumped it. . . . Hurry up.

BILLY. Gee, I'd hate to try to jump it! There are crocodiles in this
river. If you fell in . . .

(Boat bumps against wharf)

JAck. Come on, Billy. There are no steps. We'll have to climb up
any old how.

LoPEz. (coming) Give me your hand, Jack Armstrong. I am a strong
man. I can lift you easily.

Jack. Thank you, Mr. Lopez. I can manage nicely. . . . Can you make
it, Billy? Come on, Kazimoto. Out you get.

BILLY. (coming) Okay, Jack. It's easy.

LoPEz. You didn't expect me, did you, Jack Armstrong?

JAck. I'm afraid you're mistaken, Mr. Lopez. We knew more than
you seem to think. While we were crossing the Atlantic, we learned by
radio that you had taken a plane from Brazil.

Lopez. Hah! But I was a little bit quick for you, wasn’t I! What have
you done with my servant, Ali?

JACK. But Ali is not your servant, Mr. Lopez. Alj is a free man.

Loprez. We'll see about that, Where is he?

Jack. I don'’t believe it’s any of your business where Ali is, Mr. Lopez.
But if you care to wait here on the wharf and ask Uncle Jim when he
comes ashore, perhaps be might tell you.

Lorez. Did Ali give you that ring you're wearing?

Jack. Why do you ask?

LorEz. Because that ring was stolen from me!
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Jack. I don’t like to contradict you flatly, Mr. Lopez, but Ali told us
a different story.

BILLY. Yes, and we believe what Ali told us! He told us that Tippoo
Tib gave him the ring.

Jack. And we all saw you ill-treating poor old Ali on your plantation
in Brazil, Mr. Lopez.

BiLLY. So we all believed Ali, when he told us you'd been trying to
get that ring away from him.

LopEez. Jack Armstrong, you give me that ring this minute! It’s mine.

JACK. You try to get it, Mr. Lopez. . . . No, no, Kazimoto, you keep
back. This is my job.

KaziMoTO. Bwana, me being top-hole feller . . . not letting that man
touch you. You my master.

Jack. (laughing) Okay, Kazimoto, when I'm scared of him, I'll tell
you.

BiLLy. Gosh sakes, look who’s coming!

(Splash. Off )

BiLLY. Jack, that’s Booloola! He’s swimming!

Jack. Keep your eye on him, Billy. You and Kazimoto help him out
of the water.

LoPEz. Did I hear the name Booloola? Jack Armstrong, this is too
much! You steal my servant Ali . . . you steal my ivory ring . . . and now
you steal Booloola!

JACK. (laughing) You seem to think I'm a pretty smart thief!

(Splash and grunting. Off )

Jack. Here comes Booloola. He’s as easy to steal as a red-hot stove!
How about your having a try to steal him away from me?

BILLY. (coming ) Gosh, Jack, Booloola can swim like a fish, and he
climbed out like a monkey! I'll say he’s a magician!

Jack. (langhing) Mr. Lopez seems to think we stole Booloola!

LopEz. Yes! He is my man! You stole him from me, because Ali told
you that Booloola knows where Tippoo Tib buried the map of the place
where the elephants go to die!

Jack. I can’t get Booloola to say a word to me, Mr. Lopez. Perhaps
he’ll talk to you. Suppose you ask him whether we stole him, or whether
he just stepped into our plane and came along.

LopPEz. Very well, I'll get the truth out of him! . . . Booloola! Didn’t
my agent, Bwana Rousseau of Matadi, tell you that I'm coming, and
warn you to wait for me in Matadi?

(Pause. Lapping of water against wharf-piles)

Lorez. Answer me, you black dog!

BILLY. (sott0 voce) Lopez can’t make him talk any better than you
did, Jack!
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Lopez. Booloola! You answer me this minute or I'll . . .

Jack. Oh no, you won't, Mr. Lopez! Put down that stick!

LoPEZ. You keep out of this, Jack Armstrong. I'll make him talk
or...

JACK. I'm warning you, Mr. Lopez. Put down that stick.

LoPEz. You get out of my way, Jack Armstrong, or I'll hit yox. . . .

Did you hear me? Get out of my way! You won’t? Then take that!
(Blow with stick . . . fight. Ad lib)

BILLY. Good for you, Jack! Soak him! Hit him again! Gosh!...Oh. .

LoPez. Hands off me, you . . .

JAcK. (granting) Call off Kazimoto! Billy! Pull him off, will you! I
can tackle Lopez.

UNCLE JiM. (off) Jack! Jack!

LopEgz. I'll have the whole lot of you thrown in prison! I'lL . . .

BILLY. Jack, I can’t hold Kazimoto! He wants to protect you. He . . .

UNCLE JiM. (off . .. shouting) Jack! Jack!

JACK. (grunting) You can have more if you want it, Mister!

LoPEz. You have bloodied my nose, Jack Armstrong! I will go and
show it to your Uncle Jim Fairfield.

Jack. There’s the boat, Mr. Lopez. Jump in! Go and squeal to Uncle
Jim!

BiLLy. You'll be quite safe, Mr. Lopez! Uncle Jim never hits a man
when he’s down!

LorEz (fading) You'll pay for this, all of you!

BiLLy. Booloola stood still and watched you, Jack, and said never
a word. He didn’t move. He didn’t even grunt. He just looked on, and
I believe he understood every word that was said.

Jack. There’s someone else here who's got to understand something.
See here, Kazimoto. (Laughing) When I want your help in a fight, I'll
ask for it! Do you understand that?

KAziMOTO. Yes, bwana. Understand-um good. But me first class
feller. You fight . . . me fight.

BiLLy. Jack, you'll have to chain up Kazimoto if you want to keep
him from protecting you!

JACK. Say, what's come over Booloola? Look at him! He’s grinning!

BiLLy. He's looking at you. But what's he pointing at?

JACK. He’s pointing toward that track over there, that leads toward the
jungle, What's his idea, Kazimoto? You ask him.

KazimoTo. By-um-by Elephant Man Booloola make-um own talk.
Him can talk more good as me.

JAck. Booloola, come on . . . what is it? You haven't spoken one word
since we met you in Matadi. Why are you pointing at that road into the
jungle? What's the idea?
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BOOLOOLA. (deep voice) My name Boo-loo-la. What your name?

Jack. I'm Jack Armstrong. I thought you knew it.

BooLooLa. Uh-uh! . . . Uh-uh! . .. Your name Bwana Roho!

BILLY. (Jaughing) 1 guess Uncle Jim was right, Jack. You'll be known
as Bwana Roho as long as you remain in Africa.

BooLooLA. Calling you Bwana Roho your spirit good. You not afraid.

JACK. (laughing) Billy, I bet you a dollar he’s going to try to scare
the slats out of both of us!

BooLOOLA. My home . . . down that road . . . long way . .. in jungle.
You come.

Jack. When shall we come? Billy and I will be tickled to bits to visit
you.

BiLLy. He didn’t ask me, did he?

JAck. You're in on it, Billy, or I'm out!

BooLOOLA. You come tonight . . . in dark . . . no lantern . . . my
servant him meeting you . . . you not afraid . . . you follow servant. . ...
Goo'bye!

Jack. Here, half a minute, come back! I want to talk to you!

KaziMoTO. Uh-uh-uh-uh-uh, bwana! Let-um to'way! That Booloola
... him Elephant Man. Him greatest magician in Africa. Make too much
magic! Uh! uh! Trouble tonight. Big trouble in jungle! (fade)

Lead-out

ANNOUNCER. What will Jack do? Do you think he’ll accept that
mysterious invitation to go into the jungle, after dark, without a lantern,
to visit the Elephant Man, Booloola? What's going to happen? Listen
in tomorrow, to an exciting and weird episode in the greatest adventure
of all time—with Jack Armstrong, the All-American Boy.

BOBBY BENSON AND THE BAR-O RANGERS
Seript No. 690
REVOLVING PLOT SERIAL FOR CHILDREN

In structural type, the Bobby Benson serial tends towards the ‘‘series
of ultimate conclusions” described in the introduction to this volume.
It was designed for younger children than is the Jack Armstrong series.
Permission for publication kindly granted by Erwin, Wasey & Company,
Inc., Advertising, by Innes Harris, who writes, ““The series was broad-
cast over Eastern CBS stations for four years. . . . The program was
planned to be as educational as possible and yet to be exciting with a
minimum of dangerous happenings. As broadcast it was one of the
programs of which CBS was most proud, since it fitted their require-
ments as set up by child psychologists and educators without contain-
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ing dry material which would arouse only disinterest among the po-
tential listeners.” It should be noticed that the “commercial” advertise-
ments are printed here as they appeared in the script, not as they ap-
peared in the broadcast; hence, the closing announcement is printed
immediately after the opening announcement instead of at the end of
the program.

BOBBY BENSON AND THE H-BAR-O RANGERS

Radio Department, Erwin, Wasey & Company, Inc., 420 Lexington
Avenue, New York City, Mohawk 4-8700

Client: Hecker, H. O. Company Date: Wednesday, Nov. 25
Program: H-Bar-O Rangers Time: 6:15-6:30 ES.T.
Number: R-D 233 Station: W ABC only

Seript: No. 690
Opening Announcement

ANNOUNCER: Howdy, boys and girls. This is Dangerous Dan Sey-
mour, announcing for Bobby Benson and the H-Bar-O Rangers. For
you Rangers who haven't yet received your copies of the Bobby Benson
adventure books, I want to tell you about some of the comic colored
pictures found in the books. There’s one set which tells how to play cow-
boy golf, another set tells about the defense of the Alamo during the
Texans' war with Mexico, another tells stories about the romantic Rio
Grande river. Still another set tells why cowboys wear the clothes they
do, like chaps and high-heeled boots, another tells all about the dif-
ferent kinds of cactus found in Texas. They're all mighty interesting
and some of them are as funny as can be. You're really missing some-
thing if you don't see those funny, interesting pictures and read the new
adventures of Bobby and his friends. Be absolutely sure to listen later
when I tell you how you can get one of the books, absolutely free.

Closing Announcement

ANNOUNCER. So you want a Bobby Benson adventure book, but have
been just too lazy to arrange to get yours? Well, let me tell you, I'm not
foolin’ a bit when I say these books are too popular to last much longer.
We had a lot of them printed, but they’ve gone like hot cakes. Yes sir!
What you'd better do right away—pronto, as we say out West, is get
those two H-O box tops and send them, together with your name and
address, to Bobby Benson, Buffalo, N.Y. If there aren’t two box tops
out in your kitchen right now, why don’t you just talk to your mother
about it? Tell her that the world’s quickest and most delicious hot break-
fast, H-O OATS, is what you want every morning. And tell her that
the Bobby Benson adventure books are just the kind she likes for you
to read—and that you want them. I'll bet you then mother will get two
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boxes of H-O and you can send the two box tops, with your name and
address, to Bobby Benson, Buffalo, N.Y. Don’t hesitate or you're lost!

Bossy. Until Friday night . . . so long . . . and H-O for the kid who
knows his oats.

(On cue)
Opening Announcement

ANNOUNCER. Somewhere, more than thirty thousand feet in the
air, the big monoplane, the Lone Star, is plunging along with an un-
conscious pilot at the controls. Flying over the Himalayas and headed
east out of India, the Lone Star with Bobby Benson, Tex Mason, Little
Luke Ledbetter, Harka and Hulda aboard . . . and with Mr. Copeland,
the inventor of the plane at the controls, ran into rough air. Mr. Cope-
land took his plane high, but without oxygen in the cockpit he be-
came unconscious. Will Bobby be able to get to the control in time to
pull the ship out of the dangerous spin . . . let’s listen!

(Roar of motors)

TEX. (shouting) You out of them straps son?

BosBY. Yes! Now if I can only get to the controls without getting
thrown through a window, we’ll be all right!

Luke. Old airyplaney sure is a jumpin’ and a pitchin’!

Tex. Hang on tight, son. I'm right behind you!

BosBy. Here, Tex . . . help me get Mr. Copeland clear of the con-
trols! Golly . . . we got to work fast!

TexX. Lend a hand here, Luke!

LukE. I'll lend two hands if my toes can on'y get a grip on some-
thin’. Sure glad I chucked my shoes and went barefoot in this here thing.
Ahhh . .. T got him Tex!

TEX. Grab them controls, Bobby!

Bossy. I've got 'em Tex. I'll have her flying even in a moment!

TEex. Don't waste no time. Old ground rushin’ up to meet us!

Bossy. I've got them!

HARKA. Me here, Bobby Boy. Can help.

BosBy. I can’t quite handle the rudder, Harka. Can you get to it?

HARKA. Me got him. Now what.

Bossy. Lift rudder and all you've got!

HARKA. There it go! How that?

BosBy. We're coming out of it. Say, did Tex get Mr. Copeland back
there?

HARKA. He giving him oxygen now.

BoBBy. Good, then he’ll be all right. (long sigh of relief) Ah-h-h.
We're flying level now . . . but I've got to try for altitude! There’s a big
peak ahead of us! Feed me some oxygen, Harka! (biss of oxygen flask)
Ah . . . that's good!
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HARKA. This not so good flying country.

Bospy. It's terrible flying country . . . but it looks better ahead. Moun-
tains not so high. I guess that’s Tibet and we’ll be over China in an
hour or so!

TEX. (fading in) Everything under control, son?

BosBy. Everything under control . . . but, believe me, it isn’t easy
to handle this ship in this bumpy air. How's Mr. Copeland?

Tex. Comin’ out of it fast. Luke is givin' him oxygen. He'll be all
right in a few minutes.

BoBay. Golly . . . we sure lost plenty of altitude. Down to about
sixteen thousand feet. . . .

HARKA. Have to fly through passes. Mountains on all sides.

BoBBy. There's a pass ahead. I think we can get through there.

TEX. Can you handle the controls all right, son?

BosBy. I think so, Tex! But get Mr. Copeland revived and up here
as soon as you can. This is no job for an amateur pilot!

TEeX. If you can just hold on a few minutes longer, he'll be O.K.

Bossy. All right. I can do it!

TEX. You know your course?

BoBBY. The compass seems to be jumping all over the place but I'm
trying to keep the plane headed east. Have to swing north to go through
that pass, though!

Tex. O.K. We got to go north anyway. We'll fly over China, try
and pick up the Yangtse River and follow it into Shanghai. I think we’re
going to refuel over Shanghai instead of Hong Kong.

Bosay. O.K. Stand by, Harka. I may need you!

Tex. I'll have Mr. Copeland in shape in a few minutes! Carry on,
feller!

BoBBy. O.K., Tex. Harka, do you think we can get through that
pass at this altitude or shall I climb?

HARKA. Think it better you climb, Bobby Boy.

Bosay. All right. Going up!

(Rev up motor)
(Fade out . . . pause . .. fade in)

Tex. Hey, son, wake up!

BoBBy. (sleepily) Huh ... oh ... say, where are we, Tex?

Tex. Over China, son. And if you'll look down there you'll see the
Yangtse River!

BoBBY. You mean we're getting near Shanghai, Tex?

TEX. Right. And that’s where we refuel. Then . . . out we go over the
Pacific Ocean to Hawaii.

BoBaY. Gosh. I've slept over half of China!

TEX. You rated sleep, son, after pulling that ship through those
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mountains. But as soon as we get on our course for Hawaii, you and
Harka will have to take over again!

BosBy. That ought to be simple!

Tex. Mr. Copeland has a plan!

BoBBy. Yes?

TEX. It's a risky plan but it's a sure way of winning this round the
world race.

Bossy. Then, I'm for it. What's the plan, Tex?

TEX. We've been picking up radio reports. We're well ahead of the
Golden Bullet . . . but if our plane is going to land at the H-Bar-O
before the Golden Bullet lands in Los Angeles, we’ll have to pick up
at least two hours flying time!

BosBy. That’s almost six hundred miles!

TEX. Mr. Copeland has it figured out that if we can refuel over the
Hawaiian Islands, we can go on to the H-Bar-O without a refueling
stop over Los Angeles.

Bosay. But, Tex. ...

Tex. It's something over three thousand miles airline from the
Hawaiian Islands to the H-Bar-O. We’ll hit North America over lower
California and fly the thirtieth parallel right to the Ranch. That'll save
us close to five hundred miles flying.

Bossy. Can it be done?

TEX. It can be done if we can make three hundred miles an hour
from the Islands to the Ranch. That means traveling . . . but it can be
done!

BoBBy. Then I'm all for it!

TEex. There probably won’t be five gallons of gas left in the tanks
when we land at the ranch . . . but we’ll get there!

BosBy. How much further, Tex?

TEX. Roughly seven thousand miles to lower California from Shanghai

. around eight hundred miles from lower California to the Ranch.
I'd say twenty-six or twenty-seven hours more!

BosBY. You mean we'll be back at the Ranch in less than twenty-seven
hours and here we are flying over China?

Tex. If we have any luck, yes!

BoBBy. Gosh . . . why . .. why that means we'll go around the world
in less than a hundred hours . . . twenty-seven more hours flying . . .
that would put us at the Ranch about five o’clock in the morning!

TEX. That's the way I figure it, son. . . .

BoBBy. Just one hour less than four days.

TEX. Right!

BoBBy. Wait a minute . . . we'll get back there Friday morning . . .
we left Monday . . . but, Tex . . . we've seen the sun rise three times
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already . . . we'll see it rise again tomorrow . . . that will make five days
since we left. . . .

TEx. Don’t forget, son, that flying east, we pick up a day . .. we
get five days . . . five sunrises and sunsets in the time you usually get
four!

BoBBy. Let's not talk about it. It gives me the jitters even to think
about it!

TEX. (chuckles) The main thing is that clock there, Bobby. We're
goin’ by hours, not by days, and we are goin’ to get around in less'n a
hundred hours, if we have any luck at all.

BoBBy. How are the rest of the people?

TEX. All asleep. Hulda got over her air sickness as soon as we got out
of those mountains.

BoBBY. Good. She sure was a sick girl for a while!

Tex. I didn’t feel any too good myself. That's the roughest trip I ever
made in my life! Even Luke lost his appetite for about fifteen minutes!

BoBBy. Then it must have been rough! And it was! Say, Tex! That
must be Shanghai ahead!

Tex. That's Shanghai, son, and a plane from one of the big oil com-
panies is going to refuel us. We'll have to fill every tank and take on all
the oil in cans we have room for. It’s a long way to the Hawaiian Islands
. . . better'n five thousand miles!

BoBBy. Gosh, can we carry enough gas to take us through?

TeX. Unless we hit bad head winds, we'll make it easy. This here
cabin will be sort of crowded because we'll fill it full of five gallon cans
of gasoline. Howsomever, Mr. Copeland doesn’t figure he'll have to
fly very high for the first couple of thousand miles over the Pacific so he
can carry more than an average load.

BoBBy. And Tex, if our gasoline doesn’t hold out?

TEX. There’s Midway Island where the clippers refuel, Bobby . . .
plenty of places we can stop. . . .

BoBsy. But if we stop, that means the race is over for us!

TEeX. That's right. . . .

BoBBY. So then, we can'’t stop! We've got to make it!

TEX. And we're goin’ to make it. Ah-h . .. I reckon that's the refuelin’
plane circlin’ around up there waitin’ for us, son. We'll wake up Luke
and Harka and get ready to take on fuel!

(Fade out . .. pause . . . fade in)

HARrkA. Ho, Bobby Boy. You tired huh?

BoBBy. The motors are beginning to get me Harka. Hearin' them
buzz away hour after hour, day after day. It sort of gets you!

HARKA. Me know. Get me, too. Be glad to be back on Ranch and
hear no noise only coyote howl and tecolote hoot.
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BoBBY. Well, we've just seen another sunrise . . . and when the sun
rises tomorrow we'll be back at the H-Bar-O if all goes well. Say, have
you heard anything of the Golden Bullet?

HARKA. We way ahead Golden Bullet now. Last report say just leave
Hong Kong.

BosBy. Hmmm . . . then we're a good nine hundred miles ahead and
that is just enough to win the race . . . if we don’t lose any time between
here and America! Say, we’re passing over a lot of islands, aren’t we?

HARKA. Many islands in ocean!

Bosay. I think I'll fly low and look at them. I never saw a real Pacific
island close up.

HARkA. Hah. You think maybe you see buried treasure!

BoBBY. (chuckles) Hardly. But you can see away down in the water
when you’re in a plane. That’s a grand looking island ahead!

HARKA. Somebody live there, too!

Bossy. Huh?

HARKA. Can see flag flying. Where glasses, Bobby Boy?

BosBy. Right in that leather case there! See what you can see.

HARKA. O.K. Me look. (pause) Hmm. When flag fly upside down
it mean trouble, huh?

BoBBY. Sure . . . that's a signal of distress. Have they got a flag flying
upside down?

HARKA. You look. Me fly ship.

BosBy. O.K. (pause) Gosh, you're right. They are flying a distress
signal! :

HARKA. What you think wrong?

Bosay. Only thing I can figure is that they’ve been shipwrecked on
that island.

HARKA. Look, Bobby Boy. Man wave arms. See?

Bossy. Golly, Harka. They are waving at us! Say . . . we've got to look
into this. If they’re in trouble, maybe we can help them.

HARKA. If land plane, race all over!

BoBBY. We can’t land that plane. I doubt whether we could put
it down on that beach anyway. But if they necd help we can send a radio
message. It’s only about seven hundred miles from the Philippines. Mark
the position of that island on the chart, will you.

HARKA. Me do that.

BosBY. Harka. They're signalling with flags.

HARKA. Huh?

BoBBY. See, he’s got rags or something on sticks and he’s signalling.
Say ... I remember that code.

HARKA. What he say? . . .

BoBBy. Wait a minute . .. SO S . . . that’s the distress call .. . SO S
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... wait . . . here comes somethingelse .. . NEED FOOD...
Need Food . .. gosh ... wait. .. here’ssomemore...STARVING
... Starving . . . Need Food . .. Starving . . . That’s what it is, Harka
. . . they're shipwrecked there . . . they need food . . . they're starving. . . .

HARkA. What we do?

BosBy. Listen . . . wake up Tex and Mr. Copeland. We haven’t much
time to spare . . . but we can take enough time to help them. Get all the
food we have on board. Wrap it up in a sheet of canvas and then tie a
parachute on it. We'll drop it for them!

HARKA. Then what we eat?

Bosy. We'll be back at the Ranch in less than twenty-four hours.
Keep out a box of crackers and a couple of packages of dates for us.
That’ll be enough to keep us going . . . the rest of our food is going down
to those people on that island!

HARKA. I think that good idea!

Bossy. They're in a worse jam than we are. Better wrap up anything
else you think they can use. Say, I brought along a little package of
fish hooks and a hunting knife and a lot of stuff like that just in case we
were forced down. Send that down to them, too.

HARKA. I think they get along all right then.

BosBy. Poor fellows . . . look . . . there are four of them . . . they're
all out waving at us!

HARKA. Look, Bobby Boy, there wrecked plane!

BosBy. By gosh . . . that's right. There is a wrecked plane down there.
I bet they were flying the Pacific and their plane was wrecked. Say . . .
I remember now . . . a plane with four passengers did take off about three
months ago for Hong Kong and was never heard of again! That’s them.
Now get busy and wrap up that food and the other stuff. We can't
waste much time.

HARKA. Me fix him up quick. Look, Bobby Boy. . . .

Bossy. Huh?

HARKA. In lagoon between island and reef. Old ships!

BosBy. Huh? Say . . . it is a wrecked ship. It looks like an old Spanish
galleon . . . I'm going still lower and look this over!

HARrkA. Don’t forget, Bobby Boy, this is race we are in!

Closing Announcement

ANNOUNCER. What's this. Stranded fliers starving on an island in
the Pacific and an old Spanish galleon under water in a reef enclosed
lagoon. But the Lone Star can’t stop for sunken treasure ships or any-
thing else . . . and now the crew of the Lone Star must get along without
food until the non-stop race around the world ends. And it must end soon
for the goal is less than twenty-four hours ahead. Be sure and listen
Friday.
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DANGEROUS PARADISE
No. 112
REVOLVING PLOT SERIAL FOR WOMEN

Many revolving plot serials are planned to interest housewives and
are broadcast during the morning and early afternoon hours. The sub-
ject matter is frequently related to domestic and romantic problems
which might face any of the listeners. Dangerous Paradise difters from
the usual in that it combines an adventure story with the romantic theme.
Permission for publication kindly granted by Jergens-Woodbury Sales
Corporation Advertising Department by J. B. Sparling and Lennen &
Mitchell, Inc.

DANGEROUS PARADISE

Radio Program prepared and produced by Lennen & Mitchell, Inc.
17 East 45th Street, New York

No. 112 Station: W JZ Network: National
Program: Woodbury’s “'Dangerous Paradise”
Date: Mon., June 17 Time: 7:45-8:00 P.M.

Orchestra. (Woodbury theme in)

ANNOUNCER. “Dangerous Paradise,” starring Elsie Hitz and Nick
Dawson, as Gail and Dan, presented by the makers of Woodbury’s Facial
Powder. We again present Woodbury’s beauty authority, Miss Anice
Ives.

Miss IVEs. At a tea the other afternoon I heard a woman say: “'I use
Woodbury’s Facial Powder because it's invisible on my skin. I don’t
know whether it is light or heavy in texture, but 1 do know that it
isn’t evident and doesn’t dry my skin.” Let me explain why Woodbury’s
Facial Powder is so satisfactory from every standpoint of skin health
and beauty. Woodbury's has a scientifically balanced texture—so light
that it gives a lovely natural bloom to your complexion without that
powdered look. Yet it clings for hours—actually until you wash it off!
Woodbury’s lasts so well that most women need to apply it only twice
a day. But remember, Woodbury’s clings only to the outer skin. It
cannot clog the pores or interfere in any way with their normal func-
tioning. Don’t put off trying Woodbury's any longer! Get a box in
your skin-tone shade tomorrow!

Orchestra. (Minor theme in)

ANNOUNCER. Dan Gentry, and his fiancée, Gail Brewster, are after
a news story of world-wide importance—concerning the activities of
Sydney Mundellis, head of an arms and munitions syndicate, who is try-
ing to start another European war. Mundellis, with the help of Prince
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Emile, has kidnapped General Lobano, Chancellor of Baldavia, and
hidden him somewhere near the village of Bramleigh, in Surrey, Eng-
land. Dan, Gail, Mac and Daisy are at Burleigh Hall visiting Mac’s
parents and trying to locate the General. As they were formulating
a plan whereby they could trail Mundellis and find his hide-out, old
Mr. Burleigh arrived with a guest for tea—and the guest’s name, so he
tells them, is General Lobano! . . . As the scene opens, Dan, Gail and
Daisy are greeting the General.
Orchestra. (Minor theme out)

GAIL. General Lobano—!

LoBANO. Miss Brewster—it is good to see you again.

DAN. How are you, General? Are you all right?

LoBaNo. In excellent health, Gentry. A little tired—a little soiled—
but otherwise I am—how do you say it?—okay.

Daisy. Gee—we never expected to see you again.

LoBaNO. There were moments when I too had my doubts, Mrs.
Burleigh—but that is all over now.

GAIL. But General Lobano, it doesn’t seem possible. How did you
happen to come here?

LoBaNoO. I met this gentleman—Mr Burleigh—on the road. I did
not know where I was—so I asked him. He was kind enough to suggest
I come to Burleigh Hall where I could telephone the Baldavian Minister
in London.

FATHER. That'’s right. That’s entirely right. He said Burleigh Hall
sounded familiar and asked me if I knew a Major Burleigh.

LoBANoO. Yes. And imagine my surprise when he informed me that
he was Major Burleigh's father—and that the major was here with
some friends. I was more than amazed when he said that these friends
were Mr. Gentry and Miss Brewster.

Daisy. Say—didn’t he say nothin’ about me?

LoBANO. Why yes, of course, Mrs. Burleigh. He talked quite at
length about his new daughter-in-law, Daisy.

FATHER. My word—if I don’t get these daisies that Colonel Bennett
gave me in water they’ll be of no use to anyone. You'll excuse me, won't
you? (Voice fading) I'll tell Malcolm you're here, General.

LoBANoO. (Raising voice) Thank you, Mr. Burleigh.

DAN. Well, let's have the story, General. What happened?

LoBANO. A great many things, Gentry. You know about the kidnap-
ping, of course?

GAIL. Yes—that's why we came down here. We followed you by
plane from Baldavia to London—and there we learned that Prince Emile
had brought you to Surrey.

LoBaNoO. I see. I had a feeling that you would come to my aid
if you could find me.
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DaN. Finding you was the hard part. We knew the hide-out was
somewhere near Bramleigh—but we didn’t know just where.

LoBaNo. I didn't know where it was myself, Gentry. During the
whole trip they kept me dulled with drugs. When I recovered the use
of my senses I learned I was a prisoner locked up in a room in some house.

DAN. Do you know just where that house is, General?

LoBaNoO. Yes—I do now, Gentry. It is only the matter of a mile or
two. But until I escaped it might have been in some other country as
far as I was concerned. Through a small crack in the shutters of my
room, I could see a garden overgrown with weeds—and a coach-house
falling to ruin. I concluded that my prison was on an abandoned estate.

GaIL. Did they treat you badly, General?

LoBANO. Why no, Miss Brewster. They took excellent care of me.
There was Prince Emile and a man who seemed to be his chauffeur
who brought me food.

MAc. (Coming in) 1 say—what’s going on? Father said that—my
word! General Lobano!

LoBANO. Yes—it is I, Major Burleigh. So géod to see you again.

MaAac. Not half so good as it is to see you, General—and apparently,
none the worse for wear. Where did Father pick you up?

GAIL. On the road, Mac. The General was just telling us where he’s
been kept a prisoner. It was an abandoned house not far from here.
He was kept there by Prince Emile and his chauffeur.

LoBANO. Yes—and it was that chauffeur, Miss Brewster, who was
instrumental in making it possible for me to get away.

DAN. Did you bribe him, General?

LoBANoO. No, Gentry. I had tried that—but he was afraid of Prince
Emile, and Mundellis. Then, early this afternoon, he and the Prince
had words.

MaAc. They quarreled?

LoBANO. Yes, Major Burleigh.

GAIL. I don’t suppose you could hear what it was about?

LoBANoO. Oh, yes, Miss Brewster—I heard every word. There was
a fireplace in my room—and the chimney must have served a similar one
in the room below where they were talking: Their voices were as clear
as though they were in the room with me.

DAN. What was the argument about, General?

LoBANoO. It was over the death of a police officer, Gentry.

GAIL. The death of a police officer? Why, Dan—that must have been
the constable we found along the road to Bramleigh!

LoBANoO. No, Gentty, neither he nor Emile had anything to do with
his death.

GAIL. But you said they quarreled, General?
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LoBaNoO. Yes, Miss Brewster. The chauffeur had just returned from
the village—where he had gone to telephone to Mundellis. While he
was there he heard of the finding of the body.

DAN. And he came back and told the Prince? Well—from what I've
heard of Emile he isn’t the kind who’d be upset by a murder.

LoBaNO. It wasn't the death of the police officer that aroused the
Prince, Gentry—it was alarm over the fear of detection. The chauffeur
had been told in the village that the authorities would leave no stone un-
turned to find the man responsible for the crime. It was their intention
to search the country-side thoroughly——and investigate all empty houses.

DAN. Oh, I see. Prince Emile was afraid they’d find you and he’d be
in a jam for kidnapping.

LoBaNoO. Exactly—and perhaps under suspicion for the other crime.

MAc. I say—that was a rum go, wasn't it?

LoBANO. Prince Emile wanted to leave at once—but the chauffeur
was all for sticking it out. Then Prince Emile called him a fool and
asked him if he knew the penalty in England for kidnapping. He said the
game was up and they might as well admit it and get away while there
was still time.

GaIL, Prince Emile evidently believes that caution is the better part
of valor.

DAN. Yes. Did they beat it then?

LoBaNoO. Yes. The prince told the chauffeur to put the bags in the
car at once. The chauffeur said something about Mundellis—but the
prince said, “To the devil with Mundellis. Let him look out for him-
self—I'm saving my own skin.”

Mac. His highness must have had the old wind up badly. Did they
leave right away, General?

LoBaNoO. Yes. Through the crack in the shutter I saw the chauffeur
run the car out of the coach-house. Emile joined him and then I heard
the car going down the drive.

GAIL. I wonder where they went? Do you think they’d go up to Lon-
don to see Mundellis, Dan?

DAN. I hardly think so, honey. Judging from the last remark of
Emile’s there’s no love lost between them. It's my guess that they’ll
head for the coast and get a boat for somewhere.

GAIL. That sounds logical. Prince Emile has evidently decided that he’s
had enough.

Mac. But, I say—what happened after the blighters left you alone,
General?

LoBaNo. I started to look about for a means of escape, Major Bur-
leigh. I finally succeeded in kicking in a panel of the door. Through
that opening I was able to reach the lock on the outside and turn the
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key. ... And in a few moments I walked out of the house a free man—
but with no idea where I was. I got down to the road—and there I met
your father coming along with his daisies.

GaiL. That was a fortunate meeting, General Lobano. If the old
gentleman hadn’t decided to call on Colonel Bennett this afternoon
we might have lost you for good.

DAN. Yes—it was a piece of luck alright. You see, General, we’d
hit on a plan to find your prison tonight.

LoBANo. Really?

GAIL. Yes—Dan called Mundellis’ office in London—and his sec-
retary said he was leaving town at eight this evening.

DAN. We had a hunch he was coming down here—so we were going
to try and pick him up on the road and follow him to the hide-out.
General, are you sure you can take us to the house?

LoBANO. I'm positive that I know exactly where it is, Gentry.

DAN. Then we're all set. We can clear up this case tonight and we
won’t have to take the chance of missing Mundellis on the road. We'll
be waiting for him at the house.

Mac. And give him a royal welcome, old boy!

Daisy. Gee—TI'd like to see his face when he walks in and finds you.

Mac. You'll just have to imagine it, old girl—because you're staying
here.

Daisy. Oh, for cryin’ out loud, Chester—don’t 1 get to see the fun?

Mac. No. My dear, if Mundellis puts up a fight it will be no place for
ladies.

GAIL. Well, no one can keep me from going!

DAN. Now look here, honey . . .

GAIL. There’s no use in arguing, darling. This is my story and I'm
going to be there for the finish.

DaN. We'll talk that over later.

Mac. What time will we go down there, old boy?

DAN. Well—it'll take him two hours or more to come down by car.
He ought to get here about ten. If we leave here at nine we ought
to be in plenty of time.

Mac. Righto. I say, General—couldn’t you do with a tub and a
change of linen before dinner?

LosANo. Both would be much appreciated, Major Burleigh.

Mac. Then come along with me, old chap. We're about the same
size and I think I can fit you out. I say, Daisy—would you mind tellin
mother that the General will be here to dinner. It probably slipped the
Governor’s mind entirely.

Dasy. (Voice fading) Sure—TI'll tell her to put on another plate.
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LoBaNoO. Gentry—will you and Miss Brewster please excuse us? I
regret running away so soon after we have just met again, but—

DAN. That's okay, General.

GAIL. Yes, of course. We'll see you at dinner.

LosaNo. Thank you.

MaAc. Right this way, General. (Voice fading) What size collar do
you wear? Oh, hello Father—Ilooking for something?

FATHER. (Away) Yes, Malcom. Have you seen Miss Brewster about?

Mac. (Away) Of course—she’s in the library, Father—right where
you left her.

FATHER. (Away) So I did—so I did—thank you, Malcom, (Closer)
Oh, there you are, Miss Brewster. I've been looking all over for you.

GAIL. Really, Mr. Burleigh? What's the matter?

FATHER. I want to apologize—yes, my dear—I want to apologize.

GAIL. But why, Mr. Burleigh?

FATHER. Oh, I've done a most unpardonable thing—yes—quite repre-
hensible, my dear young lady.

GAIL. I'm sure it isn’t as bad as that.

FATHER. Oh, but it is! I just discovered it a few moments ago. You
see I took a sample of soil from Colonel Bennett’s daisy-bed and carried
it away in my pocket.

GaiL. Well—if Colonel Bennett doesn’t care I'm sure I don’t.

FATHER. Oh, it isn’t that, Miss Brewster. It's something really dread-
ful. Just a moment ago I took the soil out of my pocket—and do you
know what I found?

DAN. A fish-worm.

FATHER. No, Mr. Gentry—Not a fish-worm—a lctter. Yes, sir—a
letter that came for Miss Brewster in the afternoon post. I carried it
about all afternoon.

GAIL. Well—don't let it worry you, Mr. Burleigh. Is that it?

FATHER. Yes, my dear. Here—

GaiL. Thank you, Mr. Burleigh. Dan—it’s the letter from J. T.!

FATHER. I do hope you can read it.

DAN. Go ahead and open it, honey.

FATHER. I don’t see how I could be so forgetful. It’s not my nature,
you know.

GaAiL. Dan!

DAN. What does he say, honey?

GAIL. He wants us to come to New York by the first boat.

DAN. Why—what’s up?

GAIL. He says he’s made all arrangements!

DAN. Arrangements for what?
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GAIL. Arrangements for our wedding, darling! He says he’s found
Mary Crowell!

DAN. (Sings) “Home on the Range” (Joyfully)

Orchestra. (Minor theme in)

Miss Ives. It’s a real tribute to your charm, if you can keep looking
dainty on the warmest days. So let me suggest a way to keep your com-
plexion always freshly groomed. Smooth on a light film of Woodbury’s
Facial Powder and see how natural it looks and how well it clings, with-
out caking from perspiration or clogging your pores. Discover Wood-
bury’s yourself—it does make your skin more beautiful.

ANNOUNCER. One of the Woodbury shades is perfectly suited to
your skin tones. And now you can sample all six shades by sending for
Woodbury's Loveliness Kit, which includes a guest-size cake of Wood-
bury’s Facial Soap and generous tubes of Woodbury’s Germ-free Cold
and Facial Creams. Just print your name and address on a slip of paper,
enclose 1o¢ to cover packing and postage, and mail it to Woodbury’s,
Box Go—that’s Box Six-O, Cincinnati, Ohio. And when you next buy
face powder, get Woodbury’s at your druggist’s, department store or ten
cent store. It comes in four sizes at $1.00, 50¢, 25¢ and 10¢. Avoid imi-
tations! Look for the head and signature John H. Woodbury, Incorporated,
on all Woodbury products.

Wednesday at this hour another episode of “Dangerous Paradise,”
starring Elsie Hitz and Nick Dawson as Gail and Dan. Your announcer
is Alois Havrilla, speaking for the makers of Woodbury’s Facial Powder.
This is the National Broadcasting Company.

ONE GIRL IN A MILLION
No. 69
REVOLVING PLOT SERIAL
A romantic story, with problems closely related to those of the
listeners, One Girl in a Million may be considered typical of the revolv-

ing plot serials heard daily. Permission for publication kindly granted
by the author.

ONE GIRL IN A MILLION

No. 69
By Carl A. Buss
CHARACTERS
Sally Dr. Merrill, middle-aged, kindly
Don Nurse, straight, sympathetic

Dorothy Moore
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SoUND

Door
Footsteps on bare floor
Undoing flowers

ANNOUNCER. Now for “One Girl in a Million.” Sally is still playing
in the musical show on Broadway, “When Dreams Come True”’—and
Don is definitely resigned to the fact that his wife is bound to have a
theatrical career. Despite Sally’s sudden success, she has not changed,
and when her old friends, Maizie and Tessie, the girls from the nightclub
where Sally used to dance, came to see her, immediately she obtained
jobs for them in the chorus of the show—for she soon discovered from
Tessie the two girls have been out of a job and hard up. Maizie, so
moved by her old friend’s genuineness and generosity, proved she is not
so hard-boiled as she seems—-for she bursts into tears! . . . Today our
scene is the office of Dr. Merrill at the hospital where Dorothy Moore
is under observation. We find Sally and Don talking to Dr. Merrill—
and Don says—

DoN. Doctor—I want to know the whole truth about Dorothy Moore.

DR. MERRILL. (Middle-aged, kindly) Mr. Whitehall, Miss Moore is
getting along very well.

DonN. You've been saying that for the past several days, Doctor, but
that no longer satisfies me.

SALLY. We want to know how Dorothy really is—how soon we may
expect her to be completely well—and we want to know how soon she
can go back to her dancing.

DR. MERRILL. Miss Moore is a relative of yours?

SALLY. No—just a friend.

DoN. You wonder about our interest in Miss Moore. I can explain
that, Doctor—and when I do explain you'll understand about my great
concern.

DR. MERRILL. Yes.

DoN. You see—I'm the one who is responsible for that injury to Miss

Moore’s leg.
DR. MERRILL. You?
DoN. Yes. . . . It’s all my fault. And ever since Dorothy collapsed

there on the stage and had to be brought here—well—I've been thinking,
what if she doesn’t get well? What if they can’t make her leg all well
again?

DR. MERRILL. Perhaps you have been taking this too hard.

DoN. You've got to give me some peace, Doctor! I can’t have this on
my mind any longer—
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SaLLY. Don thinks perhaps Dorothy is worse off than we've realized.
... And having that doubt is worse than really knowing the truth what-
ever it is.

DoN. You see, Doctor, I was driving the car . . . I've always been a
crazy fool about driving. . . . My family can tell you so. I used to laugh
at them when they said I was too reckless and some day I'd get in
trouble—

DR. MERRILL. [ see.

DoN. It was always just a lot of sport to me. . . . On the night Dorothy
was hurt I had Dorothy and Sally with me—and I had just had some
good news about my work—and Dorothy was happy too—.

SALLY. She had been such a success in the show, you see, Doctor.

DR. MERRILL. Yes, I see.

DonN. We were all going out to celebrate—I was speeding—there was
a crash—and we all narrowly escaped with our lives. I thought we were
all okay—that nothing had happened to any of us—until that night
afterwards when Dorothy’s knee gave way when she tried to dance out
there on the stage.

SALLY. We've got to know all about Dorothy—so we know just how
everything stands—and so we can help Dorothy all we can.

DoN. Yes—that’s it, Doctor.

SALLY. I am playing Dorothy’s part in the show, “When Dreams
Come True”—and I want to know when Dorothy will be able to come
back and take her part again.

DoN. This week—Doctor?

DR. MERRILL. (Quietly) I'm afraid not—this week, young man.

DoN. (Disappointed) Oh. . .. Next week, perhaps?

Dr. MERRILL. Not next week either.

DoN. (Anxiously) But she will be able to go back, won’t she, Doctor?
She’ll be able to go on with her dancing?

DRr. MERRILL. I'll be quite frank with you. Miss Moore has been
examined by three specialists. She will not be able to be on her feet for
some weeks—

DonN. Oh—no—Doctor!

DRr. MERRILL. Some time later an operation will be necessary so that
she may regain the use of her right leg. . . .

DonN. But she’ll be all right then? She will be, won’t she? You've got
to do everything you can, Doctor—everything for her—and I'll pay for

it—she must have only the best of care. . . . She must recover the use of
her leg—she must be able to dance again!
SALLY. Yes, Doctor. . . . You see, all her life she’s studied to be a

dancer. It's been her dream ever since she was a child. Sometimes I think
that means more—more than life to her—
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DoN. She couldn’t go on if she knew she was not to dance any more!

SALLY. She sent away a young chap who is much in love with her—
just for her career. . . . And she loved him too—but she wanted her work.
That shows how much she cares.

DoN. Doctor! Say she will be able to dance again!

DR. MERRILL. (Carefully) I'm sorry. . . . I wish I could say that. But
here is something all of you must face. Miss Moore will recover the use
of her right leg. . . . But she may never dance again.

SALLY. Oh!

DonN. No—Doctor—no!

DR. MERRILL, She must turn her interests toward something else.

SALLY. Does Dorothy know this?

DR. MERRILL. No. We must keep this knowledge from her for as
long as possible.

SALLY. Yes. . .. Of course. . . . We came to see Miss Moore today. . ..
May we see her now?

DR. MERRILL. I think so. . .. Just a minute—I'll buzz for Miss Parcher.

Don. Sally—what can we do? You heard what the doctor said. . . .
Oh, Sally—I can’t go in and see Dorothy now.

SALLY. You must, Don—she’s expecting us. . . . And she’ll be dis-
appointed if you don’t come.

DoN. Some other time—-later—perhaps.

SALLY. No, Don . . . now.

(Door opens.)

NURSE. (Off 4 bit) Did you wish me, Doctor?

DR. MERRILL. Yes, Miss Parcher. Mr. and Mrs. Whitehall would like
to see Dorothy Moore.

NURSE. Yes, Doctor. Miss Moore is out on the sun porch—will you
come this way?

Don. I'd rather not—not now, Sally.

SALLY. Don, you must come. We've got to help Dorothy all we can—
and we will help her. We mustn’t let her know anything of what the doc-
tor has said—so please buck up. Won't you try?

DoN. (Fading out) Yes, Sally—T'll try . . . I'll try.

(Don fades out—brief pause—then fade in footsteps on bare floor.)

NURSE. Miss Moore is out here somewhere. She’s been looking for-
ward to your visit all day.

SALLY. Has she?

NURSE. Yes. . . . She looks forward to all your visits for that matter.
She’s always brighter after you've been to see her.

SALLY. That’s good. We’ll do all we can to brighten her up today.

NURSE. Here she is! Right over here—enjoying all this sunshine! Miss
Moore!
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DOROTHY. (Off a bit) Yes, Miss Parcher! Oh, Sally! Don! I'm so glad
to see you.

SALLY. We're glad to see you too.

Don. Hello, Dorothy. How are you today?

DOROTHY. Just fine, thank you.

SALLY. Here’s something for you.

DoRroTHY. More flowers! You shouldn’t always bring me flowers,
Sally.

SALLY. Why not? Don’t you like them?

DoOROTHY. Very much. . . . I can hardly wait to open these.

(Opens box.)

DoroTHY. How beautiful! Sweet peas!

SALLY. Like them?

DoroTHY. Of course. Thank you so much.,

SALLY. I remember you said you liked sweet peas better than anything
else.

DoRroTHY. Yes, I do. But you're spoiling me. . . . You shouldn’t keep
bringing me such wonderful flowers. Aren’t they lovely, Miss Parcher?

NURSE. They're as pretty as they can be. I'll get you a vase and some
water for them.

DoroTHY. Thank you. Won’t you both sit down?

SALLY. Thanks. . ..

DOROTHY. You won’t have to come to the hospital to see me any
more.

SALLY. Why not?

DoroTHY. They're letting me out tomorrow.

SALLY. Oh—really! Did you hear that, Don?

Don. (Nervously) That's—that's fine.

DOROTHY. I won’t be on my feet, but I can lie around at home just as
well as here.

SALLY. It's grand you can go home.

DorortHy. I'll say. How’s the show going?

SALLY. Just fine, Dorothy. Everyone in the company wants to be re-
membered to you. They always ask about you.

DoroTHY. Do they? That's nice of them.

SALLY. They’re all looking forward to having you back again.

DoRroTHY. It’s nice of them to think of me. Remember me to all of
them, won’t you?

SALLY. Sure—you bet I will. Maizie and Tessie are in the chorus
now—

DOROTHY. Maizie and Tessie? Who are they?

SALLY. I guess you didn’t know them. I used to dance with them at
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the Midnight Club before I married Don. Well, anyway, they came
around to the theater last night to see me—

DoroTtHy. And you got them in the show?

SALLY. Yes . . . I wish you could meet them, Dorothy. They're so
much fun. . .. Aren’t they, Don?

DoN. Yes—yes, they are.

SALLY. It didn’t take me long to discover they’ve been down on their
luck—and Maizie was trying to keep a stiff upper lip and not let on. . . .
It seems they were fired from the club and haven’t been eating regularly.

DoroTHY. Oh—that’s too bad. How did you find out about their bad
luck?

SALLY. Tessie is a dead giveaway. She can’t keep a poker face. It seems
that she didn’t mind about not eating three squares a day—but it broke
her heart not to have money to get her hair bleached any more! ( Laugh-
ingly) Isn’t that funny?

DorotHy. I'll say. She must be awfully funny.

SALLY. She is. . . . I'll bring Maizie and Tessie around to see you—
they’re both happy as larks now they're in the show—and they’re doing
all right, too.

DoroTHy. Good. . . . How have you been, Don?

DoN. Very well, Dorothy.

DorotHy. Your work going all right?

Don. Just fine—fine.

DoRroTHY. Is that Sylvia Lester going to have you build a house for
her?

DoN. Yes. . . . She’s got a lot of ideas about the way a house ought to
be built—so I'm working up new plans for her—trying to please her,
you know.

DorotHy. It'll pay you to cater to her, Don. I've been reading an arti-
cle about her—she has tons of money—

Don. Yes, I know. . . . And she doesn’t seem to care how she spends
it.

DoroTHy. You'll be famous—if you keep on—building a house for
her. . .. You'll be famous just like Sally—only in a different way!

SaLLy. I'll be famous just as long as you're laid up, Dorothy. You
know of course that the minute you're on your feet again—you go right
back into the show!

DoRroTHY. Sure.

SALLY. And—that won't be so very long, I guess!

DoROTHY. (After a panse) I'm afraid it will be, Sally.

SALLY. What do you mean, Dorothy? You haven’t been getting funny
ideas since you've been in the hospital?
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DoROTHY. No, Sally—not funny ideas. . . . But sooner or later one
has to face the truth.

SaLry. The truth?

Don. (Tensely) Dorothy—you're—you're going to be all right—

you'll be dancing again soon. . .. I know you will.
DoroTHY. Thanks for the encouragement, Don—but don’t look so
sad, please!

Don. I didn’t know I was looking sad.

SALLY. You're going to be up and around—and on your toes before
anyone can say—tap dancer!

DoroTHy. Tap dancer! There now—I've said it—and I'm not up,
am I?

SaLLy. All right—all right!

DOROTHY. Sally—my leg was hurt quite badly . . . Iknow that now—

SALLY. But the doctor—

DoroTHY. No, the doctor hasn’t told me how things are. . . . But I
can tell. . . . Maybe it's my intuition or something, I don’t know. . . . But
all the while I've been lying here I've been thinking things out—

DonN. What have you been thinking, Dorothy?

DOROTHY. I've been thinking I've got to face what's ahead of me—
and I've got to be brave . . . I've even got to expect the worsi—and take
it with the chin up—when it comes.

SALLY. Expect the worst! (T'rying to be light) Listen to her.

DOROTHY. It's true, Sally. . . . No sense in kidding myself—
SALLY. But you'll be all right!
DOROTHY. I'm not sad, Sally—nor depressed. . . . Because while I've

been lying here I've been learning to adjust myself to the idea— (Falter-
ingly)—that—that 1 may never dance again!

DoN. Dorothy!

SALLY. But that's silly! Of course you'll dance again!

DOROTHY. It won’'t matter so much if I don’t. . .. Perhaps it was
never meant for me. . . . Perhaps this is just to show me I made a mistake
when I sent Jack away—and perhaps maybe now—there’s still a chance
for Jack—and me.

SALLY. Of course there is!

DoroTHY. No matter what comes, Sally—I'm going to be brave—
and 1 won't be sad—ever! Because dancing isn’t so important as I thought
it was once . . . really it isn’t—

SaLLy. I won't have you talk this way. You'll be back to the show in
no time.

DoROTHY. Sally—I want you to stay on in the show in my part . . .
So long as I know you're in the part—it’s almost as good as if I were
there.
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SALLY. I'll stay in the part as long as you want me to, Dorothy—be-
lieve me.

DororHy. Thank you, Sally. . . . It's good to know that. Every night
at curtain time—I think of you there on that stage with the curtain going
u

PS—ALLY. Every night I'll send a little thought to you! Just at that time!

DororHy. Good! And I'll get the message—ijust like I was a radio
receiving set.

NURSE. (Coming in) I'm afraid Miss Moore really ought to go to her
room now.

SALLY. Of course—we don’t want to tire her.

DoroTHY. My master speaks! Well—good bye, Sally—and Don.

SALLY. Good bye.

DoN. Good bye, Dorothy—

SALLY. We'll see you—tomorrow. We'll come over to your place.

Dororhy. All right. It'll be good to be home again. . . . And now
Nurse is going to wheel me away. . . . (Fading) Bye!

SALLY. Good bye!

DoN. (Choke) Good bye—Dorothy—good bye. . . .

SALLY. Well—shall we go?

DoN. Yes. . . Sally!

SALLY. What?

DoN. She knows! She knows the truth!

SALLY. That she may never dance again?

DoN. Yes. . . . They couldn’t keep it from her—and yet she’s so
cheerful about it.

SALLY. She’s brave.

DoN. She must dance again. They've got to make her well! They've
got to make her so she can dance again! Don’t you see? (He is getting
wrought up)

SALLY. Yes, Don—

DoN. We've got to find someone who can make her well—or I've got
to—if it takes me the rest of my life! . . . Sally, this doesn’t make sense—
it’s not fair she should be the one to suffer for my carelessness—

SALLY. Now—now—Don—

DoN. It was my carelessness! If I hadn’t been speeding—the accident
wouldn’t have happened. . . . She wouldn’t have hurt her leg. . . . She
wouldn’t be facing life this way now—empty of everything she wants.
... And it’s all my fault!

SALLY. You mustn’t take it so hard, Don—really—you mustn’t. We'll
help Dorothy all we can—and I firmly believe we’ll find someone who
can help her so she can dance again.

Don. But if we don’t—
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SAaLLy. Don't say—if we don’t—

Don. I've done this to her! And she’s so cheerful about it—and she
doesn’t blame me as she should blame me. . . . It would be easier if she
did! . . . Sally, T can’t go on like this—knowing I've destroyed her life
—(He breaks down suddenly)—oh, Sally—what can I do?

SaLLy. (With sympathy and pity and some futility) Oh—Don—
please don't take on so—please . . . Don—Don—my darling. . . .

BETTY AND BOB
Two Episodes
REVOLVING PLOT SERIAL

The Betty and Bob serial is one of the older and best known dailies.
These two episodes included here show one method used by writers
in order to make their characters seem real: having them grow older
with the passing of the years. Permission for publication of the first
episode kindly granted by General Mills, Inc., by John Bovey, who
writes that the Betty and Bob serial “indicates fairly clearly the kind of
story the author was trying to write and the technical problems involved
in any radio script. It seems to me that something might be written on
the matter of the radio script. Its affinity to the comic strip and picaresque
novel are very close and the technical problems imposed by the short-
ness of time and the sensory limitations of the ear are not without in-
terest.” Permission for publication of the second episode kindly granted
by Leigh Crosby. The first episode was broadcast October 26, 1933, and
the second one on October 26, 1936.

BETTY AND BOB

ANNOUNCER. Now, Betty and Bob Drake, with a brand-new, nearly
nine pound son! For Betty’s baby was born yesterday, and Bob is the hap-
piest man in the world today. Betty is proud and happy too. But neither
of them has had time yet to think about the future very much. And Bob’s
bitter anger at his father is forgotten, just now, in his tremendous happi-
ness. And yet. . . . What about Bob's father and his attitude toward his
grandson? Mr. Drake, Senior, has never forgiven Betty for marrying
Bob. What will he do now? And what about Betty and her plans? Let's
listen to her right now. . . .

(Sudden wailing, the baby's cry as . . .)

ANNOUNCER. (Chuckling) Yes, and to the baby . . . to the little son

whose voice we heard just then. For. . . . We're in Betty’s room at the



RADIO CONTINUITY TYPES 79

hospital. And her baby is beside her, and there sits Bob’s mother, Mrs.
Drake, Senior. Listen!
(Again the baby is crying lightly as . . .)

BETTY. (Soothing, low, almost a song) There, now! There, now!
Sleep, little man! Sleep. . . .

(Effect of baby's cry slowly cutting down, sleep coming on . . . )

BETTY. (A whisper, almost a song) Sleep, sleep, little man . . . Shh!
Sleep now . . . close your eyes . . . sleep. . . .

(The cry fades out; a long moment of silence and . . .)

BETTY. (Soft, proud) Little son. . . .

MRs. DRAKE. May ... may I... look at him Betty? Just. .. fora
moment?

BETTY. Why . . . Mother! Of course you may! And. . ..

MRs. DRAKE. He’s so small. So very tiny. . . .

BETTY. (Softly) You're . .. remembering. . . .

MRs. DRAKE. I .. . guess I am, Betty. Yes . .. when . . . Robert was
... like that .. . so long ago . .. so very long ago . . . and now he’s . . .
tall and strong and . . . some day . . . the little man there will be . . .
like Robert . . . tall like him .. .aman.. ..

BETTY. I want him to be! I want him to be just like Bob!

MRs. DRAKE. I know. I know. I. . . planned just as . . . as you're
planning now, Betty, ... it'sall .. .solike...Tknowit's...silly...of
me...Isortof ... wanttocry...I mustn't. ...

BETTY. I cried . . . a little . . . just a while ago, Mother Drake. . . .
Just ... thinking . .. what you said . . . thinking about how soon it’s
going to be when he won'’t be a little baby any more . . . he’ll walk away
from me . . . all at once one day . . . just walk away and then I'll know
he’s gone . . . he’s not my baby any more. . . .

MRs. DRAKE. The . . . tragedy of all mothers. . . .

BETTY. But it’s not tragic, really. Is it, mother? It’s the way life has
to be. They must grow up. . . .

MRs. DRAKE. And . .. walkaway ...and. .. go....

(A moment's silence, a sudden half-cry from the baby . . .)

BETTY. (Instantly gentle, soothing) There, now! There! Sleep, little
boy. Just sleep. . . .

(Again, silence and . . .)

MRs. DRAKE. I . . . wish Robert would come. . . .

BETTY. So do I! He said he’d be here early. . . . And it’s not early
now. I sort of expected him . . . an hour ago. . ..

MRs. DRAKE. He'll be here as soon as he can, though. . ..

BETTY. Yes. He . . . must be busy at the office . . . he’s had to let all his
work slide for days while I've been here . . . today’s his first day back
at the office. . . . I told him not to come to see me this afternoon at all . . .
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not to try . . . but Bob said he’d come even if I told them to lock him out;
he says he just can’t keep away . . . he wants to be looking at the baby
all the time . . . he talks to the baby just as if he could understand and
. . . the baby made a face and Bob said he was smiling at him. . . . Bob
says the baby already knows him. . ..

Mrs. DRAKE. You'll both be very happy . . . now. Won't you, Betty?

BETTY (Simply) We couldn’t help being happy now, Mother. The
three of us. . ..

Mgs. DRAKE. The three of you. . ..

BETTY. No! The four of us, Mother! You. . ..

MRs. DRAKE. I'm just learning about being a grandmother, Betty.
But I know it’s . . . not wise for a grandmother to . . . be around too
much. . . . I want you to tell me if . . . if I come to see you too often . . .
grandmothers are strange creatures, you know . . . and all of us who have
had a baby think we can tell every other mother just whatto do ... we
don’t mean to interfere but we . . . feel as if we had a claim . .. of course
we haven't, being only grandmothers . . . I know that, but. . ..

BETTY. I'm going to need to be told so many things, mother. You
see . . . I've never known any babies. I don’t even know how to hold
our baby. . . . The nurse had to show me. I felt so awfully inefficient,
sort of. . . .

Mgs. DRAKE. You'll never be an inefficient mother, Betty. You see. . ..
You were born to be a mother. Some of us . . . just aren’t. We try to be
good mothers. We just . . . don’t know how. I'.... I've never been . ..
the mother I wanted to be . . . to Robert. . ..

BETTY. But you have been! Oh, you have been! Why . . . Mother!
Bob idolizes you! And I know why. And I feel the same way. . . . I
never knew my own mother. I hope she was like you. I know ever since
I got to know you I've tried to make myself believe my Mother was
like you. . . .

MRs. DRAKE. You're sweet to say that, Betty. But . . . Robert. I've
failed him in . . . so many ways. I've never been . .. able to . . . do
important things for him . . . things that mattered. . . .

(A rap-rap at the door and . . .)

BETTY. (Eagerly) Oh! That may be Bob now. . .. (UP) Come in!

Come in. . . .
(As door opens . . .)
BETTY. (Disappointedly) Oh. ... You, nurse. I. .. I thought maybe

it was . . . my husband. . . . He hasn’t called? . . .
NURSE. No, Mrs. Drake. . . . He hasn’t called. But . . . there’s some-
one to see you, Mrs. Drake . . . Mrs. Drake, Senior, I mean. . . .

Mgs. DRAKE. But who. . .
NURSE. He said to . . . just ask you to come out in the hall a minute.



RADIO CONTINUITY TYPES 81

He's waiting. . . .

BeTTY. Mother! Is it. . . .

MRs. DRAKE. (Quick, covering) T'll see, Betty. I'll see. 1. . . I'll
be back before I go. . . .

BETTY. You mustn’t go for a long time yet! I don’t want you to go
at all, Mother. Not until you have to. . . .

MRs. DRAKE. (Moving out, tense) Nurse. If you'll . . . close the
door, please. . .

BETTY. But Mother. . . .

(Door closes as she speaks: now . . .)

NURse. Oh! Sorry, Mrs. Drake! But she said. . . .

BETTY. It's all right, Nurse. Only . . . Nurse! He’s sleeping so
soundly. . . . I can barely hear him breathing . . . you’re sure he’s all
right? There’s nothing wrong. . . .

NURSE. (Chuckling) Not a thing in the world. Not with that young
man. . . . Why! He’s the huskiest, healthiest boy in the whole nursery!
You ought to hear him cry when he really gets started. . . .

BETTY. (Shocked) Nurse! You let him cry? You let my baby. . . .

NURSE. (Chuckling) It's good for him, Mrs. Drake. All babies cry.
And as long as they’re crying just because they want to make a noise . . .
long as they’re well, and nothing’s hurting them. Well, you'll get used
to hearing that baby a lot, I think, as time goes by. . . .

BETTY. Oh-h-h-h-h. . . .

NURSE. But don't let it worry you at all! He’s unusually strong, has
good big lungs, likes to make a noise, likes to hear himself. . . .
(Chuckling) You can’t always tell! He might turn out to be a grand
opera singer, with all the practice he’s getting already. . . . Mmm! I
think it’s time he went back to the nursery anyhow, Mrs. Drake. So. . . .

BETTY. Please, Nurse! Please don’t take him away! Not yet. . . .

NURSE. But really, Mrs. Drake. . . .

BETTY. (Coaxing, eager) Let him stay just a little longer, Nurse. Just
a little while. Please. . . .

NURSE. Well, if you want him that badly. . . .

BETTY. I do! I do! I. . . just don’t want him to leave me at all! I lie
here worrying about him . . . all the time he’s out of the room. . . . I
think I can hear him crying . .. I think he needs me . . . that makes you
laugh, doesn’t it, Nurse? But I do want him here just as much as I
can have him. . . .

NURsE. I know you do. And that’s a good sign for him. He’s one
boy’ll know his mother’s always around to help him when he needs her.
Not like some mothers I've met. You'd be surprised, Mrs. Drake. There’s
a woman right on this floor . . . her first son, too . . . she acts like she
didn’t like him at all . . . she’s too busy right now having her hair
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marcelled . . . while she’s here, mind you, getting ready to receive
visitors . . . she’s some society lady . . . I don’t know her name . . . but
she acts like it all makes her a heroine or something, just because she’s
had a baby . . . like it never happened before . . . she expects everybody
to tell her she’s just wonderful to be so brave. . ..

BETTY. (Chuckling) You see a lot of different kinds of people here,
don’t you, Nurse?

NuRsE. I'll say I do! And most of ’em. . .. Well! You're different!
You and your husband . .. Gee! You want to watch out, Mrs. Drake!
The nurses think he’s the handsomest thing . . . the first thing you know,
somebody’ll be stealing him from you. .

BETTY. (Chuckling) I'm not afraid, Nurse!

NURSE. I know you're not! I wouldn’t be either, if I looked like you
do. Gee. . ..

BETTY. (S#ddenly) Nurse!

NURSE. Yes?

BETTY. Will you see if my Mother-in-law . . . Mrs. Drake . . . if
she’s all right? I mean, if you'll call her. . ..

NURSE. Why, of course! Right away, Mrs. Drake!

(As door opens . . .)

NURSe. Oh, Mrs. Drake! Your daughter-in-law was asking. . . .

MR. DRAKE. (Sxddenly) I'm going in, I tell you. . .

MRs. DRAKE. Robert! I wish you wouldn’t! Please. . . .

MR. DRAKE. (Coming up, disagreeable, sharp) Well! So you're all
right now, eh? And my grandson. . . .

BETTY. Mr. Drake . .. I...didn’t expect to see you here. . . .

MR. DRAKE. Have a right to see my own grandson, haven’t I? Or do
you begrudge me even that? Well, even if you do. . .. Mmmmmmph!
Small, isn’t he? Doesn’t look much like a Drake! But. . . .

BETTY. (Up suddenly) 1 don’t know why you're here, but . ..

MR. DRAKE. You don’t know why I'm here? You don’t know why?
I suppose I haven’t any right here?

MRs. DRAKE. Robert! I ask you. . ..

MR. DRAKE. I'm here, young woman. . . .

MRs. DRAKE. Robert! You can’t talk to Betty like that! You musn't. .. .

MR. DRAKE. I don’t think it's going to hurt her very much to talk
sense for a moment about the future of that child! And that’s why I'm
here, since you ask me! I want to make proper arrangements about his
future! I'm not saying for a moment that I approve . . . because I don’t!
But family pride, if nothing more. . . .

Bob. (Suddenly, as coming in) " All right, Dad. Family pride, you
say? Family? Whose family?

BETTY. (Eagerly) Oh, Bob! Datling . . . you got here. . . .
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BoB. (Quick, tense) Just a second, Betty. I think I got here just
in time to settle something. Dad, I heard you saying you were going
to arrange for my son’s future. Just how?

MR. DRAKE. Now, see here, Robert. I'm not going to quarrel with
you. . . .

Bos. T know you're not! Because there’s nothing to quarrel over.
But ... Dad, I don’t want you here. . . .

Mgrs. DRAKE. Robert. . . .

Bos. (Grim, Clear) I'm sorry, Mother. I hate to say it in front of
you. But it’s the truth. I don’t want him here at all. I won’t stand for
him bothering my wife or even talking to her. You might have realized,
Dad, that Betty's not well . . . you might have had the common decency
to stay away. . . .

MR. DRAKE. Robert Drake! If you've forgotten your manners. . . .

Bos. I've forgotten nothing! Particularly, I haven't forgotten what
you did to us! You knew we needed money, you had the money, you
owed it to us . . . you didn’t send what you owed when it would have
helped us. . .

BETTY. (Sudden, commanding) Bob! Please! None of that matters
now! Your father came to see our baby. . . .

Bos. Yes! To take charge of our son . .. as his property, because
our son bears his name. For no other reason, Betty. And he talks about
family pride. Family pride! Why . . . Dad. . . . Get this! This family
has its own family pride. This family is going to get along very nicely
without any interference from you. My wife, my son . . . and myself . . .
thank you very much . .. and I ask you to go now . . . and leave us
alone! And that’s final! So. . . .

MR. DRAKE. I came here to offer you. . .

BoB. Anything you can offer us, we don’t need and don’t want!
We're going to raise that boy by ourselves . . . without any interference
from anyone! We won’t stand for any interference. Least of all, from

ou. .
! MR. DRAKE. Very well, then! I've tried for the last time. . . .

Bos. Good! And goodbye!

BETTY. Oh, Bob. . ..

Bos. I'm sorry, Betty! I mean just what I've said! And . . . Mother. ...

Mrs. DRAKE. I've . . . got to go with your father, Robert. I . . .
can’t stay now . . . you understand. . . .

Bos. But we want you to stay! Mother! We want you. . . .

Mgs. DRAKE. Maybe . . . later, Robert. Maybe . . . I don’t know. . . .

MR. DRAKE. (Moving out) 1 know! You're going with me! And . . .
Robert Drake! Remember this! You're going to regret what you've said!
You'll wish you'd let me do what I was willing to do . . . for that
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baby . . . for my grandson! You'll come to me, some day. . . .

Bos. Never in the world! Never!

MR. DRAKE. You will! And when you do. . . .

Bos. If I ever do, I'll be ashamed to face my son again! He’ll know
his father’s a quitter and a coward! And now that I have a son, I can’t
be that! So. . . . Mother! I'm sorty this touches you. But . . . some day. . ..

MRrs. DRAKE. Some day, Robert . . . maybe. . . .

MR. DRAKE. Come on with me!

MRs. DRAKE. (Quietly) Yes, Robert. Yes. Betty. . . . You'll . . .
remember. . . .

BETTY. Always, Mother. Always. . . .

(The door closes, a moment of silence and . . .)

Bos. Betty! Don't cry! Don’t do that! I'm sorry I wasn't here to
head him off! I'm sorry he got in here, had a chance to make you feel
so badly. . ..

BETTY. But your father . . . he's your father and. . . .

Bos. And some day . . . some day . . . my own son . . . that baby
there . . . may feel about me as I feel about my father. . . . (Wildly)
No! That’s never going to happen! Never, Betty! Never! We’ll never
lose our son! We'll never lose him! I promise you . . . I promise you'll
never feel as Mother feels now . . . never. . ..

(Suddenly, the baby wakes, is crying, wailing as . . .)
Bos. (Quick, eager) Yes, little man! Yes! We'll take care of you!

And you'll never leave us! You'll never want to leave us. . . . That's
a promise, son! Shake on it! Shake hands on it. . . .
(Sudden fadeout, moment of silence, and . . .)

ANNOUNCER. (Grave, slow) So Bob shakes hands with his tiny son
.. . and promises that nothing will ever separate him from his son, as
Bob is separated from his father. Yet Betty, looking ahead, wonders. And
what will happen? Listen at the same time tomorrow to find out.
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(Fanfare.)

BETTY CROCKER. Good morning, everybody! This is Betty Crocker
introducing Gold Medal Feature Time! Your hosts, General Mills, again
present a full hour of radio entertainment, with Betty and Bob . . .
Modern Cinderella . . . Who’s Who in the News . . . My Autograph
Album, with a letter from a little girl and a recipe for Taffy Apples
for Halloween parties . . . and Hymns of All Churches.

(Betty and Bob Theme . . . Orchestra.)

ANNOUNCER. It's Betty Crocker’s birthday! Betty Crocker’s 15th An-
niversary! Celebrating the 15th year of a unique and friendly service to
all good homemakers!

And today Betty Crocker is going to present an interview with one of
her very dear radio friends—Mrs. Edward Safier, of 536 Roscoe Street,
Chicago. This celebration marks a double anniversary, for Mrs. Safier was
married just 15 years ago this month—at the same time Betty Crocker
began her service to all good homemakers. Betty Crocker, may I intro-
duce Mrs. Safier? . . .

BETTY CROCKER. Thank you, Paul, but Mrs. Safier and I have al-
ready introduced ourselves. In fact, we were talking about the new
recipe folder called “Betty Crocker’s 15 Prize Recipes” which the Gold
Medal people are bringing out for this Anniversary.

MRs. SAFIER. I read about your booklet in this month’s McCall's
Magazine, Betty Crocker. It's a marvelous idea. The All-Star favorites
for fifteen years.
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BETTY CROCKER. Yes. Each recipe was America’s favorite for the
year in which it was created. I have the complete list here. I wonder how
many of our friends remember these. . . .

1922—Old-fashioned Jelly Roll; 1923—Streusel-filled Coffee Cake;
1924—Pineapple Upside Down Cake; 1925—Apple Roll; 1926—Blitz
Torte; 1927—Orange Washington Pie; 1928—Lemon Meringue Pie;
1929—Hermits and Ginger Creams; 1930—Golden Cottage Pudding;
1931—Plum Duff; 1932—Haddon Hall Gingerbread; 1933—Pigs in
Blankets; 1934—Apple Pie with Cheese Crust; 1935—Magic Choc-O-
Nut Cake; 1936—Favorite Fudge Cake.

Mgs. SAFIER. The 1936 Favorite Fudge Cake was featured in the
McCall’s advertisement I saw.

BETTY CROCKER. Yes, Mrs. Safier. Everyone in the Gold Medal Test
Kitchen selected it as our candidate for America’s No. 1 favorite this year.

MgRs. SAFIER. It sounds simply grand. I'm going to serve it some
time this week sure. Fudge Cake always makes a hit with my family.

BETTY CROCKER. And I know you'll have glorious success if you use
the failure-proof recipe in the “15 Prize Recipes” folder and Gold
Medal “Kitchen-tested” Flour.

Mgs. SAFIER. I know I will, Betty Crocker. I've used your flour and
your recipes for 15 years . . . and they have rever failed!

BETTY CROCKER. Thank you, Mrs. Safier. It's been grand having you
here today. And I wish you the very finest kind of married happiness
for many, many more wedding anniversaries.

ANNOUNCER. Thank you, Betty Crocker and Mrs. Safier. And, let me
add just this for our listeners:

Go to your grocer's today. Ask him for Betty Crocker’s 15 Prize
Recipes! Get this remarkably helpful booklet—free—while supplies last.
If your grocer hasn't yet received his supply—or if his copies are already
gone—simply drop a note to Betty Crocker, Minneapolis, Minnesota, and
she will send your folder—free—by mail. Please act quickly before
supplies are gone. You'll be glad you did!

Lead-in

ANNOUNCER. And now for Betty and Bob. Those two names really
belong together once more—for Betty and Bob again are man and wife.
The love of these two people has surmounted everything; divorce, mis-
understanding, the interference of other people and sometimes the
worst of all foes, the passage of time. Seeing the little family, Betty
and Bob, with Bobby in his high-chair, seated about the dining table at
the cottage, one might think all the suffering and heartache of the past
six months were nothing more than an ugly dream. For it looks like old
times—as if Bob had not been absent at all. It is their first dinner to-
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gether since the ceremony. They are just completing the main course.
Bob speaks. Listen.

Bos. Glad to have your Daddy back home eating dinner with you
again, Bobby?

BosBy. 'Es, Daddy—Bobby glad.

Bos. That’s the stuff. And I hope you realize, young man, that this
dinner was arranged at an early hour just for you. Just so you could sit
with Daddy and Mummy at their first dinner together.

BETTY. And for another reason too, Bob.

Bos. (Knowingly) Yes. We'll come to that later. When Gardenia
takes off these plates.

BETTY. And as soon as Bobby has finished drinking his milk.

BosBy. Bobby gotta 'nuff.

Bos. Oh, no. Impossible. You can’t ever get enough milk. Go ahead.
Drink it up, Bobby.

Bossy. Do Bobby haf to drink it up, Mummy?

BETTY. Well you don’t HAVE to, dear. But Mummy would be very
happy if you would.

BoBBy. Aw wight.

Bos. That’s the stuff. Bic—drink! Look out! Look out! (Laughing)
You're spilling it all over you.

BETTY (Laughing) Here, Bobby darling—let Mummy wipe it off—
there. That was a good boy—even if you pID spill some of it.

BoBy. Aw gone.

BoB. Yes. (Laughing) All gone. Bobby takes his meals inside and out.

BETTY. There, dear—that’s better. You through, Bob?

Bos. Till the next course.

BETTY. I'll ring for Gardenia. . . .

Bos. Wait. You won't have to. (Calling—stentotian tone) Gar—
DEEN—ya! Gar—DEEN—ya!

BETTY. (Amiable) Bob! You'll rouse the neighbors!

Bos. What do we care? They ought to be roused. (A gain) Gar—DEEN
—yal!

BoBay. (Giggles)

GARDENIA. (Off) Yas, Mars Bob—Ah’s comin’.

BETTY. (Low) Bob—do you have “it” ready in the other room?

Bos. (Confidential) Sure. All ready.

GARDENIA. (Coming in) Everybody t'rough eatin’?

Bos. I should say so.

BETTY. (Indulgent) Just look at Bob’s plate. From the looks of it
you wouldn’t think he’d had a thing on it.

GARDENIA. Kinda slicked it up, did yuh, Mars Bob? (Chuckles)

Bos. Sure. I was properly brought up. To eat everything on my plate.
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(Sound of stacking dishes and silverware through scene until cue.)

BETTY. You did that all right.

Bob. And besides—the dinner was so delicious I couldn’t bear the
thought of missing a single bite—or even one little drop of gravy.

GARDENIA. You all like it, Mars Bob?

Bos. Like it? Well, I couldn’t very well help it. In the first place you
served all my favorite dishes—and the way you cooked them tonight—
it was wonderful.

GARDENIA. (Enjoying praise) Jes' de same ole cookin’, Mars Bob.

Bos. Nope. I don’t believe it. I'll bet you put something special into
those old pots and pans.

GARDENIA. Go "along wid yuh. Yuh's jes’ tryin’ to swell mah haid.

BETTY. Gardenia—is the—you know—is it ready?

GARDENIA. Yessum. (Fade) Soon as Ah git deese heah dishes out.

Bos. Bobby—jyou know what day this is?

BosBy. Nice day.

Bob. (Langhs) Yes, you bet it's nice. But do you know what special
day it is?

BosBy. S’Monday.

BETTY.

Bos.

Bos. No, that isn’t what I mean.

Bossy. Bobby hear Mummy say s"Monday.

BETTY. That's right, dear—but do you know what else it is?

Bossy. Huh-uh.

Bob. Do you know what a birthday is, Bobby?

Bossy. Birfday?

BETTY. Yes, dear. Everybody has a day they celebrate each year to
show how old they are.

(No more dish clatter heard.)

Bos. And today is YOUR birthday, Bobby. Bobby's birthday.

BosBY. Bobby's birfday—Bobby’s birfday!

BETTY. So today is a big celebration. Because Daddy is home to stay—
and because it's Bobby’s birthday.

Bos. You know how old you are today, Bobby?

Bossy. Huh-uh.

Bob. Well, sir! You're just three years old today!

BerTY. Think of it—Bobby. Three years old.

Bos. You're getting to be a big man.

BosBy. (Very big) Bobby big man!

GARDENIA. (Calling—off) Heah Ah comes!

BETTY. Bobby—look—see what Gardenia has.

(Laugh gaily to gether)
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BosBY. Ooo0oooooh!

BoB. A great big cake!

BETTY. Gardenia baked that for you herself.

BoBBY. Mummy! S’on fire!

BoB. (Langhing) Those are just the candles, Bobby. See. One, two,
three. One for each year. One, two, three.

BoBBY. One—two, free!

GARDENIA. Dar. See. Ah'm a settin’ hit direkly befoh yuh, Bobby.
An’ yuh gotta blow all dem cannels out wit" one bref.

BETTY. Take a deep breath and blow them all out, Bobby.

Bos. Come on, son. Breathe deep.

BoBBY. (Deep inhale)

Bos. Now, BLOW!

BosBY. PHO-0O-0-00000000.

ALL. (Laugh and exclaim)

GARDENIA. Da’s hit! Yuh done blow ‘em out de fust time. Dat mean
dat you'll have good luck all the whole nex’ yeah.

BETTY. What a big blow that was!

Bos. Now, Mummy’s going to cut it and give us each a piece.

BosBY. Goody—goody.

GARDENIA. (Fading) ANl git de ice cream.

BETTY. Now right down through the middle. And a piece right out
here for Bobby.

BoBBY. (Smacking his lips) Ummm-m-m. Umm-m.

BETTY. And one for Daddy—

Bos. Thanks darling.

BETTY. And one for Mummy.

GARDENIA. (Coming in) Ah hopes hit’s good.

BosBy. (Mownth full) Ummm-m. S'good!

BETTY. And here’s Gardenia—with THREE dishes of ice cream!

GARDENIA. De 1i’l one’s foh Mars Bobby.

BoBBY. Bobby want ice cweam.

BoB. Here you are, son,

BosBY. Ummmmm.

BETTY. Now—don't eat it too fast, dear.

BosBy. S'cold.

Bos. It /s cold, Bobby. So eat it slowly—let it melt in your mouth.

BosBY. Ummmm—s’good!

BoB. You bet it is.

BETTY. And the cake is simply delicious, Gardenia.

GARDENIA. Da’s good.

BETTY. You always manage to get it just right—just the same.
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GARDENIA. (Chuckling) Da’s on account o' because Ah uses dat
kitchen tested flowah.
BosBy. Want more ice cweam!
Bos. T'll tell you what! I've got something for you that's better than
any old ice cream you ever tasted.
Bobby. (Doubtfally) What?>—What Daddy got?
Bos. Remember that Mummy and I wouldn’t let you go in the living
room after I got home?
BoBBy. Got ice cweam there?
Bos. No. Something bigger—and better. A grand surprise. And it's
all for you, Bobby.
BoBBy. Bobby wanna see.
Bos. All right—in a minute—you stay with Mummy.
BeTTY. Here—TI'll take you down. (Effort) That's it.
BoB. And as soon as I'm all set—you can come in.
(Door opens.)
Bos. (Fading) No fair peeking now.
BosBy. Wanna see.
BETTY. Just a minute, dear, till Daddy’s ready.
BosBy. Wha’s Daddy got, Mummy?
BETTY. Wait just a minute and you’ll see.
BoB. (Off—calling) All set. Come on.
BETTY. Come on, Bobby. Now you can see.
(Fade in sound of small electric train running on tracks. Comes
close to mike and away from it during scene.)
BoBBY. (Screaming with delight) Mummy! Mummy! Twains!
BETTY. Yes, darling—a nice new set of electric trains. Aren’t they
marvelous?
BosBsy. O-0-oh. 'S’big!
BoBs. And look, son—look. Watch it stop in front of the station.
(Sound of train ceases.)
BoBBY. (Claps his hands in glee) Make it go ’gain, Daddy. Make it go.
Bos. O.K. Just a minute. But look here—we’ve got little signal
lights to tell the engineer if the track’s clear—
BETTY. I'll bet you'll get more fun out of it than he will.
Bos. (Grinning) 1 shouldn’t be surprised.
BoBBy. O-0-oh. That’s a nice twain.
(Mantle clock strikes eight.)
BETTY. (On second strike) Oh, my gracious. It’s eight o’clock.
Bos. Is it?
BETTY. We took much more time for dinner than I thought.
Bos. Gee, I didn’t think it was that late. Does that mean—
BETTY. I hate to do it—but it’s way past Bobby's bedtime now.
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BoBBy. Wheeeeeeee! Goes fast!

Bos. Don’t you suppose—just a few minutes more?

BETTY. He'’s pretty tired now—I can tell.

Bos. He’s having such a wonderful time and we just—

BETTY. We don’t want him to get irritable, do we, dear?

Bos. No. Of course not. Bobby!

BosBsy. 'Es Daddy?

Bos. Now, look—I'm going to stop the train again.

(Train slows to a stop.)

BoB. You know why?

BosBY. Why?

Bos. Because the engineer has been running the train all day and
he’s tired and sleepy and we’'ve got to let him go to bed.

Bosay. Bobby's not s’eepy.

Bos. No, but the engineer—the man who runs the train is. And you
wouldn’t want to keep him up, would you?

BosBy. Poor man s’eepy.

BETTY. Yes, poor man.

Bos. I'll tell him to get a good night’s rest, and then tomorrow when
I come home from the office, we’ll make him run the train and run it,
and run it. Hey?

BeTTY. Come on—you better go to bed too, Bobby, so you’'ll be able
to play hard tomorrow.

BosBy. Bobby not wanna go bed. Wanna play wif twains.

Bos. We'll play tomorrow. I'll come home especially early from the
office—

BETTY. Be a good boy and come now, Bobby.

Bos. Come on. What do you say? Daddy will help you get to bed.
It's been a long time—

BETTY. Come on—we’ll all do it! Shall we?

BoBBY. Aw wight.

Bos. That’s the boy.

(Phone rings)

BETTY. Oh, dear—answer that—will you, Bob?

Bos. Sure. You get him undressed—TI’ll be right in.

BETTY. (Off—fading) All right.

(Receiver off hook)

Bos. Hello . . . oh, hello, Carter . . . sure, we're in . . . now listen,
Carter—have a heart . . . we're on our honeymoon . . . well, you tell
Marlene we’d love to have you come over—but make it some other night,
will you? . . . Sure. . .. We've been rushing around so lately, that Betty
and I haven’t had five minutes together and tonight we sort of planned
to stay at home quietly. . . . Thanks, Carter—you’re a sport. No, we’ll
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get together for dinner and the evening real soon ... O.K.. .. good night.
(Hangs up)

BETTY. (Off) Who was it?

Bog. It was Carter. He and Marlene wanted to come over here tonight.

BETTY. (Fading in) Are they coming?

Bos. Well, son—all undressed already?

Bospy. 'Es, Daddy.

BETTY. (In mike) Are they coming, Bob?

Bos. No. I told them they weren’t welcome.

BETTY. You didn't.

Bos. Sure I did. I said we were on our honeymoon.

BETTY. (Gently chiding) Bob, you shouldn’t have done that.

Bos. I've seen so much of other people lately, I want to see my wife
for a change.

BETTY. Well—(t0 Bobby) Now, you're all ready for bed. Will you
say your prayers for Daddy and Mummy?

Bossy. ’Es.

BETTY. Sit here, Bob.

Bos. All right. Now go ahead and say them right, Bobby.

BosBy. (Hesitant) Now I—lay me—down to s’eep—I pway the Lord
my soul to—keep; if I should die— be-FORE I wake—I pway the Lord—
my soul—to take. God bwess Mummy—an’ Daddy—an’ Gwamma, an’
Gardeen’a—an’ (Finishing with a rush) Aunt Jane and Uncle George.
Amen.

BETTY. That’s it. That’s a good boy.

BoB. (Moved) Sweet! Now give your Daddy a great big hug and a
kiss.

BosBy. Ummm! (Kiss)

BeTTY. And Mummy.

Bospy. Unmmmm-mmm-m. (Kiss)

Bos. That's the boy. Now close your eyes and go right to sleep. Will
you?

BeTTY. Wait till I tuck you in.

Bos. (Fading) T'll open this window just a crack. It’s getting quite
cold and there’s a stiff wind tonight.

BETTY. There you are.

(Window raised—off)

Bos. That'll do it.

BeTTY. Good night, darling.

Bosay. 'Night, Mummy.

BoB. (In mike) Good night, son.

Bossy. 'Night, Daddy.

Bos. Sleep tight—see you in the morning.
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Bossy. (Off) Aw wight.
(Door closed softy)
BETTY. (Low) Isn’t he darling, Bob?
BoB. Yes. And so are you, Betty.
BETTY. Bob!
Bos. Sweetheart.
BETTY. Hold me tight—tight.
Bos. (Husky) It's so wonderful to be here—with you—once more.
BETTY. Where you ought to be.
Bos. Sorry I turned Carter and Marlene away?
BETTY. No. Of course not. I'm glad. I don’t want anything but my
home, my baby, and my husband.
BoB. Say that word again. I love to hear it on your lips.
BETTY. My own, dear, sweet husband.
Bos. Precious! (Moment's pause) Come on into the living room,
darling.
BETTY. All right.
Bos. You go over and sit down on the divan,
BETTY. Aren’t you coming?
Bos. In a minute.
BETTY. What are you going to do?
Bos. You'll see. Now where are the new needles for this phonograph.
Oh, here they are.
BETTY. Oh, I know.
Bos. I thought you'd guess.
BETTY. You're going to play "Our Song,” aren’t you ?
Bos. Uh-huh.
BETTY. Shall I switch off all the lights but that one lamp—like we
used to?
Bos. That’s right.
BeTTY. There.
(Sound of turn table starting to revolve)
Bos. That’s right—now sit close to me—that’s it, sweet—
BETTY. With my head on your shoulder—so.
Bos. Now listen—
(Music. T he piece starts—"Traumerei”’ )
BETTY. (A little moan of pleasure—whispering) Bob?
BoB. (Whispering) Yes, dear?
BETTY. (Same) 1 love you, Bob.
Bos. (Same) I adore you, Betty.
(Music. T he music gradually fades out— pause before the announcer
speaks)
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Lead-out

ANNOUNCER. So at last Betty and Bob are truly united. Married. In
love. Happy. Ideally happy. They deserve it. But people can’t shut
themselves up in their homes forever—and keep other people out. They
have to go on living from day to day as they brush against the world.
How long will this blissful state last? Will something come up to spoil
it? Or have Betty and Bob both learned enough to be wise when domestic
danger threatens? What does the future hold? What will happen?

Close
Theme.

ANNOUNCER. Listen in again tomorrow at this same time for the
next episode in the lives of Betty and Bob—first program on Gold Medal
Feature Time. Your announcer is Paul Dowty.

The next program of Gold Medal Feature Time—which follows im-
mediately—is Modern Cinderella!

JUDY AND JANE
Episode 10; Politics in Honeycrest
Revolving Plot Serial

Like Betty and Bob, Judy and Jane is one of the oldest day-time shows
on the air. Contrasting with the Old Wives’ Tale of Clara, Lou 'n’ Em,
in which most of the action was presumed to have taken place before
the episodes opened and was told about by the three women, this is
a revolving plot serial of two women, in which the action is brought to
the microphone, within the episodes. Clara, Lou 'n’ Em were observers of
life, including the national scene as read about in the newspapers. J«dy
and Jane are more typical of the daily script radio characters by being
the central characters in the plot and action. Clara, Lou 'n’ Em were
reactors: Judy and Jane are actors. Character type, rather than story, was
the outstanding element of Clara, Lou 'n’ Em. Permission for publication
kindly granted by J. A. Folger & Company by AE.

JUDY AND JANE
Blackett-Sample-Hummert, Inc., Chicago
Advertiser: J. A. Folger & Co.

Number: 658 E. T. Date of Broadcast: January 6
Date of Recording:.... Date: Wednesday Time:. ...
Chain or Station: WBS Subject Matter: Judy and [ane. Episode

10: Politics in Honeycrest. Script title: Ben has a Promotional Idea.
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Open: Folger's mountain flavor. Economy—use 1/ less.
Close: Try the 3 day test. For Recording Only.

CHARACTERS:
Judy Ben Fineberg
Jane Jerry
Theme

ANNOUNCER. Judy and Jane—brought to you every day at this same
time except Saturday and Sunday—by the makers of Folger's Coffee,
famous for its rare and thrilling mountain flavor. . . . The coffee that
comes to you in the red can with the bright yellow band just above the
name Folger’s!

Theme up

ANNOUNCER. If you just stop to think it over, you'll find that prac-
tically every food there is, grows better in some one particular spot than
anywhere else. For example, grapefruit is grown in many places—but the
grapefruit that comes from our own Rio Grande Valley down in Texas
beats anything else for fine, juicy flavor.

Same with potatoes. They’ll grow most anywhere, but those big
mealy potatoes from Idaho’s lava beds are the champions. And you can
name hundreds of other foods and find that the same thing is true . . .
there’s one particular spot that grows them better than they can be grown
elsewhere.

Don’t think that coffee is any different, either. They grow coffee in
lots of places—mostly in lowland countries. But there’s one place that
experts call the coffee Paradise of the world. They call it that because
that’s where the world’s really fine coffees are produced. This locality
I'm speaking about—this coffee Paradise is the mountains of Central
America. On tiny mountain-top plantations, nature has worked a miracle
for growing superior coffee. It’s rich, volcanic soil. Clear, sparkling
mountain air. Gentle tropical rain. Glorious sunshine. Working together,
these soil and climate conditions create a coffee that stands out above all
others.

Now only a limited part of the world’s coffee supply comes from these
mountain plantations. That's why you don’t find this mountain flavor
in the hundreds of ordinary coffee brands which are on the market today.

But—and this is the thing to keep in mind if you or your husband
are real coffee lovers—you do find that rare mountain flavor in Folger’s
Coffee. That's what sets Folger's apart from other coffees. That's why
Folger’s mountain flavor makes ordinary coffees seem flat and tasteless
by comparison. That’s why Folger's has such a clear, winey tang, a
flavor that’s so extra rich you can actually use less coffee, and save money
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on your coffee bills. Housewives tell us they use one-fourth less coftee
when they use Folger’s. Thus, they not only enjoy fine coffee but they
practice real thrift, too.

The only way you can judge for yourself whether Folger's is the coffee
that will bring you more real pleasure and enjoyment than any other
is to try it. Ask your grocer for Folger's today.

Yesterday—at the Red Front Store—Judy and Jane virtually forced
Old Man Sargent to agree to Jane's engaging Ben Fineberg as her assist-
ant. It was a bitter pill for Old Man Sargent to swallow, and he com-
plained to his sister Louella. Louella, who dislikes Jane as much as she
hates Judy, said she had a plan for getting Jane under their control—a
plan that would break up the friendship between Judy and Jane. This
plan, however, is dependent upon Judy's arch-political enemy, Charles
Wilson. So Sargent immediately contacted Wilson, who agreed to meet
Louella and Sargent on Thursday.

Meanwhile—all unaware of the plots that are being hatched against
their future, Judy, Jane, Jerry and Ben Fineberg are happily talking over
prospects in the large living room of Judy and Jane’s white house in
Honeycrest. Ben Fineberg is speaking.

BEN. Oy! Jane . . . have I gotaidea . .. is it a honey?

Jupy. (Kids) Jane's new assistant at the Red Front Store goes right
to work even if it is 9 P.M.—is that the way it is, Benny?

BEN. Vot else? (Humor) I got to show my boss I'm on the job . . .
or maybe she'll fire me before I get started. (Confidentially) It's always
a good idea to let the boss see that you're working, Judy, even at night.
Oy! Do I remember how it was out in Hollywood. . . . All day those
schnorrers in my office would sit around. But let me or Abe Cohen walk
into the office . . . and it was so busy . . . like a boiler factory it sounded.
That's the reason I went broke . . . one of the reasons.

JANE. What's this big idea of yours, Ben?

BEN. It’s like this. No! I ain’t got time to tell it. . . . Gimme the tele-
phone. What's the newspaper’s number, Jane? I'll call 'em right away.
We'll spread it in tomorrow’s papers. Oy! Will the customers come in!
In rows they’ll be standing.

JANE. (Langhingly) Put the phone down, Ben . . . we can’t do any-
thing tonight.

BEN. (Excited) Not do anything tonight? Not do anything tonight!
With a million dollar idea. Maybe a two million dollar idea.

JERRY. (Interrupts) Tomorrow's papers have gone to bed, Benny.

BEN. Vell? Get them up. Many's the time I’ve had to get up when . ..

JANE. (Interrupts) In Chicago, Ben . . . if you want to place an
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advertisement . . . you have to get it to the paper by a certain time.
BEN. (Unbelieving) You mean to tell me you can’t spend your money
.. . any time?

JANE. That'’s right.

BEN. Oy! What a business!

JANE. The moving picture business and the department store business
are two different things. . . .

BEN. (Meaning) I'm beginning to see.

JANE. Besides . . . we have to work it all out. . . .

BEN. Work it all out? We got the idea, ain’t we? Give it to some-
body else to work out. There ought to be a department. . . .

JANE. (Laughing) 1 don’t think Father Sargent would agree with you.

Jupy. (Warns) And you'd better not sound off any ideas like that
in front of him.

BEN. (Moans) Held in I'm going to be. . . .

JANE. (Interrups) What's your idea, Ben?

BEN. It come to me like that, Jane. Like that. Like a flash. That's the
way I get all my ideas. . ..

JERRY. Save the introduction, Ben.

BEN. (Continues, ignoring Jerry) It came to me right after I got
through phoning Ike Silverberg in Chicago.

JERRY. Ike Silverberg? The producer?

BEN. Sure . . . I wanted he should be one of the first to come to my
partty. . ..

JANE. (Puzzled) Party?

Juoy. (Puzzled) Party?

BEN. (Accuses) 1 told you.

Jupy. But you didn’t, Ben.

BEN. Look. Ven Jane called me and told me I got a job as her as-
sistant at the Red Front, I says . .. Ben . .. we got to give a party to
celebrate. Oy! vill ve have a good time (Suspiciously) You're sure I
didn’t ask you, Judy?

Jupy. No.

BEN. (Easily) Vell . . . I thought I did. So you're all invited.

JERRY. Thanks.

JANE. When is it going to take place?

BEN. Vot?

JANE. The party?

BEN. Oh, that. . . . Ven I make enough money to pay for it.

Jupy. Oh.

BEN. But that’s what gave me the idea. Parties! Oy! Is it grand! What
do you think, Jerry? Isn’t it a wow?
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JERRY. T don’t know.

JANE. You haven't told us about it yet.

BEN. That's right. I forgot. I was so excited. Vell. . .. (Deep breath)

Jupy. Stand by, folks . . . the balloon’s going up.

BEN. This month . . . what does every store do?

JANE. Runs a clearance sale. We're getting ready for one now.

BEN. (Pleased) Exactle! A clearance sale. Every store in Chicago runs
a clearance sale except one. The Red Front store. They don’t have any
sale at all.

JANE. What?

BEN. No sale. Instead it has a party. A big party. Page ads. Everybody
in Chicago invited. Coffee, cake, and sandwiches . . . all they'll eat . . .
milk and ice cream for the kiddies. . . .

JANE. But .. ..

BEN. (Continues) And everything up on the top floor . . . to get to
the party . . . people have to walk through the whole store to the ele-
vators . . . (Very enthusiastic) It's colossal. Jane! Magnificent! (The
last word) Super magnificent.

Jupy. (Dryly) Can’t you just see old man Sargent falling for an idea
like that?

BEN. (Enthuses on) Every store in Chicago with a sale . . . and the
Red Front with a party . . . and the aisles loaded with merchandise at
low prices . . . of course, does somebody going to the party want to buy
some of the things . . . we ain’t gonna say no.

JANE. It's a wonderful promotional idea, Ben.

JERRY. It’s a knockout!

JANE. Father Sargent will be able to see this. Anyone could.

(Judy grunts.)

BEN. (Continues) Oy! We get some unemployed actors cheap. I get
them from Silverberg to put on a show.

JANE. We can tear down some of the storerooms on the top floor
for a stage.

BEN. (Chortles) Vot a idea. Vot a idea. Vill ve pack 'em in, or vill
ve pack 'em in. . .. (Disgust) In show business I should be all my life.
Ven I'm a natural department store man.

JANE. It's a grand idea, sure-enough, Ben. Come on into the breakfast
nook, where there’s a big table. And we’ll figure the whole thing out.

BEN. Hokay. Ve vork it out to the last sandwich.

JANE. You and Judy coming with us, Jerry?

JERRY. (Quickly) We'll stay here. Jane.

Jupy. Who says so, lug?

JERRY. Me. We're gonna look in the fire.

BEN. (Meaning) Ah-ha.
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Jupy. Gosh! Jerry . . . you'd better go along and help. You might be
able to figure out some different angles.

JERRY. Ben knows as many angles as I do. Besides . . . we got to look
in this fire.

Jupy. Heck. There’ll be plenty more fires. We have one every night
now.

JERRY. Not like this one . .. er ... my sweet.

Jupy. I don't see anything special about . . . what's that you said?

JERRY. (Firmly, driving it out) 1 said . . . there won’t be another
grate-firé like this one, my sweet. '

JupY. (Puzzled) That’s what I thought you said.

BEN. And he didn’t say it bad neither. Did that klutz of a leading
man of mine have so much emotion in his voice, as Jerry, Vy ... I'd be
in the moving picture business right now . . . I bet.

JERRY. (Elated) Do you really think I'm good, Benny?

BEN. (Soberly) Jerry! I give it my word. You were swell.

Jupy. (Irked) Say! What's this all about? Are you trying to get into
the movies, Jerry?

JERRY. In the movies, Judy? Perish the thought!

Jupy. Wha-at?

JERRY. I said . . . perish the thought.

Jupy. (Weakly) Oh.

JERRY. And what’s more . . . I haven’t any wish to get into the movies
. .. of a certainty I haven’t . . . of a certainty.

Jupy. (Weakly) More?

JERRY. (Growls) What's the matter with ya, small time? Can’t you
understand the King’s English?

Jupy. When the king talks it I can.

JERRY. Holy Smoke . . . that’s the trouble with . . .

BEN. (Interrupts) Vait! Vait! . . . Jane . .. ve better get to work in
the breakast room. Judy and Jerry might keep this up for hours.

JANE. (Laughing) You're sure enough right, Ben . . . (Fading)
Bring a block of paper and a pencil.

BEN. (Fading) 1vill ... Hokay ... Judy ... Hokay Jane...vun...
two, three . . . scrap.

JERRY. (Grumbles) They must think we're a couple of first grade
saps.

Jupy. Well .. . aren'twe. ..

JERRY. If you wouldn’t always burn up at everything I say . . .

Jupy (Warming) I burn up? Me? Why . . . you're the biggest sore-
head. . ..

JERRY (Makes effort) Let’s cut it out. . . .

Jupy. Gosh! That'll suit me.
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JERRY. We . . . we'll take things different.

Jupy. Looks like you've started doing zhat.

JERRY. Come again?

(For Jerry: When [erry really goes into his lines he puts it on heavy)

Jupy. (Suspiciously) Jerry John Boggs, what’s got into you?

JERRY. Into me?

Jupy. (Continues) You been acting awful funny the last couple of
days.

JERRY. Have I?

Jupy. Like not going in with Jane and Ben and helping them.

JERRY. Forsooth . . . I don’t see anything funny about that.

Jupy. The way you've been slinging words at me . . . and . . . and
wanting me to sit out here and look in the fire with you. (Softens a bit)
You never asked me to do anything like that before . . . Jerry.

JERRY. It's a different angle of my character, Judy . . . a different
facet . ..

Jupy. A what?

JERRY. (Climbs down) Another side to you.

Jupy. Oh.

JERRY. (Back #p) There is an end. There is an end. For stony limits
cannot hold love out . . . forever . ..

Juoy. (Kids, uneasily, she can’t figure it) Who told you that?

JERRY. Who told me that? Why ... Don . ..er... Shakes...er

.. (Irked) Who told me that? 1 figured it out myself. . . . That's what,
Fair one. Impute not my actions to light love. Which this warm firelight
has so discovered to you.

Jupy. Jerry? Are you feeling all right?

JERRY. I think, my sweet . .

Jupy. (Interrupts) Don’t you think we oughtta go in with Ben and

ane?
J JERRY. Stay . . . Judy ... if ... there’s anything the matter, it is my
heart.

Jupy. (Worried) Your heart? Oh. Jerry . . . you're not sick?

(Jerry sighs)
Jupy. (Continues) 1 should a known it. Jerry . . . lug . . . have you
been to see the doctor?
JErRrRY. No...no..
Jupy. (Interrupt;) Ill call him right away. .
JERRY. (Sighs) No mortal doctor . . . no lxvmg man can cure what

ails me, Judy.
Jupy. (Frightened) What do you mean? Jerry! What do you mean?
JERRY. My cure lies only in the hands of Ero. .. Ero. .. er...Cupid.
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Juoy. (Surprise) Cupid? (Begins to understand) You mean the little
guy . . . the kid with a sash and wings?

JERRY. With bow and arrow. Sharp darts that pierce the heart. (Sighs)
Cruel darts.

Jupy. Gosh!

JERRY. Look into the fire, Judy . ..

Jupy. Yeah?

JERRY. One finds so much in the fire, Judy . . . tell me . .. what
do you see, my sweet?

Jupy. Er . . . nothin’ . . .

JERRY (Patiently) You don’t look hard enough, my sweet . .. (Mys-
teriously) I'see .. . Isee...

Jupy. What?

JERRY. (Mystic) I see a happiness . . .and ... er. .. love climbing
over walls . . .

Jupy. Where?

JERRY. (Matter of fact) Right over there. On the left side. Where the
flames look like they’'re gonna go right up the chimney.

Jupy. Oh. Go on, Jerry. What else is there in the fire?

JERRY. Love climbing over walls . . . for stony limits cannot hold love
out...

Jupy. You said that before.

JErry. Did I? . . . What matter? . . . There’s more to see than meets
the eye (Wonder and proud of himself) Say, small time . . . do ya know
you got tears in your eyes?

Jupy. Whadda you expect . . . staring into the fire trying to see . . .
well . . . if you gotta know . . . it's smoke. I got smoke in my eyes.

JERRY. (Disappointed) Oh. I mighta known.

Jupy. (Softly) Jerry.

JERRY. Yeah.

Jupy. (Shy, for Judy) You know? Well . . . Gosh . . . you know? . ..
You never talked to me like this before. . . .

JERRY. No?

Jupy. And . .. well ... I like it.

JERRY. (Swells) Ya do?

Jupy. I'll say . . .

JERRY. Then . . . (Very sentimental) Judy, my sweet, I've one thing
more to . ..

JANE. (Coming up) Anyone want cookies?

BEN. (Coming up) With coffee?

JERRY. Cookies? (Enthuses) Mandy's cookies?

JANE. (Laughing) Yes.
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JERRY. Trot 'em in . .. we'll have plenty . . . won't we, small time?

Jupy. Yeah. Pass the cookies, Jane.

BEN. Vot is it, Judy? Something wrong?

Jupy. (Sighs) No . .. I guess there’s nothing wrong. I guess I only
thought there was.

JERRY. Holy Smoke, Jane! These are swell cookies. . . . Aren’t you
going to eat yours, Judy?

Jupy. No, Jerry . . . you can have them.

JERRY. (Warns) You're missing something.

Jupy. (Sighs) Yeah. I guess I am.

(A little pause . . . telephone)

JANE. I'll answer . . .

(Click)

JANE. Hello? . . . Yes this is Jane . . . (Surprise) Why Father Sar-
gent! . ..

Jupy. The old beezark! Now what?

JANE. (Continues, anxious) Is there something wrong? At the store?
... (Relieved) I'm so glad. . . . I was worried. It's unusual for you
to call me in the evening like this. . . . Sonny and Joyce? They're fine.
Sleeping. ... Oh ... for ever so long. ... (Surprise) Mr. Fineberg? . ..
Yes, I can reach him tonight. . . .

BEN. Me? Vot's he vant with me?

JANE (Continues) T'll be glad to do it. . . . (Undecided) But there
was something I wanted to talk over with you in the morning. An idea
of Mr. Fineberg's . . . a promotional idea . . . and . . . it's really wonder-
ful . . . it'll keep the Red Front business booming right through the
dull season. (Unable to believe her ears) . . . Not go tomorrow? . . . Stay
home and work it out? . . . (Happy) Why ... why . .. thank you
Father Sargent. It’s wonderful of you to feel that way. We'll sure enough
try to earn your confidence. Give Aunt Louella my love. And we'll see
you in the afternoon some time . . . Good night.

(Hang up)

JERRY. What's happening, Jane?

BEN. Yeh. Vot did he have to say about me?

JANE. (Happily) Father Sargent’s done a complete about face . . .

Jupy. An about what?

JANE. Do you know why he called?

Jupy. You tell us.

JANE. He wanted me to take Ben directly to the Merchandise Mart . . .
and introduce him to some of our sources of supply.

JANE. He asked me to spend the whole day getting Ben used to his
new associates. Father Sargent said he was willing to do my work for
tomorrow.
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Jupy. (Darkly) There’s something wrong somewhere.

JANE. (Scoffs) What could be wrong?

Jupy. You're asking me.

BEN. So vot do ve do tomorrow, Jane?

JANE. I told him you had a grand idea. . .

JERRY. Yeah. We heard.

JANE. (Impressively) And Father Sargent said . . . I should get hold
of you . .. and that the two of us should work the whole thing out . . . to-
gether. . .. That he had implicit confidence in my judgment.

JERRY. Wow.

Jupy. Old Man Sargent said that?

JANE. He did.

BEN. To work for a man like that is going to be a pleasure . . . a
positivel pleasure.

Jupy. Yeah . . . maybe . ..

JANE. Why are you so suspicious, Judy?

Jupy. I guess I'm built that way.

JANE. The man’s just showing us he’s willing to cooperate at last.
That we're all going to work together . . . instead of against each other.
That's Father Sargent’s way of showmg us that he s going to roll up
his sleeves . . . and help.

Jupy. (PunflJ 1) T'd be more willing to believe it, Jane . . . if I
could look up old man Sargent’s sleeve. There’s a monkey behind the
eight ball . . . somewhere.

ANNOUNCER. Apparently Jerry has taken Donald North's advice
to heart—for some of those speeches of Jerry’s sounded suspiciously like
Romeo and Juliet. If Donald had only added that Jerry should keep his
attention on the girl—and NOT on coffee and cookies.—Judy would
be much more pleased—So Old Man Sargent is willing for Jane to put
Ben Fineberg's promotional plan into practice without even looking at
it? That doesn’t sound like the Old Man Sargent WE know-—and we
don’t blame the suspicious Judy a bit for suspecting “there’s a monkey
behind the eight ball.” Even though she DOESN'T suspect the plot
that is being hatched against Judy and Jane.

If you'd like to see your husband take a new interest in breakfast . . . if
you'd like to see him really enjoy his meal, and not be backward about
telling yo# how much he enjoys it—then just do this. Just ask your
grocer for Folger's Coffee today. Serve it at breakfast tomorrow morn-
ing. That man of yours will notice the difference right away. But just
so he’ll notice it more, go back to your old brand of coffee the second
morning. Then, on the third morning, serve Folger’s again. The com-
parison brought out by this simple 3-day test is amazing. But—you’'ll
know you're on the right track by your husband’s appreciation—by the
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real delight Folger’s brings him. To see your husband start the day with
a smile, ask your grocer for Folger’s today.
And so until tomorrow—good day from the Folger Coffee Company.

AMOS 'N’ ANDY
Episode No. 2225: Amos’ Wedding
REVOLVING PLOT SERIAL

When the perennial team of Amos 'n’ Andy was to be disturbed
by the marriage of one of its members, listeners didn’t believe that the
marriage would take place. So real do radio characters become to the
listening audience that the stories of them are accepted as true. When a
baby was born to a young woman character on the Joanne Taylor
program, KMBC, listeners sent gifts to the mother, gifts to the baby—
and advice to the mother on how to take care of the baby! Amos 'n’
Andy have become very real to listeners who have followed their re-
volving plot serial for ten years. This serial rests for its success more on
dialogue method and character portrayal than on action, Permission for
publication kindly granted by The Pepsodent Company by Robert B.
Graves. Copyright restrictions prevented the inclusion of any script
except the wedding gift copy, sent to all listeners who requested it. The
first part of this script was not broadcast, but the typical Amos 'n’ Andy
method is clearly used.

AMOS 'N° ANDY
By Correll & Gosden
Episode No. 2225

The following conversation between Amos and Andy took place in
the little room near the altar, but was not broadcast.

AMos. De only thing now, Andy, is de ring. Don’t lose it . . . please.

ANDY. (Nervous) Whut did I do wid it?

AMoOs. Yo' got it in yo' left vest pocket dere.

ANDY. I betteh put it in my right vest pocket.

AMoOs. Well, just remember where yo' put it, will yo'? I'se so nervous
I don’t know whut to do.

ANDY. I'se standin’ up heah shakin’ like a leaf. Whut do we do next?

AMOs. We do just like de REhearsal was . . . soon as we hear de organ
start playin’ de Weddin’ March, we go out dis door, an’ wauk up to
de altar.
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ANDY. I'se so nervous, I don’t think I kin make it . . . anybody would
think I was gittin’ married.

AMOS. Yo' know Andy, I done had a lot o’ things happen to me in
my life, but I never thought dat I'd be lucky enough to have a thing
like dis happen to me. I'se so happy I can’t help but cry.

AnNpyY. Did I give you de ring?

AMos. No, yo' got it in yo' pocket dere somewhere.

ANDY. Oh, me. Dis job o’ bein’ de best man is worse dan bein’ de
groom.

AMos. Stick wid me now, Andy . . . I'se nervous myself.

ANDY. Son, lemme put my hand 'round your shouldeh. I wanna tell
yo' dat I know whut all dis means to you, an’ I want you to know dat
I'se happy cause I know you is happy.

Amos. Thank yo’, Andy. An’ after me an’ Ruby is married, me an’
you will still be de same good friends, an’ we'll always be as close to
each other as we’se ever been.

ANDY. I know it, Amos.

AMmos. (Excited) Wait a minute, I hear de music. (opening door to
church) Come on!

ANDY. (nervous) Wait a minute . . . WHERE'S DE RING?

AMos. Come on, Andy. Come on!

(Broadcast began here )

BiLL HAy. Tonight the wedding of Ruby Taylor and Amos Jones is
taking place. They have selected December the 25th, Christmas night, as
their wedding day. The scene is in a small church in Harlem. The hour
of the wedding is almost here. The church is beautifully decorated with
flowers and ferns, and the guests have all arrived. In the very front row
we find the Kingfish and his wife seated next to Brother Crawford and
his wife. In a little room just to the left of the altar, Amos and his
best man, Andy, are nervously awaiting the strains of the wedding
march.

In the rear of the church, Ruby Taylor, her father, Madame Queen,
her matron of honor, are also waiting to start their march to the altar.
As the scene opens now we find the crowded church very excited just
before the ceremonies start. Here they are:

(Mambling of voices)

(Organ music starts introduction of “'I Love You Truly”)

(At start of organ music, voices fade out)

(Quartette sings "I Love You Truly)

(At finish of song, organ modulates immediately into ““Lobengrin’s
Wedding March” )

KINGFISH. (Soft) Look, Brother Crawford, dere comes Amos an’
Andy out de door over dere on de right.
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Bro. CRAWFORD. And here comes Ruby down the aisle looking
sweeter than I've ever seen her before.

MRs. CRAWFORD. Shut up.

Bro. CRAWFORD. Yes, dear.

(Pause)
KINGFIsH. (Very soft) Andy is shakin’ more dan Amos.
(Organ stops after once through)

PREACHER. We are here gathered to unite this man and this woman
in marriage, which is an institution ordained of nature in the very laws
of our being for the happiness and welfare of mankind. To be true, this
outward ceremony must be but a symbol of that which is inner and real.
Marriage is not meant for happiness alone, but for the discipline and
development of character. To this end there must be a consecration of
each to the other, and of both to the noblest purposes of life. If there be
any here present who knows any just cause why they may not lawfully be
joined in marriage, I require him now to make it known, or ever after to
hold his peace.

(Three second pause)

PREACHER. (Continues) Will you, Amos, take this woman, Ruby, to
be your wedded wife, to live together after the ordinance of marriage?
Will you love her, comfort her, honor and keep her, in sickness and in
health, in prosperity and adversnty, so long as you both shall live?

Amos. I will.

PREACHER. Will you, Ruby, take this man, Amos, to be your wedded
huband, to live together after the ordinance of marriage? Will you love
him, comfort him, honor him, and keep him in sickness and in health, in
prosperity and adversity so long as you both shall live?

Rusy. I will.

PREACHER. Who giveth this woman to be married to this man?

RuBY’s FATHER. I do.

PREACHER. What pledge do you offer that you will fulfill these vows?

AMos. (To preacher) Dis ring.

PREACHER. Do you, Ruby, accept this token of the same?

Rusy. I do.

PREACHER. You will then, Amos, place it on the fourth finger of
the left hand. You will now join right hands. These two persons having
solemnly promised to live together in marriage according to the laws of
the land, and having declared the same by joining their right hands, and
by the giving and receiving of the marriage ring, I, by virtue of au-
thority vested in me by the State, and in the name of our Father in
Heaven, pronounce them husband and wife. And whom Love hath joined
together let no man put asunder. (To Amos and Ruby, soft) Will you
please kneel?
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PREACHER. Let us pray. Our Heavenly Father, who hath put it into
the hearts of these Thy servants to live together in holy wedlock,
grant unto them, we pray, Thy continual protection and defense. Help
them to fulfill their solemn vows, and to live together in holiness, in
mutual love, and in the ways of Thy commandments. Bless them, we
beseech Thee, that not in word only, or in outward form, they may be
united, but by Thy presence in their hearts they may be made one spirit in
Thee. Amen. (To Ruby and Amos softly) Please stand.

PREACHER. And so, my children, you have been united in Holy
Matrimony on Christmas Day in this Holy Temple. Here before your
friends you have each taken your vow. May the gates of Happiness open
wide before you both, and may the path of love await you wherever you
may go. Remember that love turns all thorns into roses, and you will find
that every cloud will reveal the splendor of Heaven. May your days be
long and full of beauty, and may your strength be sufficient for your
tasks. And my children, may love guard you without and within from
this sacred day forth forevermore. Amen.

PREACHER. You may kiss the bride.

AMOs. (Soft). Thank yo' sir. Com heah, darlin’.

(Mumbling starts)

ANDY. Git away from dere Amos . . . don't take all night . . . yo'

know, I kisses her next.
(Mumbling louder)
(Organ music starts with mumbling in background )
(All fade out)

BiLL Hay. Speaking for those who may be listening, Amos, may I
congratulate you? And to you, Ruby, may I wish happiness?

(Organ music plays Christmas carols.)

THE GOOSE CREEK PARSON
Episode twenty-seven
REVOLVING PLOT SERIAL

Of the revolving plot serials which use a small town locale, the
GOOSE CREEK PARSON is one of the newer. An interesting feature
of it is the inclusion of songs within the script. Most other manuscripts
in which songs have been included have been skits rather than plays, as
THE BASS FAMILY and SETH PARKER. Permission for publication
kindly granted by Benton & Bowles, Inc., Advertising, by J. W. Loveton.
May not be used in part or in whole without the written permission of
the owners.
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THE GOOSE CREEK PARSON
Presented by

Super Suds
Episode No. 27
CasT
Josiah Hopkins Gerina Mason Quartet
Tom Baxter Rosebud Batts Rick
Music
% 000 00000000000000000000000000C Quartet
2 e e e Professor Gandy

(Music: “Church in the Wildwood.” Ensemble. Humming fades
after ten seconds to background for)

Rick. Evenin’, friends. There’s the tune that invites you, once again,
to Goose Creek to join Parson Josiah Hopkins and all his friends and
neighbors of Goose Creek . . . the kind o’ quiet little village that all of
us remember. Remember . . . you're invited to come and sing and laugh
and visit with us every Monday and Wednesday and Friday evening.

T heme. Out

Rick. Now, friends, it does seem t' me that something’s 'r jest plain
sense. An’ one o' them is that if you have t' wash dishes, you might jest
as well use a soap that's made specially for washin’ dishes. An’ bein’ as
Super Suds is the o7/y soap that’s made especially for washin” dishes, my
suggestion 'd be t’ start usin’ Super Suds tomorrow.

I know you're a’goin’ ' like it. I'm jest sure an’ positive o’ that. An’
why? Why jest because Super Suds . . . bein’ soap made in little hollow
beads . . . gives y' richer an’ foamier suds guicker . . . makes your dishes
brighter an’ more sparklin’ . . . an’ actually helps you t' get your dishes
done a whole lot easier an’ quicker. An’ say, you'll find that Super Suds is
jest about the easiest soap on your hands . . . they’ll stay ’s soft and pretty
as a girl's. Won't you make a little note now . . . t' buy some Super Suds
in a red box, tomorrow?

(Music: **Church in the Wildwood.” Ensemble. Sing one verse then
fade to humming background for)

Rick. Well, the Parson’s come down to the store, this afternoon, to do
a little tradin’ fer Sarah. It's a rainy, drizzlin’ October day and the
cracker boxes gathered round the stove make the store a mighty sociable
place. While Rosebud Batts is waitin’ fer Rudy to wrap up her groceries,
she's tryin’ to find out from the Parson some facts concernin’ all the talk
of this here oil discovery thirty miles away to Crystal City.

RoseBUD. Well, it’s terrible interestin’, ef they can really dig oil up
out of the ground, ain’t it, Parson?
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PARSON. Yes, 'tis, Sister Batts, but I don’t think it's no more interestin’
than that land can grow good wheat and corn.

RoseBUD. But diggin’ up oil makes everybody rich, they say.

PARsON. That's what they say, but money is one thing Sarah ner me
never thought much about. There’s a sight a’ things Sarah and me would
rather have than money. Fer instance (Chauckles) . . . turnip greens and
salt pork fer supper. (Calls) Did you wrap me up that salt pork, Rudy?

Rupy. (Calls) Yes, I did, Parson.

RoseBuUD. Well, Jeff Batts ner me wouldn't neither one of us have
time to tend to a back pasture where you had to keep oil dipped up off
of it! The children keeps me busy and Jeff’s got all he can do lookin’
after his billy goats and practicin’ up on oratin’ his Daniel Webster.

JEFF. (Bursting majestically into oratory) "It is my living sentiment
and by the blessing of God, it shall be my dying sentiment, independence
now, and independence forever!” Daniel Webster.

PARsSON. We wasn't askin’ you to exert yourself oratin’, Jeff.

RoseBUD. No. I was only sayin’ Daniel Webster keeps you busy.

JEFF. Oratin’ aint no exertion fer me. I jest natcherly can’t help comin’
out with a little oratin’, now and then.

PARSON. Ought to get you a job peddlin’ lightnin’ rods. That's where
oratory would come in handy.

RoseBuD. Well, anyway, as I was a-sayin’, findin’ oil in our pastures
wouldn't interest Jeff ner me none. Neither o<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>